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ABSTRACT

The purpose of this research was to assess the creative process of fashion
design for applicability to sustainable design when utilizing the strategy of up-cycling.
Utilizing the historical nature of creative reuse of garments and tools of a fashion
design practice, the research addressed the sustainability challenge of reuse of existing
garments. Documented historical solutions from the decades of the 1920s and 1940s
acted as an inspiration to inform a contemporary collection. The specific research
questions the study addressed were as follows: 1) How are the historical solutions of
reuse of garments applicable to an up-cycled fashion collection? 2) Will working
through the sustainable design strategy of up-cycling change the design process?

Literature on the creative process, the paths of the creative process, fashion
design tools and the creative process of sustainable designers was reviewed and a
theoretical framework was developed. A checklist/considerations method was
developed from the literature review and theoretical framework to gather reflective
data while going through the design process. A review of up-cycled techniques from
the 1920s inspired a small fashion collection and tested the process of development.
After a revision of the checklist/considerations and the process they measured, another
data collection involved the upcycle techniques of the 1940s inspiring a new fashion
collection and tested the revised process.

The historical techniques found during the research were useful in guiding the
creative process and offered diverse and motivating solutions from a creative
perspective. The research also identified necessary changes to the fashion process to

accommodate the sustainable design strategy of upcycling. Sourcing for surplus

X



garments needs to take place early in the process and making dressmaker samples
should be carried out after sourcing to determine if designs are viable. Sketching is
best done after all the research, sourcing and making of dressmaker samples so that the
sketch acts as a tool to record ideas and inspirations as completed garments. The result
of sketching later in the process yielded some sustainability outcomes as the more
complete garments represented by sketching appeared to decrease the amount of
energy used during the creative process.

Although the checklist/considerations had been developed to support the data
collections, it was concluded that it also provides a useful guideline to assist a design
practitioner on the sustainable process of up-cycling with emphasis on three sections
of note; design, sustainability and production.

This research adds to the body of research on sustainable practices and offers
an opportunity for investigation of the creative processes and design via up-cycling
with the opportunity to bridge research with viable products destined for an up-cycled

marketplace.



Chapter 1

INTRODUCTION

In fashion design, contemporary solutions to the sustainable issues confronting
the industry have incorporated a number of processes. Zero waste cutting, use of
organic fabrics, reclamation of textiles, and products to be recycled and reused are
examples of this (Gwilt & Rissanen, 2011). Within these, a process known as up-
cycling can be defined as: “...conserving the resources that went into the production
of a particular material, but adding value embodied in them by the application of
knowledge in the course of their recirculation”(Murray, 2002, p. 17). With up-
cycling, practitioners deconstruct castoff garments, re-design and reconfigure to
produce a “new” garment, all in order to address sustainable issues of excessive waste
of garments and textiles.

The practice of up-cycling however is not new. In a historical context, the
reuse of garments confronted issues that mirrored the consumers’ needs at the time. In
the late 1920s, garment reuse solved a problem of not being able to acquire the scarce
Parisian fashions that were desired at that time (Butterick, 1930). In the 1940s, this
reuse can be seen in tackling the issue of fabric scarcity as; “Women were encouraged
to make-do-with and make over what they already had” (Presley, 1998, p. 307).
During both of these times, consumers functioned as the designers, problem solving
though a personal creative process to obtain their “new” desired garments. The

contemporary up-cycling practice is used by both skilled consumers and



environmentally conscious designers as a result of personal reflection on sustainability
and textile waste. Creatively, these designers and consumers can follow the
established practices and processes that engage thinking, problem solve, and produce a
garment.

The design process is a sequence of events which demands creative behavior
from its participants. Its activity is to” improve existing conditions and to find clear
paths out of dilemmas.” (Koberg & Bagnall, 1972, p.8).  With this statement, the
process of design and creativity is illustrated as a journey of thinking and behaving, of
knowing and dreaming. Often thought to be a magical state where the creator
experiences flow and transcendence, the iterative process of creation can follow stages
that can be identified and shared between disciplines, creative or not. Historically, the
model of the creative process is attributed to Graham Wallis who highlighted four
stages of creative thinking, preparation, incubation, illumination, and verification
(Plsek, 1997). In other words, the creative process is a plan of action that is engaged
when solutions are needed to address issues and problems occurring in life. For the
fashion designer, imagination becomes engaged and discovery takes place in order to
solve creative dilemmas.

Modern day creative journeys are discussed in the ground breaking , Universal
Traveler, a book that applied the creative journey and process to work, creation and
life experiences (Koberg & Bagnall, 1972). Problem solving and its understanding,
identification, and statement, is the departing point for this creative process and
reflection, iteration, and evaluation are key stages to pass though. In design,
functional and aesthetic considerations enhance the process of creation and previous

iterations contribute to the final stage. Throughout the journey, engagement, thought,



clarity of purpose, and a high level of personal involvement are vital qualities that the
creator exhibits in order to accomplish the intended goal (Aspelund, 2006). Creative
disciplines have embraced these ideas, forming idiosyncratic languages, methods, and
stages that reflect the individual nature of each domain (Fiore, Kimle, & Moreno,
1996).

In fashion design, the embrace of problem solving ideas and outcomes
parallels the journey that the designer takes using the tools of the fashion design
practice to analyze problems, ponder solutions, and produce outcomes. This synthesis
of process and studio procedures are seen though several lenses; target consumers
(Lamb & Kallal, 1992), teaching at a university (Watkins, 1988), and fashion
collection development (McKelvey & Munslow, 2003). At the beginning of all of
these is the narrative of defining and dissecting the problem to be solved. As the
creative process moves through the use of traditional methods and tools in fashion
design, the iterative nature can create a feedback loop, a circular pattern, or a linear
trajectory that results in the outcome of a creation, product, or design.

Unlike previous decades, contemporary reuse of garments is confronting an
altogether different problem. Environmentally conscious designers and consumers are
addressing issues of garment and textiles in the waste stream. The issue is pressing, as
it is estimated that 70 pounds of garment and textile waste are added to landfills each
year for everyone in the United States and the overproduction of garments is depleting
natural resources (Birtwistle & Moore, 2007; Young, Jirousek, & Ashdown, 2005).

For fashion designers this represents an opportunity for creative expression and
demonstration of their dedication to environmental issues. For some designers, like

Junky Styling in London the design process of reuse and recreated garments has been



a participatory one, as customers are invited into their design practice to learn,
experiment, and share the process of creative reuse (Hethorn & Ulasewicz, 2008).
Kate Fletcher, a sustainable designer and consultant, considers the contemporary reuse
of garments as a means of self-expression and slowing the cyclical and fast process of
the fashion industry (Gwilt & Rissanen, 2011).

As contemporary fashion designers explore the creative process of creating
something new from something old, the traditional fashion design practice needs to be
reconfigured and documented. No longer relegated to sourcing new fabrics and
materials from textile producers, designers who reuse and recreate garments from
waste, must now reimagine garments that have been cut into and deconstructed,
adding a layer of problem solving in the early stages of the creative process (Gwilt &
Rissanen, 2011).

The purpose of this research was to assess the creative process of fashion
design for applicability to sustainable design when utilizing the strategy of up-cycling.
Utilizing the historical nature of creative reuse of garments and tools of a fashion
design practice the research addressed the sustainability challenge of reuse of existing
garments. The documented historical solutions from the decades of the 1920s and
1940s acted as an inspiration to inform a contemporary collection.

This research aimed to address two questions. 1) How are the historical
solutions of reuse of garments applicable to an up-cycled fashion collection? 2) Will
working through the sustainable design strategy of up-cycling change the design

process?



1.1 Assumptions and Limitations

For this research, there was an assumption that a traditional fashion practice
follows a predictable pattern in order to arrive at a creative design solution. There was
also the assumption that historical dress can be used as an inspiration point for
designers when contemplating the design of a fashion collection. This research aims to
document the creative process in a small studio design practice. The use of up-cycling
techniques used in this research is narrowly defined and from a more personal
viewpoint. The design solution of up-cycling to combat waste issues does not have a
universal perspective. For each design practitioner, the process is idiosyncratic and the
solutions gained form the practice is unique. It must be acknowledged that application
of an up-cycling process as a design strategy for sustainability may well be found to be
difficult to apply in a larger scale therefore limiting the generalization of the research

findings and its potential application.

1.2 Operational Definitions
In order to clarify terminology used in the research the following definitions
should be considered:

Making of Samples: This is an interim process that produces technical

dressmaker samples such as seaming samples or embroidery samples.

Mood Board: The mood board is a representative tool that focuses the creative
process and gives aesthetic boundaries to work from. Using diverse visuals such as,
tear sheets, trims and embroideries, and extraneous findings, it is usually produced at

the beginning of the creative process it inspires the designer to create.



Prototype: This is the stage of the creative fashion process that produces
complete (or nearly complete) garments.

Sketching: Sketching is used in this creative process to both record the
research on historical techniques, and to represent complete concepts of a fashion

collection.

Up-cycle: There is a whole variety of definitions and thoughts about the up-
cycle process and its resultant products. For this research the definition and use can be
summed up by:

“conserving the resources that went into the production of a particular material,
but adding value embodied in them by the application of knowledge in the course of
their recirculation” (Murray, 2002, p. 17). And: “...provides a designer with the
opportunity to reassess the real worth and value of a waste material thorough the
design and manufacture of new products” (Gwilt & Rissanen, 2011, p. 35).

The holistic and cradle to cradle approaches favored by McDonough and
Braungart in the The Upcycle. (2013) are noteworthy; however, they were not
applicable to this research because the creative process of up-cycling would be
completely changed in order to accommodate the considerations of garment end of life

utilization.



Chapter 2

LITERATURE REVIEW

The literature review covered current sustainability challenges in the fashion
industry from a design strategy perspective. Then by analyzing the concepts of the
creative process and methodologies of a fashion design practice the review assimilated
the concepts into a working template that informed this sustainable research and

focused the design strategy on the practice of up-cycling.

2.1 The Creative Process and Sustainability

Sustainable design and product development have a myriad of descriptions,
contexts, and ideas. The center of the conversation on sustainable design relates back
to the Brundtland report in 1987 that stated that sustainable development enables
society to meet present needs in ways that would not jeopardize future generation’s
ability to meet their needs (Walker, 2006). For designers following a sustainable path,
this requires decisions about product impacts that are essential in the design process
(Armstrong & LeHew, 2011). As Leerberg, Riisberg, and Boutrup (2010) state: “We
define design responsibility as an attitude towards the value of design, and the role of
the designer for sustainable development, as well as a reflective practice” (p. 308). For
Armstrong and LeHew (2011), this requires relationship with the design practice that
is respectful of natural resources. One of a sustainable design’s foremost strategies is
to consider environmental impacts of a product in its design development (Charter,

1997).



There are three interrelated paradigms when considering sustainable design;
environmental stewardship, economic issues, and social equity (Walker, 2006).
Armstrong and LeHew (2011) define other paradigms that are essential to sustainable
design: to design with nature, for products to be emotionally durable, that planned life
of the product is appropriate in environmental terms, and to consider that all
consumers are potentially designers. This should be represented in the product by:
meaning, articulated though the physical; intention, related to human need; personal,
valuing an object emotionally and physically and, having the ability to be produced
locally (Walker, 2006). Armstrong and LeHew (2011) believe that the appearance of
a product should encourage environmentally friendly use (an example of this would be
the use of natural motifs in labeling) while Walker (2006) views the product, “...as
having enduring value in terms of meanings and characteristics” (p. 39).

Sustainable approaches to design require a shifting of priorities in the process.
Solving not only a design problem but also tackling a loftier goal of respect for the
environment alters the development of a design solution from one that is merely
product driven to one that is more universal, taking into consideration the totality of
the product (Walker, 2006). Many conventional approaches to design become
challenging and sustainable approaches can be ill-defined and unrecognizable
(Walker, 2006). Important points to consider are that planning for sustainable design
in practice needs to be more inclusive and holistic in order to encourage diversity and
foster experimentation (Walker, 2006).

In fashion design, this creates a conundrum. Fashion suggests a passing trend
or fad with emphasis on newness and innovation. In this context fashion is transient,

superficial, and potentially damaging to the environment and people (Walker, 2006).



This has led some consumers of fashionable clothing to question purchases in light of
overexploitation of natural resources and destruction of the environment (Ulasewicz,
2008). Walker (2006) argues that fashion, which establishes a creative and innovative
atmosphere, can actually become an “ally” for ecologically and socially responsible
production of goods. As newness and vitality are hallmarks of fashion design,
sustainable design can be assimilated and introduced as a fresh approach, a way of
rethinking design possibilities.

Understanding design strategies for new approaches to fashion design requires
acknowledgment of one truism that is currently held: “Fashion designers have tended
to view sustainability as an afterthought to their design practice, and so the integration
of sustainable strategies within the fashion design process is not typically considered”
(Gwilt & Rissanen, 2011, p. 69). Characteristics of design strategies that address
sustainability include: considerations for reuse and upgrading, recovery of materials
for re-manufacture and localized or self-production or creation (Armstrong & LeHew,
2011; Walker, 2006). These characteristics evolve into strategies for fashion design to
offer methodologies or templates that a designer can work through in order to foster
creative design, including design for disassembly and end of life and slower
consumption ideals and self-creation environments (Gwilt & Rissanen; 2011, Hethorn
& Ulasewicz; 2008, Armstrong & LeHew, 2011).

Within the self-creation context that Armstrong and LeHew (2011) examined,
the object becomes differently valued; functionality and appearance are still essential
but care and time that is required to make the object enhances its significance (Walker,
2006). This value shift addresses consumer needs on a deeper level, both emotionally

and physically, tying the object to the consumer in a more sustainable way (Hethorn,



2008). “At the core of the sustainable design movement is the need to completely
rethink how we design, what we produce, and what processes we choose to implement
in a way that is equally beneficial to the environment and its inhabitants” (Young et
al., 2005, p. 62).

These design strategies have been gradually appearing in documented research.
Design for adaptability focuses on the ability of a product to be modified or
reconfigured to change its performance and increase is useful life (Karsarda, et al.,
2007). Design for disassembly concentrates on designing the product from the
beginning with the idea that eventually the product can be taken apart and reused for
its original materials (Gam, Cao, Bennett, Helmkamp, & Farr, 2011; Luttropp, 1998).
Fletcher (2012) researches and writes of the relationship of durability of materials as a
pathway to sustainability, naming the process design for durability. Young et al.’s
(2005) research demonstrates the re-use of clothing from a consumer perspective and
their willingness to purchase these garments. Choosing a strategy to work through is
an individual designer preference however sustainable practices are now integrated
from the very beginning of the design, allowing for a parallel process incorporating
both sustainable methods and creation of fashion (Gwilt & Rissanen, 2011).

For each sustainable designer, methodologies used in practice will address
some form of emotional, expressive, or physical qualities of the garment being
produced in order to allow for greater user satisfaction and a longer function (wearing)
cycle (Hethorn, 2008). This context is seen in Kate Fletcher’s work in the Local
Wisdom Project, which analyzed garments from the user perspective and documented
the evolution of wearing, reusing, and reconfiguring (Gwilt & Rissanen, 2011). Here,

product life extension and durability of garment materials, in fabric, construction, and
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design, re-order the discussion of fashion as a throw-away object to one that is
cherished and well designed (Fletcher, 2012). In order to lengthen the life of a garment
and promote resourcefulness and longevity, two important elements of the
user/designer must be present. The first is clothing competency, or the ability of users
to use skills, ideas, and practices in order to remake, redesign, and reuse garments.
And second, craft of use allows for the freedom to rethink the original function and
actively collaborate in its redesign (Fletcher, 2012).

Historically, the user and wearers of garments in the 1920s and 1940s
demonstrated the characteristics of craft of use and clothing competency. Whether
they wanted new Parisian fashions unavailable to them in 1920s or to circumvent the
material scarcity of the 1940s, fashion consumers displayed and had the skill, to
rethink (craft of use) and rework (clothing competency) their garments in order to
sustain fashion objects, increase their longevity, and create a garment that was
cherished.

A fashion designer, addressing contemporary issues of textile waste, can utilize
post-consumer recycled (PCR) clothing as a raw material that can be deconstructed,
and redesigned much like their historic counterparts that redesigned garments out of
necessity (Young et al., 2005). As a sustainable strategy for design, up-cycling, as the
process of deconstruction and re-use, “...provides a designer with the opportunity to
reassess the real worth and value of a waste material thorough the design and
manufacture of new products” (Gwilt & Rissanen, 2011, p. 35).

A growing group of contemporary designers choose to work in this fashion.
These include Junky Styling (Gwilt & Rissanen, 2011), the Look Again project

(Ulasewicz, 2008), Triad project (Hethorn, 2008), and Kim Frasier’s work
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documented in Gwilt and Rissanen, (2011) to name a few. With Kim Frasier’s work,
up-cycling was documented as a process to be focused on; rather than development of
an artifact (Gwilt & Rissanen, 2011). Experimenting with a singular garment (pants),
the process was recorded though development in three distinct phases: analysis,
identification, and manufacturing process (Gwilt & Rissanen, 2011). As the items
could not be standardized, the creative act now follows an unpredictable path that
required active participation and documenting of the process in order to be able to
remake and reuse a garment. In this way, the sustainable fashion design process is re-
imagined to incorporate Fletcher’s craft of use and clothing competency
characteristics, once relegated to wearers and end users, now exhibited by a
sustainable fashion designer (Fletcher, 2012). These researchers have only begun to
document and discuss design strategies that are applicable to sustainable design in
fashion and this research aims to add to the field by documenting the creative process

of up-cycling of garments through the use of historical design solutions as inspiration.

2.2 Defining Design and Creativity

In defining design, the aura of spirituality and wonder permeate scholars’
viewpoints. Mental images, inspiration, and curiosity are states of mind that are
present in a designer/creator when in the process of doing. Koberg and Bagnall (1972)
describe this process as utilizing the ideas of the mind and transferring the energy in to
an act. Aspelund (2006) sees this as energy transference, as taken from the world of
inspiration into the world of objects, while for Torrance and Myers (1970), design is
“...curiosity and wanting to know in the face of confusion in the world” (Torrance &
Myers, 1970, p. 22). Koberg and Bagnall (1972) assess the wholeness of the creator

who must expose oneself to negotiate growth and facilitate rejuvenation. This
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intentional process of assimilation is a conscious process where disparate thoughts and
ideas can result from integration of elements or images (Fiore, Kimle, & Moreno,
1996). The sensual, emotional, and spiritual components are just as important as the
mental component to the creative experience (Fiore, et al., 1996).

Creativity, one component of the process is just as difficult to determine.
“Creativity is surrounded by an air of mysticism,” is how Jaarsveld and van Leeuwen
(2005, p. 80) describe this nebulous state. It is recognized as having exceptional
facility in a given area (Fiore, et al., 1996) as having wholeness (Koberg & Bagnall,
1972), or being defined as both the art and science of thinking (Koberg & Bagnall,
1972). Understanding and assimilating this duality requires acknowledgement of the
subjective and objective states in order to create (McKelvey & Munslow, 2003).

Koberg and Bagnall (1972) see this state as a learnable behavior pattern and
one that requires steady and determined effort. Three types of creativity are seen in
Fiore et al.’s (1996) discussion on the creator and the process: self-oriented, peer
oriented, and commercialized. What this viewpoint is emphasizing is the audience of
the intended end product or art of the creative act. In other words, creativity is not just
for the expression of one’s self and for sharing with peers, but instead for the
negotiation of the end result into the larger world.

The creator and designer have similar characteristics and work patterns.
Conceiving, developing, and carrying out production of an aesthetic object, the creator
or designer displays characteristics of awareness, flexibility, spontaneity, and intuition
(Fiore, et al., 1996; Torrance & Myers, 1970). Koberg and Bagnall (1972) see creators
and designers as logical problem solvers, who have habits of a constructively

discontented person. Forming links between seemingly disparate elements, creator and

13



designer perceive similarities that can result in a new art form or product (Koberg &
Bagnall, 1972). Cho (2009) appreciates how they perceive the surrounding world with
sensitivity and absorb impressions from each in order to form a new entity of
uniqueness. Organizing qualities of inspiration and finding similar meanings, they
separate arrangements into solutions, products, and art (Fiore et al., 1996).

The discussion now becomes how do designers differ from creators? Fiore et
al. (1996) view the difference is that designers become more conscious of what it is
they do and how it relates to the environment around them. Designers behave
creatively to problem situations and try to make the best out of their unique
inspirations, extracting personal definition and projecting that definition onto a form
(Cho, 2009; Koberg & Bagnall, 1972). Lamb and Kallal (1992) recognized that
designers identify user needs to establish criteria that the designer will work with,
while for McKelvey and Munslow (2003) that criteria has no right or wrong it is just
a personal reflection.

The act of design can be seen as a search for the physical representation of
ideas (Cho, 2009); although Mete (2006) describes it as two things, process and
product, sensory and behavioral, addressing the duality of the subjective and objective
in the process. Watkins (1988) and Koberg and Bagnall (1972) regard the act of design
as creative problem solving and Aspelund (2006) incorporates a plan of action in the
process that leads to a solution of a problem. For McKelvey and Munslow,
“...successful design is about thinking and communicating thoughts on paper, then
realizing them through prototyping, solving problems along the way” (2003, p. VII);

an accurate depiction of a process.
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2.3 The Design Process

Scholars, writing about the design process, agree that paths taken by
individuals are as distinct as the designers themselves leading one to conclude that
different approaches and methods allow for uniqueness in both work and the end
product (Cho, 2009). Creative problem solving, externalization of private thinking, a
sequence of random generation are ways that these scholars approach defining the
process of design (Jaarsveld & van Leeuwen, 2005; Jones, 1970; Koberg & Bagnall,
1972). Aspelund (2006) outlines this by stating, “There is a path that all designs take
on their journey from imagination to object” (p. 3). He also argues that structure and a
process must be committed to by designers that allow for freedom to make choices,
while Jaarsveld and van Leeuwen (2005) caution that without a pre-conceived plan,
erratic ways can overtake the process. This planning in the design process can be seen
as facilitating in meeting a goal (Mete, 2006) or designing to initiate change in man
made things (Jones, 1970). Chance and hence intuition may have a part in adding to
the process but it is only valuable to a designer who has a prepared mind (Jaarsveld &
van Leeuwen, 2005).

For Koberg and Bagnall (1972) this design process is essentially a problem
solving journey. It needs to include both a creative process with expansive periods of
free thinking and a constructive one resulting in a solution. But the solution does not
always end in a specific solution as Jaarsveld and van Leeuwen (2005) maintain; it can
have a multitude of solutions.

“A designer’s work is concerned primarily with solving problems by
developing and explaining ideas” (Aspelund, 2006, p. 1). What essential ingredients
are necessary in order to define and develop a design process? For Mete (2006) the

process must have a practical purpose that addresses the surrounding environment,

15



while Fiore et al.’s (1996) design process components have to meet spiritual, sensory,
and emotional needs. Skills are needed in the process of problem solving and for
Torrance and Myers (1970) these can be defined as having involvement in the
problem, innovative attitude, a need to search for new implications, and a creative
environment in which to work from. As Jones (1970) states, “The aim of designers is
to avoid imposing a premature pattern upon discoveries” (p. 65). In other words, have
a plan to work from but be prepared to deviate in order to discover. Furthering
Torrance and Myers (1970) paradigm, the process has distinct stages: assessing
challenges, recognizing the real problem and developing facts, producing alternatives,
evaluating ideas, and putting them to use.

For all the scholars of the creative and problem solving process, definitive
stages are scrutinized and defined thorough the lenses of the creative disciplines that
have been examined. Jones (1970) evaluates the creative process in a discussion on the
engineering and architecture fields and reduces the process to four stages: feasibility,
preliminary design, detailed design, and planning. Mete (2006), writing about the
fashion design process, reflects on it as researching a problem, setting the source for
inspiration, planning and organizing, and setting a purpose for creating. Also
examining the fashion design process, Lamb and Kallal (1992) adapt Koberg and
Bagnall’s (1972) creative stages to formulate a six stage process for fashion design
that starts with problem identification and proceeds toward the final stage of
implementation.

As the following table demonstrates, each author researching and writing about
the creative process has their own adaptation of Koberg and Bagnall’s (1972) creative

process. Lamb and Kallal (1992) integrate the first three of Koberg and Bagnall’s
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(1972) stages, accept, analyze, and define into a single stage: problem identification.
Others choose to work with the original seven stage process but reconfigure the stages
of the process to define their own disciplines.

Following Watkins’ (1988) lead, the following discussion of the design
process will follow Koberg and Bagnall’s seven stages introduced in the Universal

Traveler in 1972, to analyze each stage for meaning and goals relating to the process.
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K& B Accept Analyze Define Ideate Select Implement | Evaluate
situation
Lamb and Preliminary Design Prototype Evaluation
Kallal Problem ideas refinement development and
identification Implementation
Watkins motivation Exploratory State problem Idea Cognitive Putting ideas to | Goal
research not solution generation and intuitive | work assessment
responses
McKelvey | Fashion
f:|e5|gn ' Analyze the Determine The design prototyping | Chosen range or | Product or
Innovation | ia¢ direction process collection portfolio
and ) (opportunity)
Practice
Cho inspiration Intent and Definition Creative Implementation
conception exploration
Aspelund Inspiration Identification | conceptualization | Exploration Definition Communication | Production
Refinement modeling
Torrence disharmony | questions Hypothesis Testing New Conclusions Communication
Ideas Modification | relationships
& Myers P

Table 1. The creative process: A comparison




2.4 Seven Stages of the Design Process

Acceptance

The beginning of the design process starts with a statement of intentions and
acceptance of a problem as a challenge (Koberg & Bagnall, 1972). At this stage,
personal responsibility and commitment to the problem determining time, resources,
and qualifications are essential queries to uncover in order to discover the feasibility of
undertaking the process (Koberg & Bagnall, 1972). Torrance and Myers (1970)
acceptance stage includes personal involvement in something meaningful in the face
of confusion and disarray. They discuss the presence of a personal tension in curiosity
that acts as a motivator in the search for creativity (Torrance & Myers, 1970). Watkins
(1988) motivational aspects focus on the acceptance of students of a design problem in
the fashion classroom. Lamb and Kallal (1972) stipulate that a designer’s acceptance
of a design problem and personally taking responsibility for it becomes a generator for
the process itself. This buying into the problem leads naturally to the next stage of the
process, analysis.

Analyze

As acceptance and motivation to solve a problem starts the process,
identification of the problem is the first step in capturing an idea (Aspelund, 2006).
This identification requires proper investigation in order to proceed to a solution
(McKelvey & Munslow, 2003). Two basic tenants of analysis are gathering
information on the issue and clarification of knowledge about the subject or problem
(Koberg & Bagnall, 1972). This questioning phase requires research of both disparate

and similar issues and the ability to make sense of the problem (Aspelund, 2006).
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“Although the product of creative design is expected to meet criteria, it is commonly
agreed that creative discoveries cannot be coerced out of a restricted domain, they
require a broad search of the possibilities” (Jaarsveld & van Leeuwen, 2005, p. 81).

Commonly referred to as a divergent process (Jones, 1970), the analysis phase
requires a heightened sense of exploration in order to determine the true nature of a
design problem (Watkins, 1988). For McKelvey and Munslow (2003) three elements
need to be uncovered during the process: key elements that frame important points,
situational elements that are secondary to the problem, and distracting elements that
need elimination. Aspelund (2006) implores at this stage that ““... a concept for a
design contains many unexplored possibilities, they should be explored” (p. 92).
Koberg and Bagnall (1972) see some difficulties in this stage; entering the analysis
phase with a closed mind or an answer to the problem already at hand limits the ability
of the analysis to be effective. Watkins (1988) stipulates that in fashion design this
questioning is often overlooked and in order to gain a clearer definition of a problem,
issues must be addressed before undertaking the process. Questions in this stage
regarding the problem need to be addressed beyond its scope as Koberg and Bagnall
(1972) exemplify in this statement: “How is a fireplace like a breakfast cereal?” (p.
49).

Definition

“Designers must be able to relate to designs, their end uses and the intended
interaction (functionality), which allows them to be flexible when responding to
problems” (Aspelund, 2006, p. 62). As analysis’s divergent process continues, criteria
of the problem and limits of potential solution appear. These constraints do not

necessarily have to be negative; they can act as a frame that supports the process in
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defining the scope of solutions and its functionality (Aspelund, 2006). This definition
stage sorts through the analysis findings to determine main issues and goals and to
clarify positions (Koberg & Bagnall, 1972). For Torrance and Myers (1970) the
definition stage simplifies the problem by synthesizing information to form new
combinations and to identify any gaps. McKelvey and Munslow (2003) discuss the
definition stage as being inherently creative involving investigation, influences,
incubation, inspiration, invention, and innovation in a process that is constantly
cyclical. In this stage, functionality, form, capacity, and requirements are specifics that
are to be determined in order to provide boundaries for an idea (Cho, 2009).

Ideation

Koberg and Bagnalls’ (1972) ideation stage incorporates searching alternatives
and generating options that address major goals. In this stage the imprecise concept of
inspiration takes hold. Inspiration, the force that drives a designer to infuse an object
with energy, can be seen to be an unconscious act or a primitive feeling that drives the
process forward (Aspelund, 2006; Cho, 2009; Fiore et al., 1996). In the internalization
of the ideation stage, a designer can project meaning into a design and inspiration acts
as a tool that furthers the design process (Aspelund, 2006; Cho, 2009).

As a tool, inspiration can take the nature of a design concept and allow
designers to develop a thought structure that uses images or intangible experiences
that result in the abstract vision becoming tangible (Aspelund, 2006; Cho, 2009).
Bringing this thought process to fruition requires that designers elaborate and
communicate the thought process in order to produce alternatives that address the
design problem. For Cho (2009) ideation requires expressionism, symbolism,

aesthetic, and utility considerations to produce a valid concept that solves the issues of
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a design problem. As Koberg and Bagnall (1972) state, the importance at this stage is:
“The more ideas you gather, the better are your chances for having good ideas” (p.
69).

Selection

“When is good... enough?” (Aspelund, 2006, p. 116)

At the selection stage choices need to be made. Options, gathered in the
ideation stage are filtered in order to assess initial goals and determine the best
direction to take (Koberg & Bagnall, 1972). Evaluating possibilities and discarding
unsuccessful and unpromising solutions define the transition from ideation to selection
as a process of clarification (Aspelund, 2006). For Watkins (1988), the selection
process can be the most creative and productive of all the stages. Here, the integration
of two different responses is seen: intuitive responses that are both sensory and
subjective and cognitive responses that are based on logic. This judgment stage of
ideas presented requires a thorough review of objectives to clarify original goals and
to determine if choices keep the idea intact (Aspelund, 2006; Cho, 2009).

Implementation

Koberg and Bagnall (1972) view the implementation of a design as an action
based proposition that brings the idea to form. For Cho (2009) the visual
characteristics of a design solution are structured into a three-dimensional form in this
stage. During the creative process the possibilities of the design solution have
presented themselves and the action of bringing the design into the world is apparent
(Aspelund, 2006). For Torrance and Myers (1970) elements of the implementation
stage go one step further, making the solution attractive and aesthetically appealing

but also communicating those results.
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In fashion design the implementation stage is a prototype development stage
where garments are constructed (the action) and tested for functionality and aesthetics
(Lamb & Kallal, 1992). This process, defined by Aspelund (2006) as modeling, can
also be an exploration tool that examines options with the solution choice and tests
those options to determine viability. He cautions that this stage has the drawback of
practitioners becoming preoccupied with a modeling technique and that conflict or
problems that arise will be avoided or made worse. In order to avoid issues in
implementation Koberg and Bagnall (1972) advocate thinking of this stage as a
synthesizing of the whole from its respective parts. Principles that need to be
examined are harmony, contrast, balance, order, and unity. If the groundwork for
pervious stages has been thorough, the implementation stage is the payoff, “the
moment of truth” (Koberg & Bagnall, 1972, p. 80).

Evaluation

Looking back, assessing met criteria, reflecting on objectives, and presenting
the solution are properties of the stage of evaluation (Koberg & Bagnall, 1972;
Watkins, 1988). What is integral for evaluation is how accurately and in depth the
initial criteria and definition were outlined (Watkins, 1988). Failure at the beginning
of the creative process to assimilate options and define the structure in which the
solution is sought will lead to an incomplete evaluation and an inability to come to a
closure (Lamb & Kallal, 1992).

Evaluation requires a retrospective of the process and a determination of
functionality and design elements (Aspelund, 2006). For Cho (2009), this is
exemplified by three components: formal integrity, aesthetic judgment, and function.

Lamb and Kallal (1992) viewing design from a consumer’s perspective identified the
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conditions for evaluation as functional, expressive, and aesthetic. Koberg and
Bagnall (1972) see evaluation as not only a review of the process but also another
beginning: “When you arrive at the end of a journey, you are merely ready to begin
the next one” (p. 24).

In accessing and integrating these stages with a sustainable design strategy, the
analysis and definition stages become the decision making stage. A designer needs to
analyze their roles in sustainable development and what approaches will be used to
address their defined position, leading to a choice for a design strategy. The ideation
stage combines several concepts, materials to be used, garments to be dismantled (if
up-cycling), and inspiration and direction need to be determined at this juncture.
Selection and implementation stages are the core of prototyping and development of a
product or garment and integrating the sustainable ideals decided earlier is paramount
at this stage. As the evaluation stage is initiated, the sustainability goals are examined
in order to determine if the resulting product or garment successfully uphold the

ideals.

2.5 Streamlining the Creative Process

“Creativity and design are about bringing order and generating new and
possibly simple and attractive solutions” (Tassoul & Buijs, 2007, p.18) In assessing
Koberg and Bagnall’s (1972) stages of the creative process, the perspective of their
work and others that followed, was that seven distinct steps are needed in order to
move the problem solving forward. But, is there another way to examine the creative
process in a way of simplification and streamlining that can work just as well?
Several scholars have taken a different approach that examines the process in a three

stage configuration that emphasizes a particular stage of Koberg and Bagnall’s (1972)
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theory, namely ideation, and give it more credence. For this research involving up-
cycling the ideation stage could be particularly complex. Integrating sustainability
ideals into the creative process compounds the ideation stage to incorporate
sustainable strategies with product development. For this reason it would be
imperative to analyze simplification of the creative process in order to develop a
template that illustrates an overview of the seven stages that would serve to be more
manageable in carrying out the creative process.

For Fiore et al. (1996) there is a definitive general pattern that emerges when
examining the creative process: 1) defining the problem and analyzing information; 2)
synthesizing information and generating ideas and; and 3) evaluating and formulating
ideas. If Koberg and Bagnall’s (1972) seven stages were applied to a three stage
process it would be 1) acceptance, analysis and definition; 2) Ideation; and 3)
selection, implementation and evaluation. Subsequently, a three phase process would
give the ideation stage more emphasis in the creative process than a seven stage
process.

This general pattern of a three stage process works for LaBat and Sokolowski
(1999) also. They examine a three stage creative process structure in the fields of
architecture, environmental design, and engineering and distill the process into stages
to be used in an apparel design problem. Problem definition and research; creative
exploration, design refinement, and prototype development; and finally an
implementing and development application phase are outlined. Tassoul and Buijs
(2007) illustrate that this process is a triangular sequence of creative problems solving:
1) problem identification, analysis, and problem statement, 2) idea generation and

selection, and 3) concept development and implementation. Archer (1984) examines a
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three stage process from the viewpoint of the mental processes that occur during
design. Here, it starts with an analytical stage that encompasses observation,
measurement, and deductive reasoning. In the creative stage which follows,
evaluation, judgment, deductive reasoning, and decisions play important roles. Finally
an executive process allows for action of translation and transmission of the final idea
into production.

Jones (1970) in his comprehensive work on the creative process uses the terms
analysis, synthesis, and evaluation to categorize each stage in the process. Breaking
the problem into pieces, putting together in a new way, and evaluating the significance
of the ideas are the modes of working for his three stages. For him, this way of
working gets translated into more cohesive paradigm that encompasses both action
and the accompanying thought process: divergence and convergence.

Divergence and convergence ideals are discussed at length in not only Jones’
work but others that followed. Osborn (1993) outlines creative problem solving and
the design process into four multiple steps that ultimately lead to divergent and
convergent activities. Defining problems and generating ideas, the first two, represent
divergent activities and thought processes that allow for alternative solution to be
generated. Transforming ideas and action plans, Osborn’s’ (1993) third and fourth
steps are convergent activities that screen, select, and evaluate alternatives. As
Jaarsveld and van Leeuwen (2005) determine, divergent activities are seen most
frequently in the first part of the process while convergent activities are performed in
the second part; both are needed for the creative process to become integrated and
successful. For Jaarsveld, Lachmann, and van Leeuwen (2012) these activities must

be complimentary and mutually supportive.
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Tassoul and Buijs (2007) represent these as a potential “creative diamond” (p.
17). In this schematic the divergent activities and thoughts are represented by the top
of the diamond, while convergent activities are at the bottom and thus the diamond

would be represented as seen in Figure 2.1.

Divergence

Convergence

Figure 2.1 The creative diamond (Adapted from Tassoul and Buijs, (2007)

Jones (1970), who wrote of divergent and convergent paradigms early on in the
study of the creative process, sees divergence as the pre-design phase that extends the
boundaries out in a design situation, expanding so as if to have enough space in order
to seek a solution. In relating divergent activities to Koberg and Bagnall’s (1972)

Universal Traveler steps, divergent activities are represented by acceptance, analysis,

and definition. Dissolution of existing ideas (Tassoul & Buijs, 2007), creative
exploration, and examining both short and long terms solutions (LaBat & Sokolowski,
1999) are activities that are hallmarks in this stage. For Tassoul and Buijs (2007) the

aim is to open up to new inspirations and insights while Jones (1970) explores this
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stage as a de-structuring or destroying of an original problem while permitting a
degree of change that will lead to a feasible solution. For Jones (1970) the objective
for the design solution needs to be unstable and tentative, boundaries need to be
undefined and the designer needs to rid oneself of any preconceived notions of what
the potential solutions are to the problem. This requires both rational and intuitive
actions and thoughts (Jones, 1970). The main error at this stage is to ask the wrong
questions (Jones, 1970). For Jaarsveld and van Leeuwen (2005) this process of
divergent activities may continue throughout all stages of the design process, while
LaBat and Sokolowski (1999) discussed some limitations, notably time and money,
both of which need to be balanced in order to proceed in the divergent stage.

The divergent and convergent stages of the design process outlined here
represent well an overview of the sustainable design processes that will need to occur
in order to address the issues that sustainability brings in design. Research, analysis,
strategies to define sustainability, and creative exploration of potential solutions are
assembled in the divergent stage while assessing the success of the ability of the
product to relate to sustainability is contained in the convergent stage.

In reviewing his research on divergent and convergent activities in the creative
process Jones (1970) recognized that there was an important middle step in which
decisions and judgments were made, he labeled this “Transformation”. This step is
discussed at length with Tassoul and Buijs (2007), and they name it “clustering”. This
vital step to the creative process is just represented by a single stage in Koberg and
Bagnall’s (1972) creative process, ideation.

For Jones (1970), transformation is a period of creativity, insight, fun, inspired

guesswork, and prototyping. The main goal is to force the results of divergence into a
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pattern that is precise enough to permit convergence to a single design solution
utilizing judgment of values and technicalities that encompass the economic and
operational realties of the problem. This process is not guided by constraints but rather
association, where ides are forged into an appropriate solution (Jaarsveld, et al., 2012).
Tassoul and Buijs (2007) view this associative process in the transition stage as being
able to bind ideas by functionality, values, and importance or to “ start making sense”
of the problem (p. 17). They offer insight in how to proceed by grouping associations
or “clustering”. Distinct characteristics can be found in solutions and they group them
into four main themes. Object, or the categorization of ideas by looking for similarity
in solutions and Morphological, the finding of sub-solutions that can be combined into
concepts, are the first two ways to connect ideas towards a potential single solution.
The third and fourth categories are Functional, the grouping of ideas according to
similarity of function and Gestalt, a synthesis approach that is geared for more artistic
sensibilities.

Tassoul and Buijs’s (2007) basic contention is that between divergence and
convergence there is an interim process, also reflected in Jones (1970) transitional
stage, which requires values, intuition, and expertise in order to make connections and
enrich ideas towards further development. Jones (1970) views this step as opening up
the solution to a designer’s personal imprint. As vital to the process as divergence or
convergence, both Tassoul and Buijs( 2007) and Jones (1970) conclude that this
middle step must be given more importance. Thus, the creative diamond that Tassoul
and Buijs (2007) propose must be reconfigured to include this middle stage (see

Figure 2.2).
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Divergence

Transition Clustering

Convergence

Figure 2.2 The creative diamond with transition component (Adapted
from Tassoul and Buijs, (2007)

The last stage of the three stage process is convergence, the answering of the
question: “Which items come together? (Tassoul & Buijs, 2007 p. 16). Jones (1970)
views this stage as “testing to discover the consequences of putting new arrangements
into practice” (p.63). The important goal is to reduce secondary uncertainty (Jones,
1970), and to bring order to disparate solutions (Tassoul & Buijs, 2007). This is a
production stage where previous ideas, generated in divergent and transition stages,
are pulled together towards final production (Jaarsveld & van Leeuwen, 2005). Some
features may remain, some may be altered by introducing previously explored
elements, but adding quality and building shared understanding are key (Jaarsveld &
van Leeuwen, 2005; Tassoul & Buijs, 2007). This requires persistence and a rigidity

of methods and thoughts, and not the flexibility and uncertainly that are characteristics
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of the previous two stages (Jones, 1970). The clarifying of options must progress both
quickly and cheaply in order to arrive at the goal: one possibility, one solution (Jones,

1970).

2.6 Pathways of the Design Process

The evaluation process ends in measurement of goals met and problems
solved. However the creative process does not end. Evaluation is a step that naturally
leads to a reanalysis of the problem and as one is resolved another may appear
(Koberg & Bagnall, 1972). In looking at the trajectory of the design process several
pathways are illustrated. For Koberg and Bagnall, the design process is depicted as
several succinct paths: linear (to an end point), circular (resolution then beginning
anew), and branching (one step can lead to multiple steps).

Lamb and Kallal’s (1992) Functional, Expressive, Aesthetic (FEA) model is a
circular pattern of constant reevaluation of the three main criteria each with their own
sub-components. For Fiore et al. (1996), the process is identified as a logical linear
pattern with repeating loops from each stage back to all previous stages. For Cho
(2006) and McKelvey and Munslow (2003), the design process model is also linear,
starting with inspiration and ending with implementation. An interesting model comes
from Torrance and Myers (1970) , who view the starting point as a “design mess” (p.
82) that proceeds outward in a spiral pattern of fact, problem, and idea finding; leading
to solution and acceptance; and culminating in a spiral of new challenges. Koberg and
Bagnall (1972) also include a feedback loop pattern in their discussion of the models
of a design process. Here, the constant re-evaluation happens backward at each stage
of the process and the end point is determined by other variables notably, time, energy,

and money. For Jaarsveld and van Leeuwen (2005), this looping back is “composed
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of cycles of focus shifts and continuous thoughts” (p. 96). At this stage the important
practice of re-energizing and re-inspiration occur. Aspelund (2006), discusses this
component as a necessary step that stops the detailed oriented design process from
becoming a chore or from being repetitive. He also implores: “If you’re feeling a bit

fatigued, go back to your sources and crank-up the energy level” (p. 126).
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Chapter 3

THEORECTICAL FRAMEWORK

For this research, utilization of a three stage process in documenting the design
process though a design strategy of up-cycling was united with traditional tools of a
fashion design practice and inspiration from historical dress. The three stages of
divergence, transition, and convergence analyzed earlier formed the basis for a
working template that was utilized in this sustainable fashion research. As the
divergence stage is exemplified by exploration, research, and questioning the term
exploratory stage was chosen to represent the beginning of the creative process.
Historical inspiration was integrated in the exploration stage as an important beginning
step. The transitional stage in the middle was well symbolized by its term and will
retained such for this research. For the convergence stage, the term resolution was
used in order to symbolize the main action of this stage, a finalizing of product and
ideas. Applying the tools of a fashion design practice in each of the three stages,
exploratory, transition, and resolution, the template should inform a sustainable
practice. Based on the literature review, the tools of the fashion practice were
represented in a circular loop pattern. This allows for maximum flexibility for the
iterative design process and negated a hierarchy that would be represented by other
patterns. The action of streamlining the creative design process to incorporate these

tools would allow for thorough documentation of the sustainable design process that
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current research is now only starting to address. The theoretical model representing the

design process is depicted in Figure 3.1.

Sketch
Mood board
protatype

Sketch
Mood board

prototype

Sketch
Moodboard
prototype

Figure 3.1 Working template for research

The first step in any creative endeavor including fashion design is to go out
and take a look at the world and develop ideas and get inspired (Aspelund, 2006). This
stage combines research, creative investigation, and visual inspiration (Seivewright,

2007). Developing a story or fashion statement requires exploration of tangible
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objects, such as material, fabric, trim, etc. and creation of a visual representation of
inspiration, which should be broad ranging and in-depth (Seivewright, 2007,
Vangkilde, 2012). Choosing a theme or concept, which can be abstract, conceptual, or
narrative increases the likelihood of originality and can maintain the harmony and
uniformity of the resulting product or collection (Mete, 2006; Seivewright, 2007).
Primary research for inspiration includes sources as diverse as theater,
architecture, travel, film, technology, natural objects, furniture, and magazines
(McKelvey & Munslow, 2003; Mete, 2006; Vangkilde, 2012). This diverse collection
of sources, usually represented on the mood board, can also include fabric and clipped
images and acts as a springboard for inspiration. For Seivewright (2007), historical
influences and culture can influence contemporary trends in apparel. Designers need
to be aware of the combination of elements of historical costume including fabric,
color, silhouette, and garment construction in order to gain a perspective of the future
based of the knowledge of the past (Gam & Banning, 2012; Mete, 2006. ) Historical
references, along with an examination of the cultural climate that these garment details
arose from provide designers with a chance to broaden design possibilities (Cho,
2009). Analysis of historical garments can define a specific time period but also allow
for contemporary evolution and inspiration in modern dress (Gam & Banning, 2012).
The knowledge and skill accumulated through the years and reflected in historical
dress inspire designers and are relevant as inspirational sources (Jennings, 2011).
Culture plays a role here also. It reflects customs and patterns that are
demonstrated visually in garments that designers can utilize to develop new ideas and
spark imagination and creativity (Gam & Banning, 2012). Cho (2009) sees that dress

can act as a physical representation of a culture and its practices and concludes: “A
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successful apparel design is a reflection of social, economic, political, cultural and
technological contexts where the designer, wearer and spectator live” (p. 502).

The iterative creative process of fashion design requires the acknowledgement
that stages and divisions in the process are not always clear and that dovetailing and
looping back are endemic to the process (Aspelund, 2006). Indeed, Jaarsveld and van
Leeuwen (2005) explain, “We may regard the design process as composed of cycles of
focus shifts and continuous thoughts” (p. 96). The creative solving of the fashion
design problems requires consistent revision and analysis of work done previously. In
the fashion design practice traditional methods of sketching, mood boards, and
prototyping are used to communicate the mental and physical changes that are made at
each stage (Frings, 2005). Using a framework of exploration, transition, and
resolution, each method can be employed in each stage to demonstrate progress and
communicate this process to others. As solutions move forward the tools of sketching,
mood boards, and prototyping dynamically change, become more final and the end
product or solution starts to present itself.

Sketching techniques can be applied at each stage of the process in order to
convey and explore changing ideas and becoming increasingly refined as the process
moves forward. In the exploratory phase the quick sketch is employed as a way to
record information quickly, using a sketchbook that can be both portable and
convenient (Aspelund, 2006; Seivewright, 2007). This basic communication tool can
highlight the mental processing and feedback loop of the designer as ideas are worked
out on paper and serves as a place where information is processed and collated

(Aspelund, 2006; Seivewright, 2007). For McKelvey and Munslow, (2003), this
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design development tool includes basic information of color, silhouette, and
proportion.

As the processing of ideas via sketching evolves in the transition phase,
combinations can be revealed that bring together disparate thoughts some of which
may have appeared on previous sketches (Jaarsveld & van Leeuwen, 2005). In the
exploratory phase, sketches are a generator of ideas, while in the transition and
resolution, cohesion of visual clues form ideals of texture and color are evident
(Aspelund, 2006). Finally, a working sketch is developed to translate, and
communicate the solution, showing details of seam lines, trim fabrication, and
proportion (Frings, 2005).

The mood board is a visual representation of research, analysis, and inspiration
and is well established as part of the repertoire of tools fashion designers use to
communicate (Cassidy, 2011; Vangkilde, 2011). Used to bring together disparate
objects (trim, yarn, buttons, shells, etc.), it allows for a space to arrange visuals, tells a
story, and provides a focal point for the audience and the presenter (Aspelund, 2006;
Cassidy, 2011; Seivewright, 2007). As an exploratory tool, ideas can present
themselves and the decision process is initiated (Aspelund, 2006; Frings, 2005). For
Cassidy (2011), there are two types of mood board; one is used to facilitate creative
thinking and another to communicate ideas to a larger audience. The mood board
should convey particular information on the project being presented and components
of the board change accordingly. Clear concepts, details, and planning concerns that
can include color, materials, and fabric treatments are the trademarks of a mood board
(Aspelund, 2006; Vangkilde, 2011). It also should be effective, demonstrate

innovation and creativity, and convey a sense of fun (Cassidy, 2011). In order to
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construct a mood board the mental processes of intuition, awareness, observation, and
inspiration must be engaged. The hard data such as consumer research and trend
reports, gathered in research are items that need to be included on the board (Cassidy,
2011). The data represented by images, photos, and preliminary sketches come
together in a collage like fashion to illustrate the beginning of a project, act as a master
plan, or finalize concepts, depending on the phase of the project (Cassidy, 2011;
Frings, 2005; Seivewright, 2007). In the exploratory stage, the mood board can act as
a visual field that combines new elements, and allows for juxtaposition of elements to
stimulate creativity (Seivewright, 2007). New combinations can be generated by
mixing old and new elements and potentially unify an underlying theme (Jaarsveld &
van Leeuwen, 2005; Seivewright, 2007).

Refinement, usually occurring in the transition stage, can incorporate any
intermediate sketches developed simultaneously with the mood board to further
explore ideas (Seivewright, 2007). In the resolution phase, the mood board’s
communication prowess is seen. Using the mood board to translate ideas, final
products, and processes, it is presented as a complete product (Frings, 2005). Used for
presentation to clients, companies and collaborators, the final mood board
demonstrates the creative process and communicates the design vision.

The third tool that fashion designers use is prototyping or modeling, and “...is
a method that coveys the effect and intent of a design, its meaning is shaped by the
methods and materials used” (Aspelund, 2006, p. 113). This process takes the two
dimensional idea and translates it into three dimensions; exploring and experimenting
during the process (McKelvey & Munslow, 2003; Seivewright, 2007). In fashion these

experiments are seen in quick modeling such as fabric treatments; or in complete
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thought processes such as a toile (a rough prototype made in inexpensive cotton)
(Aspelund, 2006; McKelvey & Munslow, 2003). The methods used to arrive at a toile
vary and may include flat pattern making or the draping procedure depending on the
practice. The evaluation of the experimental design solution is prevalent throughout
the process (McKelvey & Munslow, 2003; Seivewright, 2007).

The stages of the theoretical framework, exploration, transition, and resolution
can be seen in the sample making products produced at each phase. In the exploration
stage, the initial samples may be only fabric treatments, seam finishes or trim
applications (McKelvey & Munslow, 2003). First patterns or sample garments are
initiated in the transition stage of the design process, after initial ideas and solutions
have been decided (Frings, 2005). As the resolution stage moves forward, prototyped
garments are refined, tested, and evaluated before production (Aspelund, 2006;
Vangkilde, 2011).

All three tools that fashion designers use to explore, experiment and refine
ideas can be employed in each stage of the theoretical framework, generating
successive finished products and documenting idea progression and problem solving.
Therefore, as Figure 3.1 shows, the theoretical framework of exploration, transition,
and resolution of the design process employs the “package” of the fashion tools of
sketching, mood board, and sample making in order to document and finalize the

garment or design.
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3.1 Exploratory, Transition, and Resolution Phases and the Sustainable Design
Process

For the sustainable designer that works with up-cycling as a design strategy,
the design process may be heavily focused in the exploratory phase. Issues of material
options and the complexities of sourcing usually relegated to the transition stage in
traditional fashion practices, are likely to be complicated by the decision to use waste
material for creative purposes and sustainable manifestations. Designers have to be
creative and reactive to each individual garment or hunt to find the appropriate
material (Hethorn, 2008). This requires a reflection on the designers’ part, in the
deconstruction and reconstruction methods that will allow for garments to be changed
from planned obsolescence to longevity (Schwartz & Laky, 2008). These
sustainability challenges remain throughout the three stage process but the emphasis of
the work an up-cycled designer must follow could complicate the first stage.

Once material selection and sourcing have been completed, prototyping via
deconstruction and analysis of garment components can occur. This is still part of the
exploratory stage as garments can rapidly change based on best use practices as Young
et al.( 2005) found when deconstructing garments and utilizing only the shape and
amount of material found in the original components. Constant evaluation is essential
throughout the process documenting style changes and ideas as they present
themselves.

Utilization of the tools of sketching, mood board, and prototyping, for the up-
cycled designer, might change somewhat from traditional fashion design methods.
Sketching is used traditionally for inspiration and documenting ideas. However with
an up-cycled process, sketches might become a recording device used to illustrate

component parts, production values, and ideas that evolve from the beginning
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prototyping or as Young et al. (2005) describe, playing with garments on a dress form.
The mood board, while still conveying a message of direction, style, and color, could
contain images of garments that have been sourced and introduce potential new uses.
And prototyping, usually regulated to the resolution stage traditionally, could happen
at any time due to the de-constructivist nature of up-cycling. Young et al. (2005),
describing an un-designed project, utilized photos in the development stage in order to
document the process and to analyze the end product. What keeps the creative process
moving forward in up-cycling as a sustainable design strategy is the documentation
and evaluation in all stages (Young, et al., 2005).

The theoretical framework developed here was used as a guide to develop a
systematic process for design, specifically for fashion design. In each phase the
concerns and inherent problems were addressed and the circular pattern in each phase

was tested for viability from a creative process standpoint.

41



Chapter 4

METHODS

This research aimed to assess the creative process of fashion design for
applicability to sustainable design when utilizing the strategy of up-cycling. By
utilizing the working template developed, three phases of the creative process were
followed: exploratory, transition, and resolution. The tools of the fashion design
practice sketching, mood board, and prototyping were actively implemented in each
stage to document the process (see Figure 3.1 p. 34). In order to test the template the
process was completed once and the results were analyzed and the template was
restructured to accommodate any necessary changes to the creative process.

The documentation of the historical nature of creative reuse of garments from
the 1920s and 1940s was initiated by researching the solutions found in those decades.
By obtaining the popular journals of those times, namely Ladies Home Journal and
Good Housekeeping, an analysis of the contents and features containing techniques for
remaking garments followed. Reviewing the techniques required that the text was read
and the sketches that accompanied them needed to be viewed and understood. Often
the sketches had more information in the way of stages of dressmaking construction or
dismantling of the garments. In these cases the documentation required a small amount
of previous knowledge to understand what was required for the techniques. There
were very few techniques that were omitted, unless the technique required a vast
amount of dressmaking skills, remaking a suit into a dress coat for example. This was

not an exhaustive content analysis of all solutions found in those decades rather a
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compilation of techniques and ideas that were presented to the readers of these fashion
journals. This inspired a small collection of contemporary garments that reflected the
historical methods. One technique from each decade was chosen to follow, document,
and inspire the new up-cycled garments. For this research and the development of the
up-cycled collection, one idea and technique for each decade was explored resulting in
a minimum of two finished garments. This process resulted in a case study type of
format, with two case studies. The first application of the chosen technique of reuse of
garments and the use of the working template will be discussed here for clarification.

In the exploration stage, research on creative reuse of clothing started the
process. Examining the popular magazines of the times the images were compiled and
coalesced into a beginning mood board. A reflective journal for the case study was
kept in order to document thoughts and ideas that supported the creative and thought
process that occurred during the exploratory stage. As a potential viable result
revealed itself, a sketch was drawn to illustrate the chosen technique. New garment
sketches that reflected that technique included color, form, and proportion ideals.

An important second step in the exploratory stage was to begin sourcing and
acquiring the needed garments. In up-cycling, the deconstruction of garments and
compiling of proper components to use in the “new” garment was explored here also.
Proper documentation of decisions went into the reflective journal to illustrate the
renewed inspirations and the surplus garment components that were chosen to work
with. As the creative decision making processes moved forward, any changes that
were being made were highlighted, and notes were taken as to why the changes
occurred. For example, perhaps a convertible collar was not the right component to

use and a peter pan collar was what was needed.
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For up-cycling the iterative process of making of samples started in the
exploratory stage by using the surplus garment parts and draping on a dress form to
assess the viability of the form of the new garment. Documenting this process through
photographs and sketches, each step was placed in the reflective journal.

It should be noted that after the first mood board had been developed, changes
were not documented there. The mood board’s main function was to inspire and act as
a focus point for the initial idea. Changing this particular tool during the process
would have caused the designer to lose concentration and purpose.

The transition stage had the same iterative process that occurred in the
exploratory phase, and involved using the fashion design tools of sketching and
making of samples and documenting the changes and results in the reflective journal.
In this stage, the prototyping process was presented by what Young et al. (2005)
discussed in their project as playing on the mannequin and seeing what works and
what does not. The transition stages goal was to make decisions and the result is that
the garment design needed to be established and finial decisions made to work towards
the “new “garment. With each reuse technique chosen, the process above occurred, so
that each idea and inspiration acted as an individual case study and documentation of
sketches and the mood board for each resulted, along with a completed reflective

journal.

4.1 Use of a Checklist
For this research on the creative process and the use of a reflective journal to
document it, the question became: What method would be used to guide data

collection and accurately gauge the success or failure of the process? This can lead to
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a subjective course relying on individual's sensibilities. However, guidelines can be
developed in order to circumvent failure an increase the likelihood of success.

One such guideline developed by Gawande (2010); involves the use of a
checklist. In his process a checklist is developed to be used by those proficient in a
particular process. In his book “The Checklist Manifesto”, Gawande (2010) writes on
the use of a checklist by aviation, construction, and his own for the World Health
Organization.

His paradigm is that the checklist acts as a stop mechanism to reflect on the
process and gauge the whole picture as a process moves forward. Allowing for pause
points that are natural breaks, each checklist is designed so that the actions performed
in each phase can be re-examined before moving forward. These practical and
efficient checklists are also utilized to provide reminders of critical steps that are not
to be missed (Gawande, 2010).

The use of a checklist as ascribed by Gawande provided an excellent means of
guiding the data collection and to assist in the recording of data in the reflective
journal. At each phase, exploratory, transitional, and resolution a checklist was
developed that highlighted important questions, actions, and results. For the
development of a checklist in this research, it was imperative to draw on scholars the
literature review that discussed relevant issues in each phase and dissect the important
and critical steps in the creative process. The checklist and corresponding
considerations for each of the checklist questions was developed to accurately record
thoughts and problems and to highlight solutions as they presented themselves. The
reflective journal was kept in order to provide that documentation at each stage, to

answer checklist questions, and to document any changes to the creative process.
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Throughout the phases, three distinct issues were reflected on in consideration
of the checklist questions: Design, Sustainability, and Production. Each consideration
was broken down to determine viability, process, and changes that could be made in
order to solve problems that occurred (see Appendix A, p. 123).

The use of the checklist can both complicate the working template and help it.
As each phase moved forward the checking mechanism that stopped the process and
revisited the important issues brought about quicker and more efficient changes,
streamlining the process. The process of using the checklist and corresponding
considerations, while appearing cumbersome, actually clarified some issues and
highlighted steps that might have been overlooked during the creative process.

The research questions were addressed in order to ascertain if outcomes of the
research (the up-cycled garments) had addressed the questions posed. First; How are
the historical solutions of reuse of garments applicable to an up-cycled fashion
collection? By integrating historical solutions that consumers utilized into an up-
cycled collection the designer can document whether techniques are still viable in a
sustainable practice. If for instance, in deconstructing a jacket the tailoring is found to
be impossible to replicate into a new garment, this would demonstrate an un-workable
solution. Another instance could be that historically, perhaps two shirtwaist dresses
were used in order to merge into one, but in sourcing the garments to be up-cycled,
there are no shirtwaist dresses available. The myriad of solutions to research and
garments and ideas to up-cycle are impossible to conceptualize here; it is only during
the process that this particular question can be resolved.

The second research question to address was: Will working through the

sustainable design strategy of up-cycling change the design process? The first case
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study the reflective journal contained the documentation of the creative process of up-
cycling and use of the checklist to reassess the process at each phase was paramount to
answer this question. The criterion for that assessment was whether the steps taken in
the up-cycled practice, mood board, sourcing for garments, then sketching and
prototyping created a methodical course for practice.

The steps in the theoretical framework reflected a traditional fashion practice,
and it was an important research start. However, it was anticipated that the order for
working might change, based on the researchers’ previous attempts at up-cycling
garments, which started with the sourcing of garments first. By reexamining the
thoughts and ideas in the reflective journal from the first case study it was determined
if changes needed to be made to the creative process and to the checklist before
starting the second case study, a technique of reuse of clothing inspired by the articles
in women’s journals from1940s. It was anticipated that as the collection moved
forward, the careful notations of the process would transform the checklist into a one
that was concise and functioned for the process of up-cycling and addresses start to the
research question on the creative process.

It is important to note here about that the researchers’ background in design
and its process affected the overall result of the research and data collection. The
researcher was trained with a classic sketch background, meaning that the sketch is
utilized as a form of discovery, creativity, and for advance troubleshooting. The
researcher thinks out most of the designs on paper, leaving only small issues and
surprises to be worked out in the design studio. Most of the problems that surface
during any part of the creative process are dressmaker details or pattern issues that are

easily and speedily solved.
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Chapter 5

FIRST DATA COLLECTION

5.1 Exploratory Phase

In the exploration phase the beginning research included a myriad of steps,
researching a historical technique from the 1920s, deciding which one to use, defining
the sustainable strategy, and using the fashion techniques of the mood board,
sketching, and prototyping. The research process started, by conducting a
convenience sampling of techniques of up-cycling that were found in women’s
magazines from the 1920s. Here, the women readers and home seamstresses were
instructed to practice reworking, re-making, and remodeling (all terms that were used
in the 1920s) to make garments that were either unavailable to them or too costly. For
this research, the contemporary term up-cycling has been used to describe this process
as the historical reworking techniques have taken on another component, one of
sustainability.

The techniques that were documented in the magazines were ample and the
research complied on the techniques was extensive but not exhaustive. Some of the
up-cycling techniques found utilized garments that would be hard to source in current
markets (i.e. a cape) and those techniques were not documented in the research. Other
techniques were found to be repetitive across the decade, for instance using another
garment for decorative ruffles or flounces; in this case, one of the techniques was

documented. The up-cycle technique was analyzed by reading the accompanying text,
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which often was scant and following the illustrations that accompanied the text. A
description of the process was documented with the surplus garments used and then a
somewhat contemporary sketch was drawn. Each technique was kept on a single page
in the reflective journal, sometimes with variations on the technique that were also
featured. The historical review yielded 40 different techniques of reworking,
remodeling, or remaking. Some of the techniques found in the research were very
interesting, for example, creating a new top from cutting equal width strips from an
old dress and piecing together in a crosswise fashion, adding wide soutache braiding
to an old suit to form a striped coat and completely integrating two dresses in a color

blocked fashion utilizing the best parts of both dresses (see Figure 5.1).
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R

Figure 5.1 Remodel techniques from the 1920s-journal sketch

The reflective journal also documented extraneous information from other

sources that was found to be inspirational or noteworthy. This quote for example, was

one of four:
“All these little remodeling tricks are only economy when your
material is really worth wearing some more. If it was inexpensive to

start with or badly worn, it is of no economy to make over” (Butterick,

1930, p. 157).

After the historical review of the techniques was complete, the creative process

in the exploration stage started. From the checklist/considerations developed in the
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methods, the first step was to define the design problem and identify an up-cycling

technique to use. The techniques documented in the reflective journal were reviewed.

Narrowing down a technique to use in the design studio came down to several factors

to consider:

1.

Which technique could be easily replicated with a minimum of tailoring
and dressmaking details? The research factor was considered because the
research focus was on the design process and not an exploration of the
sewing techniques required to produce a garment. Consequently, it was
important to choose a technique that prevented the studio workings from
getting mired in dressmaking details.

Which technique had design problems that would make things interesting
but not too elaborate to slow down the process? Here, it was a question of
balance. The technique chosen should have some complications to test the
process and require a thorough review but not be so difficult that it could
potentially lead to failure of the final garment.

Which up-cycling technique can transcend the 1920s, and have
contemporary implications and aesthetics? This is a subjective decision

that was based on personal design aesthetics and choice.

In reviewing the research on the 1920s an exciting idea/technique presented

itself: taking a shirt and skirt to combine them to make a dress, which was easy to

construct and would require a minimum of tailoring to up-cycle (see figure 5.2). The

potential design complications surfaced in the form of a classic design problem: one of

proportion. The dress could look dowdy or uninteresting if the proportion was off.

Yet, if the right garments could be sourced, it could look contemporary. One other
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idea from the research was irresistible to try and incorporate: embroidering with hooks
and eyes. The technique was novel and not available in the contemporary market; the

decision was made to bring it in as a design detail.

Figure 5.2 Chosen technique — journal sketch
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After choosing the historical technique to use for inspiration, the circular
pattern of sketching, mood board, and prototyping began. The
checklist/considerations, created to document the design process listed sketching, as
the first action to start with. This did cause some problems right from the start. It was
important to have a frame of reference before sketching. Inspiration examples
including color, proportion, and style are contained in a mood board and it would
serve as inspiration to frame the new sketches and define some boundaries to work
from. In order to start the process the mood board development had to happen first.
From this beginning standpoint, the circular use of the fashion tools as outlined in the
theoretical framework became suspect.

The mood board was developed by utilizing and gathering tear sheets from
magazines and book pages. For this part, Paris Vogue Automne-Hiver 2014 was
predominantly used as it contained parts of every collection of clothing and
accessories- for the fall-winter season from Paris, Milan, London, and New York. The
mood board was then augmented with inspiration from other sources, notably furniture
designs (Charlotte Perriand), art (Chuck Close, Picasso and Francis Bacon), interiors
from New York Times magazine (Phoebe Philo’s desk assemblage), and Moroccan
tile patterns. This represented the checklist/consideration of gathering disparate ideas
that could come together to inspire and focus the creative process. The primary object
was to represent proportion ideals, color, and potential silhouettes as a take off point

for sketching (see figure 5.3).
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Figure 5.3 Mood board —first data collection

The next step in the exploratory phase was to start sketching ideas based off of
the mood board that had been developed. Again it was found that sketching was
coming too early in the process as outlined in the checklist/considerations. Primary to
being able to sketch out garment ideas is the ability to know in advance whether
particular ideas for the garment are feasible. As Aspelund (2006) and Vangkilde
(2011) maintain, clear concepts, details, and planning concerns such as color,
materials, and fabric treatments are the trademarks of a mood board. In the
exploration stage, the initial samples may be only fabric treatments, seam finishes, or
trim applications (McKelvey & Munslow, 2003). This would include dressmaker

details such as seaming or tailoring techniques that are integral to the design or
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perhaps embroidery ideas, such as the planned hook and eye detail. Therefore, it was
imperative to work up some embroidery samples to ascertain feasibility before
sketching began. What would be the point of sketching out a garment if the parts of it
are not feasible or are unattractive?

This phase of making of samples became a pivotal point in the design process
as the embroidering of hooks and eyes as an embellishment was not found to be
successful (aesthetically, it was not pleasing) (see figure 5.4). Utilizing hooks and
eyes as a method of joining the two garments together, however, was successful. Not
only was the use of hooks and eyes a decorative element that replicated the hem
stitching or faggoting of the 1920s, it also solved the major design problem of how to

join two disparate garments together (see Figure 5.5).

Figure 5.4 Hook and eye embroidery- studio picture
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Figure 5.5 Joining two pieces of fabric - studio picture

Even before sketching, another decision would need to be made. Far down in
the checklist/considerations is a choice of which season to sketch and work with:
Spring/Summer or Fall/Winter? This would ideally be represented in the mood board
also and would certainly influence the sourcing of garments. This decision was made
at this point in order to move forward. The choice was to work with spring/summer as
a season to sketch so that cottons and linens which were in season could potentially be
sourced.

Additionally, central to the checklist/ considerations of sustainability and
production in the exploratory phase is the ability to source correct garments from the
surplus market. This problem would be confronted often in an up-cycle design
practice. As the technique of using a shirt and a skirt to make a dress was the up-cycle

technique that was explored, it made sense that sourcing of the garments needed to
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occur earlier, even if only to assess whether the appropriate garments could be had in
the surplus market. Another concern that was noted at this point in the process was
that the mood board reflected a particular color range. In sourcing the colors of the
garments to be used, this became a real problem; the color range on the mood board
was largely unavailable and the resulting time and energy to locate the correct color
would be considerable. This brought to question the viability of making color
projections on the mood board before sourcing.

In the exploratory phase the myriad of problems that presented themselves
rather rapidly required an in-depth reflection of the process. The issues observed were
that the checklist/considerations were out of order and/or, not applicable to the process
that was developing in the studio. Furthermore, some considerations such as the
sourcing of garments before a seasonal choice could not be addressed until more
design and creative problem solving could occur. In this regard a more linear practice
was developing. It was clear that particular problems needed to be either explored or
decided on before continuing to a next step. For instance addressing considerations
concerning the final design’s potential retail market or production issues in the
exploratory phase would be useless as there had yet to be a developed garment or
complete idea. There is one decision that had been made previously that did address
marketability and that was the use of the hook and eye detail as a method of joining
two garments. As the contemporary market had been viewed during the mood board
development, the idea of using that detail registered as a novel approach, potentially
expanding marketability.

As the creative up-cycled process continued, garments were sourced that

reflected seasonality and in some respect color decisions that had already been
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addressed. This process included shopping surplus stores (for example Goodwill or
Salvation Army) and locally five were able to be shopped. Additionally, one store out
of state was visited as it is known for high quality and low-priced garments. Choosing
garments that were in good condition, meaning that holes, stains, and wear needed to
be taken into account, was a time consuming process and garments were disregarded if
they could not be reconfigured around any quality issues.

Care was taken to create the correct atmosphere for sketching as the
checklist/considerations required that the sketching reflect a certain amount of
flexibility, freedom, and mind expansiveness. Sketching was done in a loose technique
called a croquis which involves a rapid development of ideas on paper with a quick
fashion figure and relaxed technical notations. Sketching was done in a private garden,
in an airport waiting area (good people watching), and on a beach (mind
expansiveness). The figures and ideas developed quickly and the focus was on
exploring the proportional problems that could occur, mentioned earlier as paramount
problem with this particular technique. Color use, usually represented early on in the
sketching technique, was diverted to later in the process as the ideas and proportional
issues were of more concern. Although color could have some demonstrative effect on
the proportion, especially since the garments were essentially color blocked, care was
taken to represent differing color and proportion ideas as the croquis stage was being
completed.

A big question that next comes into play was: When is the process of sketching
finished? Admittedly, the technique and the up-cycled design problem had enough
proportional and color combinations that the process of sketching at this phase could

have gone on for some time. For this process the decision to end had three factors:
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1. Were there enough represented ideas to work with? In this case, there
were 50-60 garment sketches with accessory ideas and of them, 10-12
were considered worthy of further review.

2. Had the “fun” phase of sketching become of a rote exercise? Early on
in sketching, the exploration of all of the possibilities was playful and
full of energy. As the sketching wore on it became a mind exercise;
coming back to the sketches to “finish” became a chore to be
completed.

3. For this designer/researcher: Had ennui set in? Not that boredom
actually occurred but the thought that it was now time to move to the

next phase had occurred.

5.2 The Transition Phase

Defined in the checklist/considerations the transition phase is a coalescence of
ideas and a determination towards finalizing a design choice. In this phase the
important action is to ascertain feasibility and find out what works, what does not, and
to make a final decision, utilizing the same fashion techniques as before: sketching,
mood board and prototyping.

As sketching was an action that was listed in the checklist/consideration in the
exploratory phase, a review of the sketching ideas and solutions could now occur in
order to enter the transition phase. What actually happened is that coalescence of ideas
and feasibility had already occurred and the decisions were represented in the

sketches. There were illustrations of what was working; the 10-12 garments that had
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already been chosen; what was not working (the 30 or so other sketches), and what

was not relevant to the process (the hats, shoes and accessories). In this manner, the

sketching technique and the exploration of possible solutions had already addressed

activities in the exploratory phase that was theoretically not occurring until the

transition phase. There was no longer a need to sketch, making of samples for some

dressmaker details had occurred, and the mood board had not changed except for the

addition of completed embroidery samples. Therefore the transition phase now

required only the decision on which garments to prototype to completion and to

actually make them. The success or failure of the garment sketches was determined by

several factors:

1.
2.

Which garments represented well the up-cycle technique chosen?

Which had contemporary aesthetics so the prototype would not look dated?
Which sketches could utilize the surplus garments already sourced? This
consideration could go both ways; could sketches been developed with the
surplus garments already sourced in mind? (a sustainability consideration)
Which garments could be prototyped to completion with a minimum of
tailoring techniques and dressmaker details? (a production consideration)
Which proportional ideas were determined to be successful aesthetically?

And finally which ones were the most liked? Meaning: interesting and exciting

from a personal perspective.

These criteria were a combination of several sources. The first four are

concerns that were included in the checklist/considerations. Proportional ideals and the

personal perspective of interest and excitement (5 and 6) were subjective
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considerations. These factors and the resultant choice were learned attributes, coming
from watching top designers critique and deliberate over sketches done by assistants
or interns. In this case, the designer’s knowledge and critical eye was demonstrative in
selecting good garment sketches with ideal proportion and color.

A decision was made that four garments would be prototyped to completion,
but in actuality three were made. (Figures 5.6, 5.7, 5.8) For the fourth design, (Figure
5.9) a long woven skirt in lightweight cotton was needed and the correct one could not

be sourced without maximum effort.

Figure 5.6 First garment Prototype- studio picture
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Figure 5.7 Second garment Prototype — studio picture
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Figure 5.8 Third garment prototype- studio picture
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Figure 5.9 Garment not prototyped- journal sketch

The prototyping stage outlined in the checklist /considerations was to be
exploration of the creative possibilities in the design technique chosen. The reality was
that since the options were explored in sketch form e.g., sleeves, no sleeves, different
sleeve style, prototyping now involved only producing the garment. Two things
happened with prototyping. First there was almost no waste - only parts of the

garments not used were left such as cuffs, collar or left over parts of sleeves. Second,
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addressing both the sustainable and production considerations in the transition phase
was much more accurate due to the fact that the garment was largely complete, with
the exception of small dressmaker details, such as facings, that needed to be added or
changed.

The sustainability and production considerations were reviewed in the
transition phase after prototyping the three garments. For sustainability, waste, energy
usage, extra material use, and sourcing were deliberated. As the prototyping process
was the same for all three garments the answers to the considerations were similar. All
prototypes generated little solid waste and the energy use of lights, machinery, and
irons seemed comparable to conventional studio workings. Extra material usage was
limited to normal studio holdings, e.g., bias taping and thread, and the only
extraordinary usage was the new hooks and eyes. Deliberations of using surplus hooks
and eyes was quickly dismissed as removing them from garments would be time
consuming and the ability to find the multitudes that were needed, all similar, would
be equally time consuming.

For production considerations, all the garments prototyped were similar. Skill
level to produce the garment was for the most part modest and as the process
generated little left over garment components, using them to produce another item and
decrease cost, was not possible. Cost of materials was very little; garments sourced
ranged between $1.00 and $3.00 and the use of two garments for produce one, netted a
raw material cost between $6.00 and $9.00, adding in the new hooks and eyes. The
major cost was labor but accurately assessing this during prototyping was difficult due
to the one-off nature of the garments. Any potential retail costing would have to be

determined by a market study as garments such as these are in short supply in the
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market and the production costs of time and material would need to be quantified
accurately. These questions outlined in the checklist/considerations concerning the
viability and success in sustainability and production were issues to be addressed

before the resolution phase which assesses the success or failure of the garments.

5.3 The Resolution Phase

During the resolution phase in the checklist/considerations the final decisions
on the design were to be made and the final garments were to be completed and
assessed. This phase took on a different perspective owning to the fact that earlier
steps had resulted in a garment that was now close to complete.

The resolution phase was now characterized by examination of the final
designs (garments) and assessing their viability through the three main considerations:
Design, Sustainability, and Production. As three garments were made to a prototype
completion stage (meaning that they only had minor dressmaker adjustments to be a
complete garment) the evaluation was an assessment of the three garments.
Considerations in design comprised of quality, aesthetics, and garment construction
details. Quality issues and garment construction details focus primarily on the
completed garments appearance and its comparison to a Do-It Yourself design. The
main concern was that the garment should have conventional fashion standards such
as straight and finished seaming or appropriate hemming. Aesthetics was probably
the most subjective of assessments, as it certainly was a personal perspective. Some
problems were encountered. For one garment, the juxtaposition of a sporty style shirt
and a feminine lacy skirt was jarring and not all that successful. For another, the
design utilized a skirt as a mid-section which was arranged upside down and

backwards causing the usage of draping skills to get correct. Since color was an issue
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in sourcing the colors of the garments prototyped were close to the mood board but not
exact.

A consideration in design was the review of the design from the perspective of
viability in replicating the garment. Here the studio workings (measurements
concerning deconstructing for example) were documented well, so the process to
replicate the garment could occur. Sizing for a size range was a different problem as
the sizes among surplus garments was variable due to different manufactures
specifications, and as a result so could the sizes of the finished upcycled garments
change. Altering a surplus garment for fit required an assessment of each garment and
its original construction. An example of this was that a man’s shirt was used on one
occasion and that needed darting to flatter a woman’s figure. In order to replicate that,
an identical man’s shirt in an identical size would need to be found to use the exact
measurements of the darting. Another instance in reproduction issues demonstrates
why the process could not be standardized; each surplus garment had to be reviewed
for quality. For example stains, holes, and wear had to be taken into account and
potentially needed to be cut around. The designs on the whole however, looked
contemporary, had good color and proportion balance, and reflected the concepts
depicted in the mood board.

For sustainability considerations, the checklist/considerations require a review
of the design process to ascertain if any changes could occur that would result in more
sustainable solutions. As documented earlier, the process as it developed in the studio
resulted in almost no garment waste, an enviable position in up-cycling design.
Energy usage had two items of interest. The required time and greenhouse energy

expended to source the garments and the energy used to clean them was considerable.
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If this was added to the overall costing in a production capacity, the resulting retail
price could be exorbitant and unsustainable and the garment could be unmarketable.
The second issue was the time factor in securing the hooks and eyes on to the
garments. Again, reviewing the energy usage for the studio time taken for this process
would have also resulted in an extremely high cost garment. In order to address these
sustainable issues and bring energy usage more in line with a “traditionally”
constructed garment made in a localized setting, the design would have to be changed.
One advantage here is that normally the fashion market supports the pricing involved
with one of kind garments which lend themselves to exclusivity and uniqueness.

Other sustainability issues concerning the up-cycle techniques were the
questions of abundance of raw product and whether the resulting product bettered the
originals, an idea expressed by McDonough (2013). The choice of up-cycling shirts
and skirts and the sourcing of them lead to the realization that both were available in
abundance in the surplus market. If men’s shirting could be used, the fabric and
construction was often better than women’s and the shirts were in overall better
condition, decreasing the need to work around any flaws. As for bettering the raw
original products, both the shirts and skirts used were basic fashion items with little
styling. Up-cycling both, by adding the hook and eye detail, then altering them to fit a
women’s figure elevated these fashion basics into a one of a kind, special market
product.

In production the considerations of costing, as mentioned above and potential
to manufacture are essential. The design process would be difficult to standardize
owing to the idiosyncratic nature of the surplus garments and production of multiple

garments at a time would be challenging. For example, when using men’s shirting
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and sourcing the same sizes, differing construction details such as shirt sleeve sizing,
pocket (or no pocket), are found with different manufacturers. These differences
would require that the design studio work to be receptive to the differences and
approach each garment to be used to up-cycle as a new piece. Patterns, traditionally
used in garment construction, were not used in this up-cycle technique. The surplus
garments were kept intact to some degree (collars left on, seams left intact) and
producing any type of pattern was not a consideration as they would be useless. The
resulting skill and creatively required for this up-cycle technique slows down the
production process and changes the dynamic skill set needed for workers, upending
the repetitive steps of traditional garment construction.

Assessment of changes to the design in order to streamline production and
facilitate replication required the delicate balance of changing aesthetics for time and
costing concerns. Using the hooks and eyes for joining the pieces together could be
streamlined to use hook and eye tape (they are studded on to cotton taping) for
example. In this case what would be lost is the look of the eye holes that are there for
attaching the hooks and eyes. The taping might provide a different appearance and the
judgment of a substitution would rest in the designer and the consideration of the
marketplace. Changing the manufacturing process with machinery changes or
differing templates or work flows could only really be assessed during a limited
production run; this was not part of the research so this consideration could not be

addressed.
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Chapter 6

CHANGING THE DESIGN PROCESS

6.1 Reflections on changes to the process

Taking cues from the reflective journal about changes that needed to occur in

both the design process and the reordering of the checklist/considerations was the next

step. Below is a list of notations from the journal that documented some of the

thoughts that occurred while the process was being carried out.

1.
2.

Decision on collection season needs to be made earlier in the process.
Considerations concerning sketching have to be re-ordered and consolidated.
Care will need to be taken to determine which phase sketching should occur in.
The theoretical process had a circular pattern of mood board, sketching, and
prototyping; the reality is the mood board needs to come first.

Making samples of potential details —embroidery, seam finishes essential to the
design, and dressmaker details HAVE to go before sketching to reduce
confusion while sketching. The question becomes: Why draw if you cannot
make it or do not like it?

Sourcing for the up-cycle technique is paramount. Sourcing needs to take place
much earlier in the considerations or samples or prototypes cannot be
developed. As noted in the journal most embroidery samples were done on

scrap.
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6. Color is a sourcing problem and if a color range has been decided on first on
the mood board, ample time and resources must be given to find exact
matches. It should be noted that this would reduce sustainability by expending
valuable resources of time and energy to find the correct surplus garments.

These notations in conjunction with the discussions throughout the documentation of
the first data collection would be the foundation on which changes to make in the

checklist/considerations.

6.2 Changes to the Checklist/considerations

In reassessing the work that transpired in the process of sustainable design
using the strategy of up-cycling, it was evident from the reflective journal (figure 6.1)
that major structural changes were needed in the process. The checklist/considerations
followed the theoretical framework of using the circular pattern of sketching, mood
board, and prototyping in each of the three phases of design problem solving:
exploration, transition, and resolution. The actual working of the up-cycle design
problem underscored that this circular pattern was impractical. Decision making for
this problem evolved into a linear process, meaning that some major decisions that
were initially positioned in the middle of the checklist/considerations needed to occur
much earlier in the process. An example of this was the decision of which fashion
season to work with, spring/summer or fall/winter. Originally this consideration was
located after sketching and while this was artistically and technically feasible
sketching was more accurate when working with a chosen season. In this regard, the
fashion tools of mood board, sketching, and prototyping had to be individually

integrated into the three distinct phases of exploratory, transition, and resolution,
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instead of being used as a “package” in each of the phases. This amounted to a

notable shift from the theoretical framework.
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Figure 6.1 Changes to checklist- journal entry
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Overall the functionality of the checklist/considerations needed reworking and
reordering. Using the reflective journal as a guideline for changes, a pattern emerged.
The decision making process of the design had developed into a linear process and not
a repetitive circular one; reordering of the checklist was a primary concern. The
exploration phase was now oriented to encompass the research of identifying the up-
cycling technique and defining the sustainable strategy (see Appendix B p. 130).
Once these decisions were made the exploration of the fashion tools relevant to this
phase were incorporated. These tools were now used in following order:

1. Mood board and its development of with seasonality concerns and color.

2. Sourcing and the inherent complications of using the surplus market for

goods to up-cycle.

3. Making of samples- the design elements of dressmaker details and
seaming techniques. This technique is now an exploration of what is
possible in the design studio.

Note that these three tools were placed before sketching. It was discovered that
by exploring the design details that might be integral to the overall design, alleviation
any of potential confusion and waywardness of the sketch component could occur.
For example, the usage of the design detail of the hook and eye embroidery originally
was to be used as an embellishment. When it was found to be not aesthetically
pleasing, the technique was tried as a method of joining of the two garments. The
clarification of this design detail would be integral to the new garment to be up-cycled

and therefore an important element to be represented in the sketch.
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Because the exploration phase was loaded with research, choices of sustainable
strategies and the testing of design techniques with the fashion tools that had been
integrated in to the process, a decision was made to shift the fashion tool of sketching
to the transition phase. This would accomplish two functions fundamental to the
transition. It would take all the design ideas and start to coalesce them into the sketch
and any potential problems that arose in exploratory phase would be able to be worked
out during the sketch phase. An example of justifying this change was that early on in
the making of samples, the hook and eye detail became a design solution. In the
reflective journal, a notation had been made that the main problems to a successful
design using hooks and eyes as a method to join garments together would be one of
proportion (Figure 6.2). As this was emphasized in advance, any potential problems

with proportion was thought about and worked out during sketching.

Figure 6.2 Note on proportion — journal entry
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This shift from sketching from the exploration phase to the transition phase
would also accomplish several things. First, when working though a potential issue in
sketch form, fewer resources and time would be used. Pencil and paper are cheap and
ideas can be rapidly represented. In the trajectory of the design development in the
sketch form, the representation of different sleeves for example, would be easy. The
second likely accomplishment would be that when using the sketch technique, a
quantity of garments could be represented in a short time span. For this data collection
the sketching was done in two short sessions about two hours each. It yielded 45
different dresses, 10 drawings of design details and a dozen accessories (hats and
shoes). Using the sketch techniques in the transition phase resulted in more complete
designs and ideas. Problems that normally would be discovered by making different
prototypes were now just in a sketch. Determination of harmony and balance (color
and proportion) were now more successfully communicated and decisions on which
ideas to prototype were made much easier.

With the process of sketching after making of samples, there should be notable
savings with sustainability issues such as time, energy, and resource usage. The
coalescing of ideas and design development into a sketch form rapidly represented the
ideas and streamlined the prototyping phase. It would no longer be necessary to make
abundant prototypes in order to express ideas, saving materials, time, and studio
energy such as lights and sewing machines. Any excess waste could be apportioned
into other design ideas or converted back into the original design, all represented in
sketch form.

The fashion technique of prototyping was moved to follow sketching in the

transition phase so that more complete garments were made after sketching.
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Alterations from the sketches were minimal save for some sourcing issues that arose
and the only details missing that could be made a complete garment were dressmaking
considerations such as zipper or button applications.

Sustainability and production considerations originally to take place in both the
exploration and transition phase were moved to after prototyping in the transition
phase except for sustainable consideration of choice of design strategy and any
potential design problems that might arise from that choice. Here it seemed important
to get the most information for these considerations and that could only be
accomplished when the prototypes were finished.

The resolution phase of the checklist/considerations remained unchanged after
the data collection. Here it was determined that questions regarding the success or
failure of the garments regarding design, sustainability and production were
considerations that needed to be done after prototyping and that this portion of the

checklist/considerations was complete.
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Chapter 7

SECOND DATA COLLECTION

7.1 Exploratory Phase

With the reordering and reworking of the checklist/considerations complete,
the second stage of the research was to test the new checklist/considerations and
determine the viability of the new process and to refine it further if necessary.
Techniques and design inspiration from women’s journals, this time from the 1940s,
were used. As attempt was made to collect data and inspiration from the same
journals; however, that proved difficult. One journal, Good Housekeeping, which had
yielded many techniques for up-cycling from the 1920s, had almost none in the 1940s.
The other, Ladies Home Journal, had more techniques so data were gathered
predominantly from that journal. The task again was to locate the ideas and
techniques, document them in a reflective journal and use the checklist/ considerations
as a working template for the subsequent design process.

Surprisingly, there was a lack of up-cycling techniques featured in these
journals during the 1940s. Whereas the 1920s had a numerous amount of ideas, the
1940s had very few. Most entries were easy and fast techniques for updating the
wardrobe or quick changes to a garment for example, adding new sleeves or making a
faux vest for a new front to a dress (see figure 7.1). Gone was the complete remake of

dresses or the techniques for fusing two garments together to make one new one.
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It was interesting to observe that not only the techniques of up-cycling
differed, so did the focus of the articles and advertising, which reflected the distinct
cultural climates. In the 1920s the advertising and articles featured time-consuming
pursuits, such as making curtains or slipcovers to preparing elaborate dinners for
family and friends. In the 1940s (during the war), features in the journals included,
how to get the most out of your one work suit or how to fix something in the house.
Advertising content contained convenience foods and new products that would shorten
meal preparation. In retrospect, the upcycling techniques mirrored the cultural climate
of those decades.

For this data collection a dozen up-cycling techniques were found in the
journals from the 1940s. As a result, finding a design inspiration to use these
techniques proved challenging. In order to test the up-cycle process with the new
checklist/considerations, a complete garment was to be made in the studio design
process. From this decade, only one technique was a viable option: using scraps of
fabric to make a patchwork, and then design a garment with the fabric that had been
made (see figure 7.2). As with the first data collection a reflective journal was kept to
document the process and to note any changes that would need to be made to the

checklist/considerations.
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Figure 7.1 Technique of small changes from the 1940s —journal sketch
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Figure 7.2 Patchwork idea from the 1940s- journal sketch

The first consideration in the exploration phase was to take into account are
design issues. The historical technique (of using patch work for up-cycling) had been
found and the sustainable design strategy of using historical techniques to facilitate an
up-cycle design process remained unchanged from the first data collection. The design
concept of using patchwork from scrap was an interesting enough challenge and

variations would be able to be found. It was thought that contemporary versions of this
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would be able to be located; which addressed a consideration of using historical
techniques is that the concept might look dated. That was not determined until
research into current fashion collections could occur and the mood board had been
started.

The second consideration to undertake was the development of the mood
board. The use of this fashion technique was to stimulate creativity, focus the process,
and define a season to work with. Decisions on proportion, color, and season were
documented on the board. Using tear sheets from fashion publications that present
current designers work, a surprising number of patchwork techniques using both

cotton and wool were found (see Figure 7.3).

Figure 7.3 Mood board second data collection- studio picture
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At this point a decision was made to continue using men’s shirting as surplus
garment stores for sourcing had been discovered and the technical requirements
(taking apart, working with and around construction details) were already familiar.
Also included on the mood board was architectural elements- mostly modern housing-
which is found to be personally inspiring.

Color, which the first data collection documented as an issue, was kept to blues
and whites and represented on the mood board. The colors selected for the second
data collection offered a stark contrast from a sourcing standpoint. These colors were
found in abundance during the sourcing trips for this data collection.

Sourcing was the next element from the checklist/considerations. As the color
had been determined this step was practically easy and fortuitous. A trip to source
from a favorite surplus store yielded 10 men’s shirts all within the color and fabric
range chosen. What was particularly delightful was that they were all from a very
expensive maker, the fabrics were beautiful, and the shirts were in excellent shape. A
surprising find was also discovered here and contributed greatly to the overall creative
inspiration, an old bed sheet from a well-known Scandinavian company, Marimekko.
The print was a huge floral in the colors of shirting that had already been sourced; it
acted as a beautiful counterpoint to the striping of the shirts and brought in to focus the
creative direction, a very happy accident.

After the sourcing and mood board had been completed the next stage in the
checklist considerations was to start the process of the making of samples in this case
the making and designing of the patchwork. This was the play time in the studio as a
patchwork configuration could take any shape or form. Research into traditional

patchwork examples from quilting books were uninspiring, they could not generate
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that creative spark that was needed to move the creative process forward. Using scrap
shirting, rectangular shapes were cut out, motivated by the shapes of the modernist

housing design on the mood board (see figure 7.4).

Figure 7.4 Mood board modern houses - Studio picture

These pieces were then laid out in various patterns on a cutting board to
determine if there was a pattern to work with. This process although quick to generate
different patterns, also did not result in a patchwork that was pleasing aesthetically,

from a personal design perspective (see figure 7.5).
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Figure 7.5 Patchwork idea - Studio picture

A regrouping of the fabric shapes in a more linear, striped effect was a great
result and it actually solved a larger sewing problem. The ability to take two of the
striped shirts and make a long stripe of patchwork and repeat with two other stripes
solved the problem of sewing the pieces together in a harmonious configuration. The
resulting patchwork reflected the modernist design from the mood board (see figure
7.6). Coordinating that patchwork with the bold floral completed the design inspiration

and the samples were added to the mood board to reflect on in later phases.
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Figure 7.6 Final Patchwork sample- Studio picture

7.2 Transition

The next phase from the checklist/considerations is the fashion technique of
sketching, which starts off the transition phase. The earlier work of patchwork samples
and the addition of the floral Marimekko print made the sketching easy and fun. The
two fabrics coordinated together brought a youthful playfulness to the sketches.
Silhouettes were simple and slightly retro owing much to the inspiration from the
Marimekko print. The sketched garments definitely had a younger appeal, making the
sketching phase enjoyable. The sketch results were similar from the first data

collection, about 40 ensembles, with original hats and shoes. Although not important
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to the process, accessories helped the sketches look complete and kept the mind fresh
and engaged.

The design considerations emphasized the determination of which designs best
reflected the historical research and whether harmony and balance were represented.
Considerations of the inspiration from the mood board also played an important part.
The inspiration of the modernist houses with their regular configuration was
accurately replicated in the patchwork up-cycle design solution and updated the look.
Balance and harmony in the sketching phase was represented by color and proportion
ideals. Here, as the sketches took on a youthful look, proportion ended up slightly
more exaggerated, but was still controlled, meaning the sketches of the garments still

had balance (see Figure 7.7).
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Figure 7.7 Sketch page for patchwork ideas- journal entry

The process of determining which sketches to make the garment prototypes

from, used the same criteria as the first data collection, with the addition of one

concern. Only four shirts that had been sourced and coordinated with the vintage

floral, so the amount of patchwork that could be used was limited. Garments that had

been sketched that used a lot of the patchwork would have to be ignored due to fabric

constraints. Two tops were considered, one which used the vintage floral from

Marimekko in the bodice and one which was completely made from patchwork.

(Figures 7.8, 7.9)
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Figure 7.8 Sketch and garment prototype —journal sketches/studio picture
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Figure 7.9 Sketch and garment prototype —journal sketches/studio picture

Patterns for both designs selected were easily drafted and patchwork fabric was
made with the garment patterns in mind so that exact yardage could be completed
without much excess. The garment construction was uncomplicated as it did not differ

from standard garment construction, making time and effort minimal.
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7.3 Sustainable and Production Considerations

Once the garments were completed the sustainability considerations of waste
and energy were addressed. The patchwork design solution of up-cycling could have
again led to almost no waste. Configuring a more scattershot patchwork would mean
that any size and shape fabric scrap could be used to make the fabric. However, the
design inspiration and solution of patchwork featured a regular, linear pattern. This did
create some waste. Any scrap that did not meet the dimension requirements for the
pattern was waste, as were the collars and cuffs. For both garments that were
produced about 25% of all the shirts were considered waste. An argument could be
made that this waste could be used to make an irregular pattern patchwork and the
collars and cuffs could be made into smaller products bringing waste to negligible
amounts.

Energy issues are also important here. Not only was energy used to make the
patchwork fabric, energy was also consumed in the making of the garments. However,
since the garments chosen were simple shapes and easy to produce, Extra material
usage in the form of the Marimekko sheeting added little to energy use. In fact for the
one garment that used it in the bodice, energy use decreased as not as much patchwork
needed to be made.

The consideration of the changes to the design and being able to take
advantage of the abundance of raw product is an important piece for the design
solution of up-cycling with a patchwork. Since the patchwork could be made in any
design or configuration with any surplus fabric, the options here are unlimited. This
makes the design solution of using patchwork in up-cycling a highly sustainable
choice from a waste perspective. Limitations are found only in any condition issues,

such as holes or staining, with the surplus garments or in issues concerning the
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resultant weight of the patchwork. An example of this would be when using medium
weight wool surplus garments to make patchwork, the resulting fabric would be heavy

and not conducive to making garments.

7.4 Resolution

The resolution phase of the checklist/considerations focus on three aspects of
the process and the produced garments: design, sustainability, and production. As with
the first data collection the resultant garments were nearly complete and responses to
these considerations were more precise.

The design issues in this phase considered the garments in aspects of the
construction details and whether they compare to conventional fashion standards such
as straight and finished seaming or appropriate hemming. Quality issues and aesthetics
focused primarily on the completed garments appearance and its comparison to a Do-
It Yourself design. As discussed in the first data collection, this is mostly subjective.
For these garments, color and proportion principles were met early on the in the
creative process. Color was accurately conveyed in the mood board, shirting was able
to be sourced that reflected the color and the coordination of the shirting with the
vintage floral added a youthful energy to the sketches. The garments that were made
displayed that advance work. Trends in fashion, another consideration, are difficult to
predict, but the presence of recent patchwork designs in the European collections
aligned with the patchwork up-cycle solution. The design did not deviate from the
sketch phase and that was expected as the sketches represented comprehensive design
ideas and nothing needed changing when making the garments.

Sustainability issues in the resolution phase were concerned with determination

of the final garments’ alignment with the design strategy. The up-cycle techniques

91



chosen using scrap fabric for patchwork resulted in garments that did not look dated or
require any advanced tailoring or dressmaking skills, a bonus for a design studio.

Production considerations of the two garments could be accurately assessed
owing to the nearly complete state of the garments. Cost for the raw product from
sourcing was minimal ($5-7) for each garment; relatively the same as the first data
collection. Time and labor concerns would add to the bulk of the cost. The patchwork
was easy to make but time consuming. As the second patchwork was made a
repetitive construction process evolved and the process became quicker.

The ability for the garment to be replicated deviated greatly from the first data
collection. Since the patchwork was made to accommodate the pattern, sizing changes
would be easy. Standardizations of the patchwork production between the two
garments had already been discovered so scaling up to produce more garments was a
possibility, decreasing time and labor. The only aspect that would not change would
be the ability to replicate the garments based on fabrications. This is certainly a
consideration when working with surplus garments and up-cycling them; it is just not
possible to find the same surplus garments in any quantity.

Costing of the garment at retail for a competitive market would still be an
issue, just like the first data collection. The garments would still be considered one-
off’s but the patchwork detail did not lend itself to look like a unique garment. A good
example of this is comparing the patchwork to a Madras fabric. As aesthetically the
two are comparable, consumers might view them from the same perspective which is
unfortunate as Madras is relatively inexpensive.

The garments from the second data collection followed the ideals and

creativity as characterized in the mood board, sourcing, making of samples and
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prototyping. These garments were contemporary and youthful and had good color and
balance. The creative process from the revised checklist/considerations was easy to

follow and accurately aligned with the work in the design studio.
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Chapter 8

DISCUSSIONS AND CONCLUSIONS

8.1 Summary

The focus of this research was the creative process and its applicability when
implementing a sustainable design practice. Analyzing the concept of a creative
process that engages thinking and problem solves, and produces an outcome was
investigated through the lens of the sustainable design strategy of up-cycling. By
aligning sustainable issues with historical cues of the reuse of garments from the
1920s and 1940s, the research outlined a practical creative process utilizing fashion
design tools and defining pathways of the fashion design process. One objective of
the research was to document the historical solutions of re-use of garments and discern
their applicability to a contemporary fashion collection. Addition objective was, to
discover if the sustainable design strategy and practice of up-cycling will change a
fashion design process.

The review of literature covered the sustainability challenges from a design
strategy perspective. Analyzing and defining the creative process and integrating
discussions of sustainable design strategies and the methodologies of a fashion
practice gave a comprehensive view on the current literature.

Sustainable approaches to design require that designers view product
development from a more holistic or inclusive standpoint (Walker, 2006). Three
interrelated paradigms of these sustainable approaches are environmental stewardship,

(Armstrong & LeHew, 2011; Walker, 2006), economic issues, and social equity
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(Walker, 2006). This design responsibility requires decisions on the environmental
and social impacts of products (Armstrong & LeHew, 2011; Boutrup, Leerberg,&
Riisberg, 2010; Charter, 1997), shifting the creative process to include these loftier
goals (Walker, 2006). A fashion conundrum is that newness and innovation of trends
discount sustainability goals in favor of a transient superficiality which can potentially
damage the environment (Ulasewicz, 2008). On the other hand, this newness can
benefit sustainable fashion design as a fresh approach or a way of rethinking design
possibilities (Walker, 2006). For Young et al. (2005) this rethinking of the creative
process implores the documentation of the creative design process and rassessment of
the resultant products so that they are beneficial to the environment. Gwilt and
Rissanen, (2011) discuss that this relative newness causes current fashion designers to
think of sustainable design strategies only as an afterthought and are not integrating
the strategies from the beginning of the design process.

Historical documentation of the creative reuse of garments from the 1920s and
1940s frames the discussion on sustainable design strategies, particularly up-cycling.
Consumers of fashion journals from those decades remade garments out of necessity
demonstrating the qualities of contemporary upcycle designers by reassessing their
garments’ worth (Gwilt & Rissanen, 2011). By producing and making their “new”
garments they confronted the sustainable considerations of textile waste by
acknowledging the value in the garments and honoring the resources that have been
expended during manufacturing (McDonough, 2013).

There is an aura of mysticism and curiosity (Torrance and Myers, 1970) when
framing and defining the creative process. Aspelund (2006) sees it as transference of

energy into an act while Fiore et al., (1996) describe it as an intentional process of
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assimilating ideas and integrating disparate elements. This duality can consist of
having an objective state with facility in a particular area (Fiore et al., 1996) and a
subjective one that incorporates curiosity and awe (Jaarsveld & van Leeuwen, 2005).
The creator and the designer share similar attributes of flexibility and intuition (Fiore
et al., 1996) and can perceive similarities in incongruent features (Koberg & Bagnall,
1972). Designers have a particular quality that embraces their perception and how it
relates to their surrounding environment (Fiore et al., 1996) and exact a personal
definition from it on to a form (Cho, 2009; Koberg & Bagnall, 1972). Designers can
creatively problem solve and can enact plans of action that can lead to a solution
(Aspelund, 2006; Koberg and Bagnall, 1972).

The creative act and the path that designers take to create are as individual as
the designers themselves (Cho, 2009). Scholars have discussed those paths and
Koberg and Bagnall’s Universal Traveler (1972), offered a comprehensive view on the
process and by comparing it with others a clearer picture emerged on the workings of
the creative process. Koberg and Bagnall’s (1972) paradigm is a seven stage process
that initiated by acceptance, that is viewed as a challenge of personal acceptance
(Torrance & Myers, 1970), and a beginning of inspiration (Aspelund, 2006; Cho,
2009), or personally taking responsibility of a design problem (Lamb & Kallal, 1992).
Analysis and the identification of the problem Koberg and Bagnall’s (1972) second
stage, clarifies the design problem while offering a broad opportunity to search for
possibilities of a creative discovery (Aspelund, 2006; Jaarsveld & van Leeuwen,2005).
Although the opportunities may be abundant, in Koberg and Bagnall’s (1972) next
stage of definition, determinations and goals are set in order to exact boundaries for an

idea of functionality and capacity (Cho, 2009).

96



The ideation stage is set squarely in the middle of Koberg and Bagnall’s
Universal Traveler (1972) concept and incorporates inspiration and acts as a tool to
further the process (Aspelund, 2006; Cho, 2009). This brings the thought process to
light and produces alternatives that require symbolism, aesthetic considerations and
expressionism (Cho, 2009).

The next stage is selection and it is dominated by the choosing of the outlined
possibilities and discarding unpromising and unsuccessful solutions (Aspelund, 2006).
Manifested by judgment, this stage incorporates intuitive responses based on the
senses, and cognitive responses based on logic (Aspelund, 2006; Cho, 2009).
Reviewing goals and objectives of the original problem determines if the chosen idea
has kept those considerations intact (Aspelund 2006; Cho, 2009).

The action stage of implementation (Koberg & Bagnall, (1972) brings the idea
to form and involves the making the chosen solution attractive and aesthetically
appealing and communicating those results with others (Torrance & Myers, 1970).
Seen in various ways as prototype development (Lamb & Kallal, 1992) or modeling
(Aspelund, 2006), this stage brings together parts to be integrated into a whole concept
(Koberg & Bagnall, 1972). Ideals of harmony, balance, unity and order are hallmarks
of this stage (Aspelund, 2006; Cho, 2009; Koberg & Bagnall; 1972).

In order to reflect upon outcomes of the creative process Koberg and Bagnall
(1972) postulate, that the last stage be one of evaluation. If the criteria and definition
were thoroughly outlined or if the structure was well defined, the ability to come to a
closure will ensue (Lamb & Kallal, 1992; Watkins, 1988). This stage requires a
determination of functionality and a review of integrity and aesthetic judgments of the

final outcome (Aspelund, 2006, Cho, 2009).
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Other scholars viewing the creative process eschew a more streamlined
approach that defines stages but broadens the objectives. A descriptive but more wide-
ranging pattern emerges; analyzing information and defining the problem,
synthesizing information and generating ideas, and formulating and evaluating the
final idea (Fiore et al., 1996, Jones, 1970). In this manner a three stage process
condenses Koberg and Bagnall’s (1972) paradigm and gives more credence to the
ideation stage (Tassoul & Buijs, 2007). This three stage process is also seen from a
cognitive viewpoint (Archer, 1984) and in the architecture field (LaBat and
Sokolowski, 1999). Jones (1970) categorizes the three stages in terms of analysis,
synthesis and evaluation Tassoul and Buijs, (2007) work on the creative process
simplifies this into a representation via their creative diamond. This diamond
represented the expansiveness of the beginning stage of exploration or discovery, the
middle stage of transitioning through the discoveries and the final stage of
consolidating ideas into a final result. The perception for these scholars was to
observe that the middle stage in a threes stage process, contains vital and actions and
insight (Tassoul & Buijs, 2007). For Jones (1970) the synthesis stage is marked by
creativity, fun, and prototyping, while Tassoul and Buijs, (2007) describe it as being
able to bind ideas by functionality, values, and importance. For Jaarsveld and van
Leeuwen, (2005) this stage of the process is guided by association that opens up the
solution so that the designer can have personal input (Jones, 1970). The last stage of
this three stage creative process merges the solutions and brings order (Tassoul &
Buijs, 2007) and often disparate ideas are pulled together towards a final production

(Jaarsveld and van Leeuwen, 2005). This stage is hallmarked by persistence and
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rigidity of methods (Jones, 1970) which will inject quality and build a shared
understanding (Jaarsveld & van Leeuwen; 2005, Tassoul & Buijs, 2007).

For Koberg and Bagnall (1972), the process can be linear, circular of a
branching path with one step leading to many. Scholars writing about the pathways of
a creative process have idiosyncratic ideas about how the creative process unfolds. A
circular pattern is seen in Lamb and Kallal’s (1992), Functional, Expressive, and
Aesthetic model. While a linear pattern with repeating loops back to each stage is seen
in Cho, (2009), McKelvey & Munslow, (2003), and Fiore et al.’s (1996) work.
Torrance and Myers’ (1970) distinct spiral model outlines facts, problems and idea
finding that leads to a solution and acceptance. Many discuss the feedback loop
pattern as a means of reenergizing and inspiration (Aspelund, 2006; Jaarsveld & van
Leeuwen, 2005; Koberg and Bagnall, 1972).

The theoretical framework developed for this research incorporated a three
stage process in order to document the design process and integrated the historical
reuse of garments through the lens of a sustainable design practice. By identifying and
utilizing the traditional tools of the fashion design practice of mood board, sketching,
and prototyping the framework was developed to guide the research and extract
responses in each stage, In order to acknowledge that the creative fashion practice is
iterating and that looping back is endemic to the process (Aspelund, 2006;Jaarsveld &
van Leeuwen,2005; Koberg & Bagnall, 1972; Lamb & Kallal, 1992) the tools of the
fashion practice were employed in a circular pattern in each of the three phases labeled
as exploratory, transition, and resolution, following the paradigm established by Jones
(1970) and Tassoul and Buijs, (2007). Integrating the three phases into the

sustainable fashion design process required a rethinking of the complexities involved.
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The de-constructivist nature of up-cycling can require that designers need to be
reactive to individual garments (Hethorn, 2008). Young et al. (2006) found that a
constant evaluation was needed when utilizing garments and components as a source
of material as rapid changes could occur.

In order to be able to record his reassessment as Young et al. (2006) describes,
it was imperative to document each phase and the use of the fashion tools. A reflective
journal was kept and a guideline was developed to gauge the success or failure of the
process.

One such guideline was developed by Gawande (2010) and involved the use of
a checklist. His paradigm is that the checklist is a concise mechanism that is utilized
by practitioners proficient in a particular process, to review critical steps that would
need re-examining. The simplicity and conciseness of the checklist would not include
any detailed considerations that might need clarification. This checklist paradigm was
used as a guide in order to develop a methodology for reviewing the up-cycled
creative process. In developing this checklist the literature was reviewed in order to
dissect any relevant issues or problems that might occur. A concise checklist was
developed but corresponding considerations were added to each question from the
literature so that the checklist/considerations would capture the ideas as they develop.
The checklist was divided into three sections of concern; Design, Sustainability, and
Production were all topics that would be addressed in the creative process.

With the checklist considerations developed, a guideline for working in the
design studio and a means for recording and reflection had been established. The first
step was to define the design problem and identify an up-cycling technique to use. The

definition of the design problem had already been established and involved working
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with a historical technique of upcycling derived from the decades of the 1920s and
1940s.

The first of the two data collection started with a convenience sampling of
remaking or reuse of garments that was represented in the women’s journals of the
1920s. Several techniques collected from the journals were considered as they were
creative and offered the potential to find the garments needed in the surplus market.
The decision was made to use a shirt and a skirt to combine to make a dress and to
incorporate an embellishment of using hooks and eyes as embroidery.

After this selection of technique, the circular pattern of using the fashion tools
of sketching, mood board, and prototyping was to begin in the exploratory phase. This
circular pattern did not chronicle a hierarchy and this brought about some confusion in
the design studio. In reality a mood board was needed first in order to inspire and
focus the creative act and give boundaries from which to work.

The mood board incorporated current designs, color ideals, furniture design,
and art. Using the checklist/considerations as a guide, the sketching of ideas was to
take place and again it was found to be too early in the process. Particular dressmaking
details such as seaming techniques can be integral to the design and can affect the
overall appearance. At this point it was vital to make up some samples especially the
embroidery details. This was a pivotal point in the design process as the planned hook
and eye detail morphed into key part of the overall design. Two other considerations
were found to be out of order, choice of season of the collection and sourcing, listed as
a sustainable issue.

In order to move the creative process forward an interim reordering was

necessary. The flow of the process was interrupted several times in order to make
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corrections to the path. It appeared that the circular path created in the theoretical
framework was an inaccurate representation of a design process that utilized
upcycling. Major issues like seasonality, sourcing, and making of samples needed to
be deliberated and were documented in the reflective journal as the creative process
continued.

After the hook and eye detail proved to be an excellent means of joining the
garments, sketching could occur. As decisions on joining technique and seasonality
had been made sketching now became a visual manifestation of all the investigation
work done in the exploratory phase. The garments sketched represented more
complete ideas and sketching was fun. Three garments were chosen to make and
following their sketches, the garments were relatively complete, save for dressmaking
details like facings and buttons.

The resolution phase in the first data collection was an evaluation of these
three garments from the design, sustainability and production viewpoints outlined in
the checklist/considerations. These evaluations more accurate owing to the nearly
completed nature of the garments made.

Changing the checklist/considerations after review of these problems required
an in-depth deliberation as to a potential new order and the corrected phases to locate
them in. Two big problems observed with the first data collection caused a shift from
the theoretical framework and a re-writing of the checklist/considerations. First, the
three fashion tools of mood board, sketching and prototyping were integrated into the
checklist/considerations to reflect the linear process that had become necessary in the
first data collection. It was thought to be important to view these tools as vital

procedures that needed distinct reflections and deliberations. The fashion tools of
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mood board and the making of samples which had been demonstrative in changing the
aesthetics of the first data collection were kept in the exploratory phase, to replicate
the substance of that phase which was investigation of ideas and inspiration. The
second change was that all the considerations for sketching for collection development
were moved to the transition phase, to reflect the assimilation of ideas from the
exploratory phase. This change also resulted in advantages for the design studio; the
sketches had depictions of complete garments that made the making of the garments
straightforward.

After the changes to the checklist/considerations were made the second data
collection commenced. The research now focused on the remaking and reuse of
garments that were featured in the women’s journals from the 1940s. In this decade
there was a stark contrast in the amount of information and techniques that were
valuable to consider, which was surprising since the decade was marked by the
scarcity of fabric. The techniques that were found offered only slight changes such as
the addition of a bow or ruffle and only one was found that would result in a complete
garment. The idea for up-cycling was to use fabric scraps from garments to make a
patchwork.

Following the revised checklist/considerations a mood board was developed
that represented potential inspiration; it included modern housing, colors of the beach
and sand (blue and white), and contemporary versions of patchwork from recent
fashion collections. Sourcing was done in the same manner as the first data collection,
shopping trips to surplus garment stores to locate shirting to use as patchwork. The
making of dressmaker samples involved playing with the shapes of the shirting cotton

to replicate the square-ness of the modern housing that had been used for inspiration.
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With the patchwork completed, the garments were sketched combining a
vintage floral fabric that had been found with the patchwork. This created fun,
youthful sketches for a collection.

From an up-cycle perspective the techniques from both data collections were
distinctly different. Where the first was using component parts of garment, the second
utilized the garment fabric to make a “new” fabric and was utilized as such. Unlike the
first data collection that involved joining and fitting existing garments in this round,
patterns from the sketches were drafted and the garments were made following a more
traditional fashion practice.

This data collection yielded much better results in following the revised
checklist/considerations. The creative design process moved smoothly through its

phases and the checklist/considerations did not need further rvision.

8.2 Discussion and Conclusion

“How are historical solutions of the reuse of garments applicable to an
up-cycled fashion collection?”

To answer this research question was imperative to re- assess the two data
collections. Reflecting on the researched techniques and their aesthetic considerations,
the two decades offered a contrast.

The first data collection began with the research and documentation of up-
cycling techniques from the 1920s. From the beginning there was an abundance of
techniques to consider. In almost every issue, beginning in the middle of the decade

to around 1929 (start of the depression), there was some idea or technique for up-
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cycling that would result in other garments or home décor items. It was difficult to
differentiate them all. Some up-cycle techniques were duplicated of in multiple issues
or in another journal used for the research. Others were not recorded in the research
because the representation of the techniques was not clear and had conflicting
information that was difficult to discern. For instance in both journals used in the
research, Ladies Home Journal and Good Housekeeping, sketches of the techniques
were shown with an accompanying text. Often these sketches conflicted with the text
and previous knowledge of dressmaking or sewing techniques was employed in order
to clarify what was being represented.

From a creative standpoint the information was rich with inspiration. Often it
was difficult to remain on course with the research work as novel ideas, not pertinent
to the research would surface and end up causing distraction. Pocketbook ideas and
hat designs all made their way on to scratch paper as their inspiration was hard to
resist. As the research was just a sampling of ideas and not a meta- analysis, at a
point it was just practical to stop the documentation as numerous up-cycle techniques
had developed as viable candidates for inspiring an up-cycle collection.

Choosing a technique to work with created a challenge but the choice of using
a shirt and a skirt to create a dress offered interesting difficulties. From a technical
(dressmaking) standpoint the difficulties would be altering the garment to flatter the
female form and from a creative one, the concern would be that proportional ideals
would be difficult to embody.

Creating the mood board with ideas and inspirations that could inform a
contemporary collection aligned with Gam and Banning’s (2012).assertion that

designers can utilize the visual representations of cultural patterns to spark
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imagination and creativity. It was relatively easy to locate numerous versions of
garment ideas that could represent the historical technique supporting Cho’s (2009)
statement that historical references can provide designers with a chance to broaden
design possibilities. Gam and Banning’s, (2012) declaration that historical garments
can allow for contemporary evolution and inspiration in modern dress, followed
Seivewright’s (2007) contention that historical influences and cultural can influence
contemporary trends in fashion and focus the creativity in a more modern manner.
Both statements were supported in the results of the mood board creation. Working
with the inspiration and the up-cycle technique form the 1920s care was taken to avoid
the pitfall of producing a historical costume or period piece and now the mood board
offered solutions that could inspire the creative process.

Following the pattern of the 1920s research the second data collection, up-
cycling techniques from the 1940s, was a stark contrast. Using the same journals as
references, limited information on up-cycling techniques was found; often the
techniques were small changes, just an addition of a bow, ruffle, or a new collar or
cuff. This was a surprising result from a historical perspective as this decade is marked
by scarcity of fabric due to the war. Cho (2009) sees this also as dress is a physical
representation of culture from a social, economic, and political standpoint. In
retrospect an argument could be made that because women were often working
outside the home due to the war effort, little time was available to them to update their
wardrobes. From this viewpoint, making only small changes via up-cycling their
wardrobe made sense.

For the research the scarcity of information and techniques did cause some

complications. It was difficult to locate a technique that would inspire and produce a
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complete up-cycled garment. The use of making patchwork from an old garment as an
up-cycle technique was the only option found. Again as this research was not a meta-
analysis it was practical to stop when a technique was finally found.

The patchwork technique from the 1940s was a departure from the technique
used from the 1920s. Instead of deconstructing surplus garments with some elements,
like collars left intact, this technique utilized just the fabric from the surplus garments
to produce a new fabric. In the exploratory phase of the process the patchwork offered
uncountable options for designing and determining the pattern for the patchwork. It
was only limited to personal design aesthetics or the considerations of usage of the
newly produced fabric.

Therefore, a first conclusion from the study is that the use of historical up-
cycling techniques offered diverse and motivating solutions from a creative
perspective. Valuable insight was gained in researching the techniques from the 1920s
and the 1940s from an aesthetic standpoint supporting both Gam and Banning, (2012)
and Mete (2006) who expound on the use of elements of historical costume in
including fabric, color, silhouette, and garment construction to gain a perspective of
the future based on knowledge of the past. The historical reflections suggested
stylistic differences in each decade that acted as a foundation in which to work from.
Use of these techniques did not yield a dated fashion collection. The techniques
focused the process and allowed for creative expression in a more concentrated
manner. At no point was the inspiration for the new garments confined to the two
decades aesthetics and the results reflected that.

From a sustainable viewpoint the use of historical up-cycling techniques

remained a viable option. The sustainability issue of reducing textile waste by reusing
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surplus garments was demonstrated in both data collections. In reflecting on energy
use; both the expenditure of greenhouse gasses to source the surplus garments and the
use of energy to power the studio were reflected on. It is important to note that the up-
cycled garments that resulted from the data collections were not evaluated against
garments that reflect the fashion industry’s practice of sourcing or manufacturing from
the world’s hinterlands from an energy usage standpoint. These finished garments
were considered only against garments made in a more traditional fashion design
process, with materials that have already been processed and are available in the

United States, and made into garments in a local studio.

“Will working through the sustainable design strategy of up-cycling
change the design process?”

Immediately after embarking on the creative process using the
checklist/considerations and a guide it was clear that the traditional process that was
discussed in the literature review and provided the foundation for
checklist/considerations, would not work on this design problem. As ascribed in the
theoretical framework, a circular pattern of the fashion tools of mood board, sketching,
and prototyping was to be implemented in each phase. In actuality as the creative
process moved forward and each fashion tool was implemented a completed result
was obtained. Unlike the proposition expressed by Jaarsveld and van Leeuwen, (2005)
a looping back pattern of continuous thoughts and shifts of focus did not occur.
Aspelund, (2006) sees this looping back pattern as a way to re-energize and Koberg

and Bagnall, (1972) discuss it as a constant re-evaluation but that was not
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demonstrated during the creative process of both data collections. Like Koberg and
Bagnall, (1972), Lamb and Kallal’s, (1992) FEA model is a continuous circular
pattern of re-evaluation of the three main components of the FEA. This circular
pattern could not be replicated during the design process for upcycling. What was
found upheld beliefs by Cho (2009) and McKelvey and Munslow, (2003) that the
process was linear, starting with inspiration (the mood board) and ending with
implementation (prototyping of the garments).

It is important to clarify here the changes to the traditional fashion practices in
an order that would be organized. The order this discussion is based on the final result;
mood board, sourcing, making of samples then sketching and prototyping.

The mood board started the creative up-cycling process. It had representation
of color, silhouette possibilities, and inspiring images following Aspelund, (2006), and
Vangkilde’s (2012) contention that it should contain color, clear concepts, and
planning concerns. Cassidy (2011) and Seivewright (2007) think that the mood board
should combine new elements, facilitate creative thinking, and be fun, and for both
data collections that did occur. McKelvey and Munslow, (2003) and Aspelund, (2006),
both comment on an important consideration or addition to the mood board and that
was fabric treatments, seam finishes, and materials. These elements are integral to an
inspiring creative mood board that focuses the creative act. However in order for an
upcycling process to move forward, sourcing issues needed to be addressed.

Sourcing was a key element with little emphasis in the first
checklist/considerations. In the sustainable design strategy of up-cycling this is a
major concern. In a traditional fashion practice sourcing can usually be done at any

point in the creative design process. Designers can start sourcing very early by
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working with textile design houses to manufacture textiles to their specifications,
usually a one or two year process. They can also source at fabric fairs for textiles
already made. Designers can source locally if their production and manufacturing
capabilities are close by, creating a just in time atmosphere. Likewise, sourcing of
trims and embellishments can happen at any point in the process. But for an up-cycle
design practitioner these sourcing options would not be used except to provide minor
components. Sourcing needs to be done and completed early on in the process in order
to ascertain what garments or components are available to be used for the up-cycling
process. This can affect the mood board with relation to color as was the result in the
first data collection. By placing sourcing after the mood board any indication or
directional trends represented for color might not be able to be fulfilled because when
sourcing garments from surplus stores, one is limited to what is available in the
market. Color then becomes something not easily dictated by the design practitioner
of up-cycling and changes the fashion process. Following a mood board sourcing
becomes a more focus activity. It reflects the inspiration and is integral to the making
of dressmaker samples.

The creative process continued after sourcing and it was important to make a
few samples with different seaming techniques or embellishment. In the first data
collection this was particularly important as the embellishment technique became a
major design component which would influence the direction and aesthetics of the
garments. The second data collection, featuring the patchwork idea, had the same
input into the garments, in making the patchwork samples in this phase the aesthetics
of the garments was influenced. The exploratory phase contains a myriad of ideas and

inputs, samples, color, silhouette, direction, and surplus garment to be used. In this
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manner as per Jaarsveld and van Leeuwen, (2005) these disparate thoughts and
different combinations can come together and be revealed in a sketching phase.

Aspelund (2006) sees the sketch component as the cohesion of visual cues to
form ideas of texture and color. This was the case of sketching in the transition phase
for both data collections. The sketches were a visual manifestation of all the research,
sourcing and making of dressmaker samples done in the exploratory phase. In a
traditional design process, sketches are often done in the very beginning of the process
to highlight design direction and perhaps suggest silhouettes. By using the sketch as a
tool to record ideas and inspirations as completed garments, the sketches were more
thorough and finalized.

The result of sketching in the transition phase also yielded some sustainability
outcomes. Two important issues facing any sustainable design practice is energy use
and waste. The more complete garments represented by sketching in the transition
phase decreased the amount of energy used during the creative process. For instance,
if the creative fashion practice does not utilize a sketch as a tool, the manifestation of
ideas and inspiration is done in the prototyping of the garments, or as Young et al.
(2006) describe it, the playing on a mannequin to see what works and what does not.
This playing around can be costly in terms of energy use, studio assistants or designers
time and in the availability of production time. The amount of energy used in the
studio to replicate different ideas and garments would be maximized. By using a
sketch this energy use is decreased significantly.

Waste is also addressed. Sketching in the transition phase clearly represented
what type of surplus garments were to be used and indicated the garments components

such as a cuff or collar. As a result in the first data collection there was a negligible
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amount of waste. In the second data collection the waste that remained from the
patchwork idea could arguably be used to produce another patchwork. By using the
sketching as a tool in the sustainable fashion practice, the two most sustainable issues
are addressed and remedied.

A second conclusion from the research is that comparing a traditional
approach to the creative process of fashion design and the creative process of up-
cycling from this research, one can see that the tools of the fashion practice are
utilized differently and in a different order. Mood board could arguably be the first for
both processes, but from there, there is a divergence. Sourcing and making of
dressmaker samples in the up-cycle process became more important actions before any
sketching can occur. In this regard the sketch is a more complete picture and the
garments that result from them are more finished and have sustainability

characteristics.

8.3 Additional Conclusion

In addition to the conclusion regarding the research questions a surprising
observation was made. The main use of the checklist/considerations derived from the
literature review was to act as a means of keeping a creative process of upcycling
focused and offered important reflection points along the way to support the data
collection. However it also provided valuable support for the design practitioner
forcing her to confronted issues that may have occurred during the creative process. In
this regard, the checklist/considerations was an exceptional tool to focus creativity,
document its progress, and clarify potential issues when confronted with the design

strategy of up-cycling. The checklist/considerations tool followed Gawandes’ (2012)
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perspective that in order to complete a process it is imperative to offer stop reflection
points to access progress and re-assimilate any problems.

As developed, each consideration focuses on the most important issues for
reflection. For the exploratory phase, these considerations are primarily related to
discovery as introduced by Kolberg and Bagnell (1972) and Jones (1970). Central to
their discussion is also the ability to put a plan in place that organizes the process. For
Kolberg and Bagnall (1972) that includes a determination of time and resources,
important considerations in a sustainable design practice. The checklist/considerations
tool helped the design practitioner put the needed plans into place.

In the transition phase the important concern is that cognitive and intuitive
process needs to be clearly communicated as suggested by Torrence and Myers
(1970). The sketching for collection development accomplishes this task. The
resolution phase is dominated by examination. For Aspelund (2006), this includes
determination of the functionality of the outcome (completed garment) and an
examination of the process to determine if it can be reengineered. By using the
checklist/considerations the design practitioner was able to reflect back on the process
and have documentation of those reflections in order to assess and re-evaluate the
processes’ effectiveness and the resultant product in terms of aesthetics.

Evaluating effectiveness occurred in three particular sections of provisions
included in the checklist/consideration; design, sustainability and production. From a
design standpoint the up-cycled design practitioner was confronted at the start with the
issue of outlying the design problem in order to clarify the investigation and research.
Design issues found during the data collections included sourcing, the use of the mood

board, making of dressmaker samples and sketching for collection development. The
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checklist/considerations was carefully revised to resolve the problems in the order that
they occurred in the design studio. In this manner the design practitioner was able to
proceed smoothly with the design process in the final data collection.

Sustainability aspects of the checklist/considerations were initiated by
considering sustainable design strategies and assimilating the chosen strategy of up-
cycling into the creative process from the beginning. This follows Gwilt and
Rissanen’s, (2011) contention that designers need to bring in sustainable design
strategies from the start of the design process. For up-cycling the sustainable issues
confronted waste and energy use during the process, are highlighted in the
checklist/considerations offering the design practitioner a guideline.

Production problems of costing and manufacturing are the third section
included in the checklist/considerations. These issues included cost of raw material,
potential yields, skill requirements to produce the upcycled garment, and marketplace
considerations. In some aspects the design practitioner could completely bypass these
considerations, as the focus can be squarely on the creative process and its resultant
finished product. However evaluating production issues can open up the design
practitioner as to how to assimilate the creative process into a larger field of work and
highlights the problems of bring the results into the marketplace of up-cycled design
products.

The three sections are reviewed in the resolution phase to re-evaluate the
product and illuminate any potential problems. It offers the design practitioner the
ability to step back and contemplate if the final result met the goals of the design

problem.
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The checklist/considerations tool supports the concept that there needs to be a
structure to work from that allows for creativity and decreases confusion or an erratic
path (Aspelund 2006, Jaarsveld and van Leeuwen 2005). Therefore, in addition to
being a useful tool for data collection it is concluded that design practitioners using the
checklist/considerations as a tool to structure the process have a more disciplined
practice. Furthermore, more sustainable outcomes are derived from using the
checklist/considerations as issues that the design practitioner confronts are
emphasized.

It is anticipated that the checklist/considerations will offer the sustainable
design practitioner of up-cycling both experienced and novices, the opportunity to
bring more rigor to their work. The ability to focus the creative process when using the
checklist/considerations brings about some benefits. It takes what could be a strictly
academic exercise of research, reflection, and documentation and into the realm of a
viable process that bridges the creative process and its results into the marketplace of
up-cycled design products. It can be used as a practical guide to introduce a design
practitioner into the complexities of bringing a product to market.

This tool can also be used in an educational setting to offer students the ability
to think, reflect and document the sustainable design process and reexamine decisions
that are made. As a class exercise it would be a viable template to use in order to
introduce the difficulties facing an up-cycled designer and the problems of production

and scalability of products in the marketplace.
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8.4 Future Research

Future research opportunities stemming from this research are numerous. The
checklist/considerations could be expanded by taking the outline and focusing one
checklist on each of the sections of consideration: design, sustainable issues, and
production. This could offer a comprehensive look on the issues confronting
sustainable design and to offer the ability to bridge research and bring sustainable
practices to the marketplace. For instance, when using this research and the checklist
considerations for a design, the viewpoint of holistic and cradle to cradle approaches
for upcycling from McDonough (2013) can be integrated into the
checklist/considerations. As a practical application the checklist/consideration offers
valuable insight to the complexities of designing for a market and bringing creative
ideas to fruition.

Examining and using other historical up-cycle techniques found in the decades
of the 1920s and 1940s can offer researchers the ability to validate the checklist/
considerations. The numerous up-cycle techniques found in those decades, particularly
the 1920s, offer a myriad of design problems and each can test the
checklist/considerations. For instance various techniques found in the research had
only small changes to garments such as additions of godets, side flounces or fabric
inserts. Would upcycling only parts of a garment effect how the
checklist/considerations tool functions? Would adjustments or a complete re-write
create a checklist that would be more effective for just the small changes to garments
via up-cycling?

Future use for the checklist/considerations would be to integrate McDonough
and Braungart (2013) cradle to cradle approaches to upcycling. This would change the

creative process in all of the phases but particularly the exploratory phase. In this
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phase the design strategy of up cycling would be compounded by the end of garment
life issues. The design problem of integrating future use would need to incorporate
ideas of garment utilization beyond the consumer. Making of samples in the
exploratory phase and prototyping in the transition phase would be more complex and
multidimensional facilitating the need to modify the considerations.

The checklist/consideration template could also be tested for usefulness with
other sustainable design strategies. Would the design strategy of design for
disassembly for instance require a complete re-write? What considerations are
valuable for this design strategy and which considerations are completely ineffective?
In the design strategy of zero waste cutting a valuable candidate for the use of the
checklist/considerations? Are the technical requirements for zero waste cutting just
too different? Could the basis for the checklist/considerations be re-written to
accommodate those technical requirements? For each sustainable design strategy a
myriad of different technical and design processes can exist. Is it possible to use the
template of the checklist/considerations to assimilate those processes and requirements

and aid the design practitioner as way to achieve greater sustainably from their work?
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Appendix A

CHECKLIST/CONSIDERATIONS FIRST DATA COLLECTION

Exploratory Phase

Detailed questions/considerations

Questions for checklist

Design

Has the historical up-cycling technique
been found?

Does the technique have contemporary
implications? i.e.: will it potentially look
dated?

1. Has the design problem been
clearly identified?

Is the design concept well thought out?

Have the sketches gone far enough (pushed
Idea to limit?)

2. Has the design Problem been
thoroughly investigated?

Are there variations that can occur within the
technique?

Do the sketches reflect idea or technique?

Has it been done before? (Should it be added
to mood board?)

Have similar and disparate ideas been
thought/sketched about?

Does the design correctly reflect the historical
cues of the up-cycle/ remake technique?

Are there boundaries of form/function and
aesthetics?

From the methodology: a circular flow of
mood board, sketching and prototyping has
been put into place.

For the mood board and it’s use for visual
inspiration:

3. Has aplan been putinto place?

a. Doesthe mood board contain both
relevant and some disparate visuals to
stimulate creativity?

b. Does the mood board have extraneous
info/objects that can hyper-accentuate
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that creativity? l.e.: found objects,
trim, pictures of travel?

C.

Is the layout visually appealing?

For using sketches to map out and illustrate
design ideas:

a.

Do the sketches reflect “Flow”? l.e.:
do they demonstrate a continuous
design /thought pattern or are they
disjointed and jumbled?

b. Has a season/collection been
established and is it reflected in the
sketches?

c. Has the use of color and proportion

been introduced and is it reflected in
the sketches?

For using Sample making/prototyping :

a. Are the sewing/construction
techniques appropriate for the design?

b. What level of expertise is needed to
replicate?

c. Arethe construction techniques of the

historical up-cycle idea relevant to the
new prototype and is it possible to use
the historical techniques?

Sustainability

Has the sustainable design strategy been
clearly identified?

Have current strategies of sustainable design
been explored and considered?
a.
b.
C.
d.
e.

Design for disassembly

Cradle to cradle

Zero-waste

Future adaptability ( McDonough)
Up-cycle

With up-cycling:

When the choice of strategy has been
determined; what potentially are the
difficulties?

Is there suitable product to up-cycle?

How many garments are needed to work
though the prototyping stage?

Will enough garments be readily available in
the surplus market?
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Can a different garment or garment
combination be introduced?

Production

Has the phase of exploration included an
investigation on potential applications for
production?

Have designs been assessed for production
issues: i.e. Simple/hard to make?

Do the designs have a market place that is
currently viable? i.e.: are they selling?

Can the design be potentially replicated?

What is the potential time involved to
dismantle the garment? i.e.: does it come
apart easily?

Is there excessive skill needed to make
garment?

Is that skill available in the labor market?

Have marketing issues been addressed?

What does the designs marketplace look like?

a. Competition?

b. Costs/ Retail

c. Design aesthetic appropriate for
market place?

Are the ideas marketable?
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Transition Phase

Detailed questions/considerations

Questions for checklist

Design

Does the design reflect the historical cues
outlined?

Does the design have harmony and balance?
(Color and proportion ideals that are needed
to design successfully?)

Does the desigh communicate the inspiration
from the initial mood board?

4. s there a single design solution
that completes initial issues
addressed in exploration phase?

If there are changes from the mood board:
What are they?
How did they get there?

Do the design sketches represent a playful
energy?

Have random ideas been able to be integrated
into the design?

If not: did they somehow influence a
conclusive design?

5. Has FUN been part of the process?

Was the design process able to be worked on
outside the normal workspace: i.e.: Café;
different town?

Did this allow for creative freedom and
expansive design reflections?

Was the design process influenced by other
disciplines?

Architecture; lighting, furniture; industrial
design?

AND: How much fun was that?

Sustainability

Does the design reflect the sustainable
strategy outlined?
Up-cycling and waste issues

Is there too much waste during
prototyping?

Does it create unusable waste or can the
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leftover parts be used elsewhere?

Does it take too much energy to produce?
(Time/materials, extra trim?)

Will the design need to be changed to take
advantage of abundant raw product?
Is this a viable option for the design?

Does the up-cycle “better” the product?
(McDonough)

Production

Have costing and manufacturing issues
been addressed?

What is the cost of the raw product?

What is the potential yield?

Will using other parts left over in another
product decrease the cost and by how much?

Is the system of manufacturing difficult and
can it be simpler?

Can it be replicated for sizing?

Can the design be scaled up for production?

Has the manufacturing process been
scrutinized for the ability to be done by others
less skilled?

Can excess manufacturing steps be
eliminated?

** This would need to be determined during a
limited production run.
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Resolution Phase

Detailed questions/considerations | Questions for checklist

Design

Is it aesthetically pleasing? 6. Does the finished design meet

(color, proportion) standards in the fashion industry?
For the up-cycled garment: does it look to DIY?
Is the design on trend with the current or
future market?
Is the garment wearable (not costume)?
How accurately does the final design reflect 7. Has the design been assessed to
the initial mood board? determine the success of

integrating ideals outlined in the
exploration stage?

Does the design deviate and is there a logical
path to the finished design that can be
communicated?

If changes have occurred; do the initial ideals
need to be reconfigured to attempt the
process again?

Sustainability

Has the final garment met the sustainable
design strategy?

Does the strategy need to be better
communicated to move forward?

Does the up-cycle technique need to be
modified to address contemporary issues:
i.e. tailoring techniques that are too time
consuming or:

an up-cycle technique that results in a dated
looking garment.

Production

If the garment goes into production — have
the production issues been addressed and
overcome?

Cost
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What is the potential CMT? (Cut, manufacture,
trim?)

Have time/labor/garments used been factored
correctly into CMT?

Can the garment be sold at retail in a
competitive market?

Process

Can the design be changes slightly to decrease
production time or use of garments?

If being done in a production line can
machinery be reconfigured to decrease
production time?

Can the addition of more workers decrease
production time sufficiently to decrease CMT
and increase profitability?

Is output sufficient for demand?
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Appendix B

CHECKLIST/CONSIDERATIONS REVISED FOR SECOND DATA
COLLECTION

Detailed questions/considerations

Questions for checklist

Exploration

Design

Has the historical up-cycling technique
been found?

Have current strategies of sustainable design
been explored and considered?

f. Design for disassembly

g. Cradle to cradle

h. Zero-waste

i.  Future adaptability ( McDonough)

j. Up-cycle

8. Has the design problem been clearly
identified?

Is the design concept being considered well
thought out?

9. Has the design problem been
thoroughly investigated?

Does the up-cycle technique have
contemporary implications? i.e.: will it
potentially look dated?

Are there variations that can occur within the
technique?

Has it been done before? (Should it be added
to mood board?)

Sustainability

Does the design concept correctly reflect the
historical cues of the up-cycle/ remake
technique?

3. Has the sustainable design strategy been
clearly identified?

For Using the Mood Board

4. Has a plan been put into place?

Does the mood board have extraneous
info/objects that can hyper-accentuate that
creativity? l.e.: found objects, trim, pictures of
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travel?

Has a season/collection been established?

Is the layout visually appealing?

For Up-Cycling:

5. When the choice of strategy has been
determined; what potentially are the
difficulties?

Sourcing

Is there suitable product to up-cycle?

How many garments are needed to work
though the sample stage?

How many will potentially be needed for
Prototyping?

Will enough garments be readily available in
the surplus market?

Can a different garment or garment
combination be introduced?

For making of samples:

d. Are the sewing/construction
techniques appropriate for the design
concept?

e. Are the construction techniques of the
historical up-cycle idea relevant to the
samples and is it possible to use the
historical techniques?

c. Will the samples meet any aesthetic
considerations currently under review?

Transition

For Sketching:

Have similar and disparate ideas been
thought/sketched about?

Has the use of color and proportion been
introduced and is it reflected in the
sketches?
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Are there boundaries of form/function and
aesthetics?

Has FUN been part of the process?

Do the design sketches represent a playful
energy?

Was the design process able to be worked on
outside the normal workspace: i.e.: Café;
different town?

Was the design process influenced by other
disciplines?

Architecture; lighting, furniture; industrial
design?

Did this allow for creative freedom and
expansive design reflections?

Have the sketches gone far enough (pushed
Idea to limit?)

Design

Does the design reflect the historical cues
outlined?

Is there a single design solution that
completes initial issues addressed in
exploration phase?

Does the design have harmony and balance?
(Color and proportion ideals that are needed
to design successfully?)

Does the design communicate the inspiration
from the initial mood board?

If there are changes from the mood board:
What are they?
How did they get there?

Have random ideas been able to be integrated
into the design?

Did they somehow influence a conclusive
design?

Sustainability

Up-cycling and waste issues during
prototyping

Does the design reflect the sustainable
strategy outlined?

Is there too much waste during
prototyping?

Does it create unusable waste or can the
leftover parts be used elsewhere?

Does it take too much energy to produce?
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(Time/materials, extra trim?)

Will the design need to be changed to take
advantage of abundant raw product?
Is this a viable option for the design?

Does the up-cycle “better” the product?
(McDonough)

Production

Have costing and manufacturing issues
been addressed?

What is the cost of the raw product?

What is the potential yield?

Will using other parts left over in another
product decrease the cost and by how much?

Can it be replicated for sizing?

Can the design be scaled up for production?

Has the manufacturing process been
scrutinized for the ability to be done by others
less skilled?

Is that skill available in the labor market?

What is the potential time involved to
dismantle the garment?

Can excess manufacturing steps be
eliminated?

** This would need to be determined during a
limited production run.

Have marketing issues been addressed?

Is the design aesthetic appropriate for the
market?

Do the designs have a marketplace that is
currently viable? (Are they selling?)

What does the designs’ market look like?

Competition? Costs/ Retail?

Resolution

Detailed questions/considerations

Questions for checklist

Design

Is it aesthetically pleasing?
(color, proportion)
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For the up-cycled garment: does it look to DIY?

Is the design on trend with the current or
future market?

Is the garment wearable (not costume)?

How accurately does the final design reflect
the initial mood board?

Does the design deviate and is there a logical
path to the finished design that can be
communicated?

11. Has the design been assessed to
determine the success of
integrating ideals outlined in the
exploration stage?

If changes have occurred; do the initial ideals
need to be reconfigured to attempt the
process again?

Sustainability

Has the final garment met the sustainable
design strategy?

Does the strategy need to be better
communicated to move forward?

Does the up-cycle technique need to be
modified to address contemporary issues:
i.e. tailoring techniques that are too time
consuming or:

an up-cycle technique that results in a dated
looking garment.

Production

If the garment goes into production — have
the production issues been addressed and
overcome?

Cost

What is the potential CMT? (Cut, manufacture,
trim?)

Have time/labor/garments used been factored
correctly into CMT?

Can the garment be sold at retail in a
competitive market?

Process

Can the design be changes slightly to decrease
production time or use of garments?

If being done in a production line can
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machinery be reconfigured to decrease
production time?

Can the addition of more workers decrease
production time sufficiently to decrease CMT
and increase profitability?

Is output sufficient for demand?
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Appendix C

RESOURCES USED FOR RESEARCH OF HISTORICAL UP-CYLE

TECHNIQUES
Good Housekeeping Year Month
1921 July
1923 October
1924 July
1925 February
March
April
June
October
1926 January
February
September
October
1927 March
Ladies Home Journal 1921 February
March
May
August
October
1922 January
1942 March
1942 August
September
1943 February
1944 February
October
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