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ABSTRACT 

61155906 : Major DESIGN ARTS (INTERNATIONAL PROGRAM) 
Keyword : UNISEX, AGENDER, FASHION DESIGN, ANCIENT COSTUME, PRACTICE 
PRINCIPLES 

MISS KUO YU-PEI : FROM UNISEX TO AGENDER : ALTERNATIVE PRACTICE 
PRINCIPLES AND ELEMENT ARRANGEMENT IN FASHION DESIGN. THESIS ADVISOR : 
ASSISTANT PROFESSOR JIRAWAT VONGPHANTUSET, Ph.D. 

There is a significant design gap between gendered and genderless fashion 
designs. Genderless fashion is not a trend but a new normal, which enables self-
identity to show and explores the future gender of human society. This study aims to 
benefit modern genderless fashion design and specifically, it clarifies the unisex 
concept transformation effect to fashion and develops practice principles for 
designers. 

RfgqȮqrsbwȮ_nnjgcqȮ_Ȯfgqrmpga_jȮ_l_jwxgleȮkcrfmbȮrmȮgbclrgdwȮűslgqcvȮamqrskcŲȮ
from aspects definition, history, modernization, ancient attire, costume structure, and 
wearable skills. By historical case comparison, this study revealed the relationship 
between gender and fashion, and the design experiment is taken follow the action 
research method to test the hypothesis that the inertia and demand on the 
relationship of the prototype and silhouette in gender and then flexible design 
experiment fit with both gender bodies. A survey was distributed to fashion experts 
and received positive feedback to improve the research validity. 

As a result, this study produced a genderless collection and guide manner 
as outcomes to explain the new knowledge gained. The conclusions suggest that, in 
concept, representations of individual style are more important and influential than 
gendered dress codes when designing genderless collections. In practice, the flexible 
design of adjustment and size definition are reasonable solutions to fit with different 
bodies. This study's alternative exploration yielded conceptual and practical design 
principles to blur the gendered costume design boundary, to push more gender-free 
possibilities in fashion design, to reach the objective of benefit modern agender 
fashion as contributions. 
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1. Introduction   
 

1.1 Research Background 
 
The relationship between garment and wearer contains two levels of meaning, 
denotation and connotation, as people allow to choose costume a wheel of 
purchasing choice determine the thinking but helps maintain a balance of 
consideration in self-identity and social needs (Barnard, 2002). Every apparel is a 
performance after rehearsal. With modern development, people begin to reconsider 
some social rules for fashion with a reasonable view, such as age and gender. Today, 
people tend to show self-identity but not rule by the existing labels; the costume 
that people dressed is one of the direct ways to present personal identity. If age is 
not an essential factor in choosing to clothe, then gender is along with the same 
view. According to this concept, the new fashion trend attempted to provide fresh 
thinking and more choices for consumers to balance a better garment performance 
in different situations.  
A Sex Equality survey from the Fawcett Society points out the recognition of gender 
as a social construct often used to constrain and oppress people.(Olchawski, 2016) 
Nevertheless, gender is a concept with widespread purchase, but it is more important 
to recognize and explore the changes ways of how gender is understood by the 
public. Unisex fashion is a progressive issue looking to explore the future of human 
society and culture in terms of gender. The issue has been discussed for a long time, 
and the discussions have continued to develop. Under the air of people preferring to 
show self-gbclrgrwȮtg_ȮnpcqclrȮglȮd_qfgml*ȮslgqcvȮd_qfgmlȮugjjȮ`cȮrfcȮamlqskcpŲqȮ
choice.  
The studies about unisex fashion take western culture as the central entity to study 
and discuss based on western history and culture. However, the history of fashion 
should be understood as a global cultural phenomenon (Welters & Lillethun, 2018), 
and that the study should not exclude Eastern culture but take a global view.  

https://paperpile.com/c/mkzwGO/6qzSC
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Backtracking Western and Eastern costume history, the relationship between gender 
and fashion was not as strongly defined as today. Some designs were universal for 
both males and females, such as Chiton from ancient Greece, Shenyi from ancient 
China and Jongkraben from ancient Thailand. The eastern unisex costume is worthy 
of research discovery, especially the different costume structures between Western 
and Eastern culture, the three-dimensional draping style and two-dimensional 
pattern. 
This study investigates perspectives from Western and Eastern traditional costumes 
rmȮpcamlqgbcpȮrmb_wŲqȮd_qfgmlȮ`wȮqrsbwgleȮrfcȮslgqcvȮamqrskcqȮmdȮQfclwgȮrmȮamllcarȮ
with the current unisex fashion trend while analyzing the history, structure, and 
conditions determining the development of unisex fashion in the future. 
 
1.2 Research Questions  
 
What is Unisex Fashion? 
What is in Unisex Fashion? 
What does Unisex Fashion do? 
 
The main question underlying this Ph.D. is multifold, as illustrated above: Why the 
unisex fashion back to the trend? What makes people willing to experience unisex 
fashion with the garment? If people look similar in unisex fashion? 
How do designers realize unisex fashion? How can we enable designers to 
understand, analyze, and design for unisex fashion? However, these questions were 
not explicit at the outset but formulated through research. In reality, many small 
questions emerged one after another as the research moves forward, such as, what is 
the difference between "Unisex" and "Genderless"? Why has the vocabulary "Agender" 
been produced since "unisex" exist? Moreover, based on today's standard fashion 
design process and techniques, prototype or draping, the designer must define the 
gender selected in advance, which presents a problem between the old design 
method and the new concept. What kind of tools can enable designers to start the 
process without gender limitation?  
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Some of these questions derive from multiple disciplines and theories, such as 
fashion history, gender philosophy, social identity, ergonomics, textile technology, 
and garment pattern, but with a selective basis to deal with these subjects' topic. 
Flexibility in using qualitative methodologies is essential to create a best-fit with the 
research question and optimize the desired outcome (Mills & Birks, 2014). This Ph.D.'s 
contribution is to offer solutions and bring the discovered knowledge to redefine and 
inspire reference serving the unisex fashion design inquiry. 
 
1.3 Research Objectives 
 
With the basic review about unisex fashion, the fundamental concept that unisex 
fashion is not just a trend but a regular fashion department besides-the two sex 
groups. Unisex fashion is new normal under the veneer of people preferring to show 
self-identity through fashion, but a progressive issue about exploring gender for the 
future of human society and culture. 
Unisex fashion is an assemblage issue that consists of many fields of study, such as 
gender, gender right, personal identity, and ergonomics. Moreover, the issue of facing 
the public, fashion industry, designers, and the market faces the design process's 
problems to forward the modern unisex fashion. From concept to practice, the thesis 
set up the objective to benefit fashion designers and modern unisex fashion. 
 
1. To clarify the gender concept, transform for modern fashion designers as a 

reference.  
Gender is no longer an essential consideration for future dressing. With the 
acceptance concept about sex and gender, the new consumer generation can 
choose the costumes to identify a primary impression where gender is no longer 
essential. 
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2. To provide a new approach to how designers modify design thinking to 
continuing the design process without prior gender limitation. 

In general, the first step of the traditional design process has to define the target 
gender in advance. Then the other processes could continue, no matter in the 
prototype pattern system or draping system. In this thinking condition, how designers 
start the design process since there is no gender limitation?   
 
3. To provide solutions for designers to fit with the different natural-born 

bodies in one design. 
How the unisex fashion design fits for different natural-born humanŲq body?  The 
concept conversion of unisex fashion is universal to both gender body has been 
contrary to traditional fashion design present sex features. It is necessary to explore 
how fashion designers can fit unisex fashion predicament in fitting to different-sex 
groups. 
 
1.4 Practice Research 
 
As a designer, the practice helps to find something new process of producing, 
designing and experimenting through personal experience. It is common to make 
npcacbcqȮrfcmpgxgleȮglȮbcqgelȮpcqc_pafȮdpmkȮnp_argrgmlcpqŲȮcvncpgclacȮ_lbȮpcdjcargmlȮ
become the critical media of research. This series of research questions and 
objectives help to define a more complete method. Combining research and practice 
is to benefit fashion design in reality. In the research, the researcher would take the 
role of practice and designer to experience the experimental process via recording. 
This research will focus on design thinking and application practice to explore the 
concept of gender-free fashion transformation and approach for fashion design in 
practice and process. 
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1.5 Research Value 
 
This research ultimately expects to construct an innovative design thinking method 
to help the fashion design industry develop the design application of agender fashion. 
Based on Eastern and Western fashion history, the research is willing to connect the 
ancient and modern unisex works. Through the analysis of agender costumes and the 
dismantling of design elements, the experiment re-construct the concept structure of 
design thinking, verify the corresponding gender-free concept, and design empirical 
and academic deduction studies. Eventually, the research would contribute to the 
practice of the fashion industry of gender-free fashion. 
This Ph.D. thesis research wins the "Taiwan Study Abroad Scholarship" from 2019 to 
2020 that is funded by the Taiwan Ministry of Education, which supports the valued 
overseas thesis. 
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2. Literature Review 
 

?ȮqsptcwȮŴQcvȮCos_jgrw8ȮQr_rcȮMdȮRfcȮL_rgmlȮ0./4ŵȮdpmkȮrfcȮD_uacrrȮQmagcrwȮdmslbȮ
that shifting attitudes to gender identity, with people may not fit neatly into two 
eclbcpȮa_rcempgcqȮmpȮ_bfcpcȮrmȮqrcpcmrwncqȮmdȮűk_jcŲȮ_lbȮűdck_jc,ŲȮ22#mdȮncmnjcȮ
believe that gender can be expressed as a range of identities, and 68% of young 
people believe gender is non-binary, especially (Olchawski, 2016). More and more 
people accept the possibility of gender in flowing; therefore, the boundary of fashion 
in binary sex is fading away. Moreover, plus the trend of people who prefer to show 
self-identity via present fashion, the unisex fashion boomed as a hot issue. The trend 
is much more definite because of attending international brands. Many brands and 
designers launch-related works, especially after international brands invested and 
responded enthusiastically. The movement of fashion never happened suddenly, but 
a progressive and developmental (Kawamura, 2006), just as unisex fashion, also has 
its development context and historical background as society and culture continue 
to develop, in the pursuit of self the personal atmosphere of clothing. 
Most studies on unisex fashion are based on the last hundred years of western 
culture. This study reviewed genderless fashion history as a base but extended from 
Western to Eastern fields, from Modern to Ancient periods. The comparative studies 
in time and area as logical multidimensional thinking build for an alternative 
conceptual model for gender research. 
 
2.1 The Definition 
 
Under the trend, many newspapers, magazines, and multimedia have introduced or 
discussed this trend with the theme of unisex fashion. However, there is an 
interesting phenomenon worthy of a study: after reading the related reports or 
articles, there were several different vocabularies used for the same issue, such as 
slgqcv*Ȯlcsrp_j*Ȯ_eclbcpź,  Why do authors prefer to use these different vocabularies 
but not in one common vocabulary quickly? Some reports refer to the use of various 

https://paperpile.com/c/mkzwGO/6qzSC
https://paperpile.com/c/mkzwGO/APmv1
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dictionaries to replace "Unisex" more tends to use contrary with the vocabulary 
"gender" to refer to the unisex concept, or back to "neutral" in conservatively. If these 
different vocabularies give some signals of the unisex concept in fashion? 
These vocabularies have different fundamental ideas about gender. It is necessary to 
define the related vocabulary clearly before conducting research. 
 

2.1.1 Sex and Gender 
RfcȮtma_`sj_pwȮŴqcvŵȮ_lbȮŴeclbcpŵ have a similar meaning to sex, but people have 
bcdglcbȮrfckȮbgddcpclrjwȮqglacȮrfcȮ/73.q,ȮRfcȮbcdglgrgmlȮmdȮŴQcvŵȮgqȮ`_qcbȮmlȮrfcȮ
`gmjmega_jȮ_lbȮnfwqgmjmega_jȮl_rspc*Ȯ_lbȮŴeclbcpŵȮgqȮ`_qcbȮmlȮncpqml_jȮgbc_qȮ_lbȮ
qmagcrwŲqȮgbc_qȮ&N_mjcrrg*Ȯ0./3',ȮRfsq*Ȯncmnje begin to think about and accept the 
possibility of physical and psychological gender inconsistency and also about the 
concept of genderless.  
The Merriam-Webster dictionary mentioned the similar concept that the word 
"gender" has been used since the 14th century as a grammatical term, referring to 
classes of nouns designated as masculine, feminine, or neuter in some languages. 
The sense denoting biological sex has also been used since the 14th century, but 
this did not become common until the mid-20th century. Although the vocabulary 
 Eclbcp Ȯ_lbȮ QcvŵȮ_pcȮmdrclȮsqcbȮglrcpaf_lec_`jw*ȮrfcwȮf_tcȮqjgefrjwȮbgddcpclrȮ
connotations. 
Among the relative gender and sexuality studies, the clear delineation between "sex" 
and "gender" is typically that "sex" as biological forms tend to refer to biological 
differences. In contrast, "gender" involving behavioral, cultural, and psychological 
traits often refers to cultural and social differences. Moreover, it sometimes 
encompasses a broader range of identities than the binary of male and female. Due 
to the feature of "gender", people apply the two related compound terms into some 
combination of male and female, or neither male nor female to refer to the 
undescribed gender condition. (Leneck 1994) 
People are so sensitive to gender because people see the world with a binary view 
(Paoletti, 2015). People are angry when their conventions are being challenged, 
among the clothes often incite far more excitement and outrage (Fury, 2014). Since 
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designers began to rethink why we have limited our thinking to two poles, they have 
created many experiments about gender in fashion, such as androgyny and neutral. 
However, all of the thought is still limited in the flat model of sex and gender. 
 

2.1.2 The Definition of Relative Vocabulary 

Unisex  
The Cambridge dictionary and Oxford Dictionary define the word as an adjective in 
use by both sexes. However, the Merriam-Webster Dictionary defines "Unisex" as the 
condition of sex as unable to distinguish, especially the physiological state, and also 
recorded that the first known use of "unisex" in 1966.(Definition of UNISEX ). 

Neutral  
As Merriam-Webster Dictionary recorded, the first known use of "Neutral" in the 15th 
century. The Cambridge dictionary, Oxford Dictionary and Merriam-Webster Dictionary 
defines the word as relevant with people but not divided into male or female. 
However, in the fashion field, it refers to clothing without the features of male nor 
female. (Definition of NEUTRAL) 

Androgyny 
"Androgyny ", the first known use of in 1836 as the record in Merriam-Webster 
Dictionary. However, there are two definitions from Cambridge dictionary, Oxford 
Dictionary, and Merriam-Webster, one is the state not clear to recognize male or 
female, and the other is a combination with both sexes' physical characteristics. The 
second one is close to Jo Paoletti's definition that androgynous clothing is with the 
features of male and female but does not cancel out either.(Definition of 
ANDROGYNY ). 

Agender  
"Agender" is an entirely new vocabulary that even recognizes as a wrong spelling in 
some software and still no matching result in Oxford learners Dictionary retrieved in 
January 2021. But as the record of Merriam-Webster Dictionaries that the first known 
use of "Agender" in 2006. Cambridge and Merriam-Webster Dictionaries define 
agender as a person who has no particular inner identity of the male, female or 
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neutral, further denoting no recognizable gender concerns, especially personal-
psychological intimidation. Some articles also use no gender or genderless for the 
same meaning. (Definition of AGENDER ). 
 

2.1.3 Analyze and Discussion 
1. The Structure of Vocabulary 

RmȮaj_pgdwȮrfcȮqgkgj_pȮkc_lgleȮmdȮŴSlgqcvŵȮ_lbȮŴ?eclbcp *ȮrfgqȮstudy breaks apart the 
structure of vocabulary into "Prefix" and "Noun" to explore the difference between 
two vocabularies. First, according to the literature review explained that the 
tma_`sj_pwȮŴQcvŵȮ_lbȮŴEclbcpŵȮf_tcȮ_Ȯqgkgj_pȮkc_lgleȮ_rȮdgpqrȮ`srȮrfcȮbcdglgrgmlȮ
rmb_wȮmdȮŴQcvŵȮgqȮ`_qcbȮmlȮrfcȮ`gmjmega_jȮ_lbȮnfwqgmjmega_jȮl_rspcȮ_lbȮŴeclbcpŵȮgqȮ
`_qcbȮmlȮncpqml_jȮgbc_qȮ_lbȮqmagcrwŲqȮgbc_q,ȮRfcȮKcppg_k-Webster dictionary also 
pointed out the difference that although the vocabulary "gender" and "Sex" are often 
used interchangeably, they have slightly different connotations. "Sex" tends to refer 
to biological differences. In contrast, "gender" more often refers to cultural and social 
differences and sometimes encompasses a broader range of identities than the 
binary of male and female. 
On the other side, there is an obvious different meaning between the two prefix 
"Uni-" and "A-". According to the Oxford and Merriam-Webster Dictionary explain "Uni-
" as a prefix in "one, single, having one",  and Cambridge dictionary more clearly to 
"consisting of only one". The Dictionaries explain the prefix "A-" as "not; without". 
From these two prefixes that refer to different meanings, "Uni-" exists but not 
separate into two parts, more than that, could be combined into one.  In contrast, 
"a-" means not to exist; there are no separate parts to choose or combine.  
In the changing condition, not just the prefix "A-", the authors also use other suffixes 
in a similar function, such as "genderless" and "gender-free". The suffix "-less" 
explained in Dictionary as  "without, not doing, not affected by, destitute of the thing 
mentioned" and "-free" as in the same meaning.  
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Figure  1  The analysis of the structure of vocabulary. 
 

LmȮk_rrcpȮnpcdgvȮŴ?-ŵȮmpȮrfcȮqsddgvȮŴ-jcqqŵȮ_lbȮŴ-dpccŵȮ_pcȮlce_rgtcȮrcpkq*ȮnmglrȮsqȮglȮ
the same direction that means "no exist". It is not essential to consider nonexistence. 
Compare to the prefix "Uni-" means having one in existing, it is clear that how the 
unisex concept changes from the prefix chosen.  
With the traditional binary view of sex and gender, people separate the sex into two 
parts and then apart gender into several parts as an improvement. However, no 
matter how many parts, the old concepts still exist and still draw people into groups. 
Today the new concept is to abandon the old concept via escaping the existing layer 
and free the existing space.  
 

2. The Released Time Table of Relative Vocabulary  
After the study of relative vocabulary definition, the study sorts out the released 
timing information as a list to help clarify the development and transformation of 
gender concept changed. 
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Figure  2  The timeline of sex and gender issue words in first Known use. 
 

2.2 The History of Unisex Fashion 
 
Even the research is based on a global view to collect and analyze necessary steps 
to review how unisex fashion develops in Western fashion history and to understand 
how the designer produces the unisex concept in practice.  
Throughout Western fashion history, the society set up strict dress codes based on 
gender, requiring individuals to obey, and where the design is very different. The 
situation lasted a long time until the nineteenth century. Take a short road down the 
memory lane of modern fashion history; there is not much fluctuation in mclŲqȮuc_pȮ
ugrfȮrfcȮqfgdrȮglȮrcarmlga*Ȯqr_rcjw*Ȯ_lbȮqjmu,ȮGlȮamlrp_qr*ȮrfcȮqs`hcarȮmdȮUmkclŲqȮuc_pȮ
is vagaries from the fit, flare, oscillating hemlines, and ever-perambulating into 
erogenous areas (Fury, 2014). The difference signs us strict dress code still rules both 
genders even in different ways to intensify the social roles.  
Kimberly Chrisman-Campbell has sorted out the brief history of unisex fashion to 
describe how people begin to rethink a divided gender concept and reflect on the 
gender experiments in design (Kimberley, 2015). Therefore, unisex is an issue that 
continues to evolve. Among these different concepts, designers create different 
works with their understanding. People have made various attempts to merge, 

https://paperpile.com/c/mkzwGO/pN5Mr
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separate, or combine the gender characteristics, and with varying interpretations of 
the concept of unisex, the designers have created different works.  
In 1911, French designer Paul Poiret created the first pants for women, called Harem 
Pants, with loose-fitting and wide-leg trousers inspired by Eastern culture (Harold 
Koda, n.d.), as shown in figure 3. The design was seen as controversial as Western 
women typically did not wear trousers. It is a new notion of women wearing pants, 
and then opponents and confusion came out simultaneously. Nevertheless, the 
trend kept developing and sort the confusion out by fashion. Adam Geczy pointed 
out that Harem Pants represent the moment at which Western fashion began to 
challenge traditional cultural style (Geczy, 2013). Most European cultures have 
permitted women to wear pants since the early 1900s and became more widespread 
during the 1920s and 1930s.  

 

Figure  3  Harem pants, the first pants for women with loose-fitting and wide-leg 
trousers. 
 

2.2.1 Palazzo Style Trousers  
D_qfgmlȮbcqgelcpȮAmamȮAf_lcjȮqnmrrcbȮrfcqcȮcjce_lrȮkclŲqȮrpmsqcpqȮmlȮ_ȮrpgnȮrmȮ
Venice and gained rfcȮgbc_ȮrmȮ`mppmuȮrfcȮkclŲqȮrpmsqcpqȮglrmȮumkclŲqȮqrwjcȮ
trousers (Susan, 2019). Chanel recognized that the fluid fabric and long lines were 
exceedingly flattering to the female form with her designer eye and cleverly adapted 
rfcȮbcqgelȮdmpȮumkclȮglȮfcpȮamjjcargmlqȮglȮ/700,ȮN_j_xxmȮn_lrqȮ_pcȮjmleȮumkclŲqȮ
trousers cut with loose, extensive leg flares out from the knee. Coco Chanel wore 

https://paperpile.com/c/mkzwGO/ypfCp
https://paperpile.com/c/mkzwGO/ypfCp
https://paperpile.com/c/mkzwGO/cKsoC
https://paperpile.com/c/mkzwGO/kDNQK
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Palazzo pants in the 20s with controversy, as figure 4 shows. Later by avant-garde 
actress Katharine Hepburn in the 30s, palazzo pants first became popular during the 
1960s.  

 

Figure  4  The picture of Coco Chanel wore Palazzo style trousers (Susan, 2019). 
 

2.2.2 Le Smoking Suits  
The tuxedo, Le Smoking, is the most iconic design from the fashion designer Yves 
Saint Laurent. The garment was reserved only for men initially, but he adopted a 
traditionally masculine suit to the female body with the same concept to replace a 
skirt traditionally, but not hsqrȮ_lȮcv_arȮamnwȮmdȮrfcȮkclŲqȮrsvcbm,  
The proposed pantsuit was an unusual design for a suit within the fitted sleeves and 
belted waist, while the wide pants were flattering for the legs presented by the 
fashion illustration (Laurent, 1966) as shown in figure 5. In style, typically female 
accessories, such as heels and jewelry, but still had the model wear a necktie and 
felt hat. 

https://paperpile.com/c/mkzwGO/x8aZo
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Yves Saint Laurent said, "For a woman, the tuxedo is an indispensable garment in 
which she will always feel in style, for it is a stylish garment and a not a fashionable 
garment. Fashions fade, style is eternal."(Laurent, 1966) 

 

Figure  5  The manuscript of le smoking by Yves Saint Laurent.(Laurent, 1966) 
 

In 1975, the photographer Helmut Newton took the iconic photography, Rue Aubriot, 
for "Paris Vogue." The actress Vibeke Knudsen styled in a deliberately androgynous 
outfit "Le Smoking" with pin-striped wide leg formal trousers and white tie to 
immortalize Yves Saint Laurent's aesthetic(Wrigley, 2012). 

 

Figure  6  Rue Aubriot, by Helmut Newton for "Paris Vogue" ů 1975 Yves Saint 
Laurent's 'Le Smoking' suit. (Wrigley, 2012) 

https://paperpile.com/c/mkzwGO/x8aZo
https://paperpile.com/c/b69Klz/ryz2
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2.2.3 Subculture Effect on Unisex Fashion 
The notion of the decade 1960S as "Counter culture" which Aggregate of "Youth 
culture", "POP culture", "Sexual freedom", and "the movement of women's right" (Yeh, 
2000). 
The fashion revolution that happened in the 1960s and 1970s from London, named 
 WmsrfȮOs_icŵȮ`wȮTmescȮk_e_xglc*ȮwmsleȮncmnjcȮ`ce_lȮrmȮapc_rcȮrfcgpȮajmrfgle,Ȯ
People can choose personal preferred clothing styles in different directions as the 
core concept, therefore difficult to recognize fashionable or not. There are various 
wearing choices for men and women, no matter the traditional standard business suit 
or brightly colored shirts, very wide neckties, or bell-bottom trousers. The young 
generation led the fashion movement to ask for the clothes that reflected personal 
values and adopted a massive range of diverse styles; people could stand out in 
such a tolerant clothing climate that was deliberately bold or shocking. This fashion 
upsurge explores an open mind and affects the following fashion trends.  
As the 1960s moved into the 1970s, fashion became progressively more casual 
across all genders and ages (Reddy, 2019), the flared trousers, jeans, and long hair 
ucpcȮ_jjȮugbcqnpc_bȮkclŲqȮqrwjcq, 
 

2.2.4 Peacock Revolution  
Not just the women's wear pushed the boundary fading, but men's wear as well. The 
Peacock Revolution was when male fashion returned to color and display and made 
the gender boundaries of men's and women's clothing no longer distinct. This period 
was "the Great Masculine Renunciation," coined by psychoanalyst John Carl Flügel, 
the process of menswear removed simplicity and order and to denote in the male 
dress with excess color and decoration at the turn of the 19th century (Fury, 2014). 
Before the 1960s, men's fashion was generally based on a conservative template 
without much movement for over a hundred years. During the 1960s, a massive shift 
in men's fashion, as the standard template of the tailored suit gave way to more 
flamboyant styles and various experimental attempts at men's clothing on neutral 
models, heavily modified by form, material, and details (Victoria and Albert Museum, 
2013).  

https://paperpile.com/c/mkzwGO/i5BFJ
https://paperpile.com/c/mkzwGO/i5BFJ
https://paperpile.com/c/mkzwGO/cx2GB
https://paperpile.com/c/mkzwGO/VJcqW
https://paperpile.com/c/mkzwGO/lM7JK
https://paperpile.com/c/mkzwGO/lM7JK
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For example, the fashion designer, Pierre Cardin, transformed the standard man's suit 
template and accommodated subtly daring new elements to the "collarless jacket," 
the classic styling look popularized by The Beatles in 1963, and slim-fitting trousers, 
matched with heeled boots rather than shoes as seen from figure 7 (Victoria and 
Albert Museum, 2013). 

 
Figure  7  The icon of the Peacock Revolution, The Beatles, worn the collarless suit 
in 1963.(Yeh, 2000) 
 
The "Peacock Revolution" not just changed men's fashion, but also men's bodies. 
Men who wear the design have to change their style and have to reshape their 
bodies, from traditional strong to thinner figure. The designer rethinks the concept of 
power and masculinity, uniformity and modernity, and luxury. Fashion is not the only 
costume but the presented physical reproduction and desire. The Beatles and David 
Bowie can become "sex symbols" with usually dressed up, wearing glamorous and 
beautiful costumes with the male and female faces, men and women's 
temperament both(Shih, 2017), as seen from figure 8. 

https://paperpile.com/c/mkzwGO/lM7JK
https://paperpile.com/c/mkzwGO/lM7JK
https://paperpile.com/c/mkzwGO/nt10q
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Figure  8  The icon of the Peacock Revolution, David Bowie, famous of his bold 
dressing and makeup (Pin Ups Ű David Bowie, n.d.). 
 

2.2.5 The Blue Jeans 
As the 1970s approached, the clothing trend became increasingly unisex and 
informal (Reddy 2019); one of the iconic examples is "Blue denim jeans," designed by 
Levi Strauss and Jacob Davis. They combined copper rivet reinforcements with tough 
denim and leading to the first manufactured waist overalls in 1873(LEVI STRAUSS, 
n.d.). The jeans were just work-wear at first and then symbolized as a counter-
cultural garment, widely worn and promoted by global brands (Yeh, 2000).  
As a symbolic cultural icon, denim is readily associated with rebelliousness, 
individuality, and self-expression. On the other hand, women embrace sexual 
liberation through their clothing by wearing denim jeans to highlight women's 
freedom and independence. Movie star icons such as Marilyn Monroe redefined 
denim jeans with highly stylized and sexualized roles and led the young generation 
to emulate (Hawthorn, 2018) as shown in figure 9. Denim jeans became mainstream 
wear eventually. 

https://paperpile.com/c/mkzwGO/FA20M
https://paperpile.com/c/mkzwGO/FA20M
https://paperpile.com/c/mkzwGO/i5BFJ
https://paperpile.com/c/mkzwGO/5mw5Q
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Figure  9  Celebrities Marilyn Monroe wore denim jeans.(Marilyn Monroe Jeans, 2017) 
 

Blue jeans with dark hue and stiffness became popular fabric for trousers in the 
1950s became the uniform of progress. From miners, cowboys, rebels, rock stars, and 
everyday men and women, the jeans moved from work clothes to rebellious pants 
to high fashion items. Today, not only worked inŰbut lived their lives in, the denim 
jeans had become an essential item for both men and women. Denim became a 
popular element with the features regardless of age or gender as the main fabric in 
the multi textile product (Yeh, 2000) 
 

2.2.6 The Bellbottoms 
In the 1970s the traditional distinctions between male and female dress became 
blurred. Taking inspiration from the 1930s and 1940s, the design, such as lapels and 
trousers, took on exaggeratedly wide dimensions for both men and women (Victoria 
and Albert Museum, n.d.). The new design appeared within the design trend and 
became a fashion icon: Bellbottoms, pants with legs that become wider below the 
knee. 
The Bellbottom is a pair of pants that allowed men and women to wear both as an 
essential feature to point to the Hippies concept of no gender costume (Yeh, 2000). 
Under the influence of the Hippie band at the time and a counter-mainstream 

https://paperpile.com/c/mkzwGO/i5BFJ
https://paperpile.com/c/mkzwGO/mIZI4
https://paperpile.com/c/mkzwGO/mIZI4
https://paperpile.com/c/mkzwGO/i5BFJ
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culture, the unisex style flared pants became the basis of young people and 
transformed change into fashion. During that decade, people of all classes or gender 
were proud to wear such pants. Bellbottom pants have become the most iconic 
costume of the era. 

 

Figure  10  ABBA members were in bell bottoms.(ABBA Annual 1974, n.d.) 
 

2.2.7 Oversize  
The oversize trend could be traced back to the 1920s in Western fashion released a 
more loose-fitting fashion for both genders, and with it came a new set of ideas and 
collisions for both genders and present in garment design.  
In the trend, fashion became a-channel for people to express themselves outside of 
the confines of a very strict gender binary by the liberation manifested itself 
physically in the relaxed fit of garments. Such as Chanel's famous "Two-Piece" sought 
to minimize signifiers of overt femininity by flattening the appearance of breasts and 
hips. More than that, the oversize trend also appeared in another field: the street 
fashion with skateboarding and early hip-hop culture (Tia 2017). People hide gender 
silhouettes in one large garment. On the opposite, the controversy came in with a 
paradox that the concealing gender silhouette benefits the gender-fair?  
Figure 11 list some oversize garments that a trend report from the collections sign a 
message that the oversize garment is a form to cover gender silhouettes but contains 
all kinds of style, from formal to informal, from Minimalism to Decorativism. 
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Figure  11  The oversize trend (Yaskey, 2019) 
 

2.2.8 Normcore 
Normcore is a fashion movement named by K-Hole1 in 2014, composed of two 
words, "Normal" and "Hardcore" as a portmanteau(Lischinsky, 2014),  which is referred 
to as an attitude,  but not a particular code of dress(A. Williams, 2014). A traditional 
and simple dressing way considered a particular style in fashion design, the 
Cambridge dictionary explained.  
However, Normcore remains a matter of debate, which is just not a fashion trend, 
but a broader sociological attitude about throwing away the pretense and falling into 
activities enjoyable, whether mainstream or not (A. Williams, 2014).  
With the kind of dispute and ambiguous concept, the Dutch designer Christian 
Heikoop presents Avant-garde design as figure 12 to the public with his realization in 
Normcore: people consciously choose not to distinguish themselves. He set up three 
basic guides to Intersecting fashion and design (Ladong, 2017):  
1. Raggedness: secluding one's body from view. 
2. Anonymity: keeping to one's self and dressing inconspicuously. 
 3. All-in-one: limiting the options by which one distinguishes him/herself. 
  Among the dispute and ambiguous new concept, gender is no longer an 
essential issue like the previous fashion trend. From the "Raggedness" guide; the 

                                                           

1 K-Hole is a New York-based group of trend-forecasting collective and theoretically 
minded brand consultants whose members have backgrounds in art and marketing (A. 
Williams, 2014).  

https://paperpile.com/c/mkzwGO/6PWe1
https://paperpile.com/c/mkzwGO/PcjB2
https://paperpile.com/c/mkzwGO/PcjB2
https://paperpile.com/c/mkzwGO/6WFx
https://paperpile.com/c/mkzwGO/PcjB2
https://paperpile.com/c/mkzwGO/PcjB2
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designer tends to hide individual feature silhouettes but not just gender. The wearers 
do not distinguish themselves from others by their clothing and consciously involve 
dressing neutrally to avoid standing out. The Normcore trend is another 
phenomenon that reflects the gender concept transfer from "Unisex" to "Agender". 

 
Figure  12  DsrspcȮmdȮLmpkampcŵȮ`wȮAfpgqrg_lȮFcgimmn,&J_bmle*Ȯ0./5' 
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2.2.9 The Comparative Timetable of Vocabulary and Unisex Fashion History 

 
Figure  13  The comparative timetable of vocabulary and the history of unisex 
fashion. 
 
The study collected the history of unisex fashion to compare with the development 
with the transformed definition of "Sex" and "Gender." Figure 13 combines and lists 
the fashion trends and vocabulary with a timeline to sort out the relationship of the 
unisex concept and fashion works in transformation. 
From the timetable combination of the vocabulary produced and the history of 
unisex fashion, people created a new vocabulary for some essential and useful 
reasons, such as to clarify the different meanings that easily be confused in one word. 
This sentence can be a reasonable explanation that the gender-free fashion is a hot 
trend nowadays but not happens suddenly interpreted from the development of 
genderless fashion since 1920. After the hard efforts so often, gender-free fashion can 
exist in the public field of vision successfully and continue.  
Meanwhile, from the modern fashion trend, transformation tells something. The 
concept of unisex sensibility and the change of woman role pushed women's 
womenswear to develop a positive temperament by handsome design for 
women.  On the opposite, the menswear removed the typical simple rough style suit 
but feminine temperament design with decorativeŰeventually, the two-gender 
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trend-forward in the same direction: unisex fashion. Today, the unisex concept is not 
clmsefȮrmȮq_rgqdwȮ`srȮamkcqȮ_lmrfcpȮ_bt_lacbȮamldsqgleȮamlacnr8ȮŴ?eclbcpŵȮ_lbȮ
"Normcore" trend. The fashion history still goes on and expect the designer to 
present new fashion collections with their realization.  
 
2.3 The Ancient Costume of Unisex Fashion. 
 
Fashion also catches a lot of attention and discussion in Asia. However, the studies 
about unisex fashion are based on a discussion of western history and culture. 
Backtracking the costume history of western and eastern, the relationship between 
gender and fashion was not as strongly defined as today. Some design was universal 
to both males and females, such as Chiton from ancient Greece, Shenyi from ancient 
China and Jongkraben from ancient Thailand. The eastern unisex costume is worthy 
of discovery and study, especially the different costume structures between Western 
and Eastern culture, the three-dimensional draping style and two-dimensional 
pattern. With different practice principles and element arrangement to design, they 
reach the same objective - fashion for men and women as universal clothing.  

2.3.1 Chiton from Ancient Greece (750 BC-30 BC).  
1. The Introduction of Chiton 

Chiton is a classic draping design since ancient Greek and worn for all, including men, 
women, and children. The Chiton was made from a single long rectangular piece of 
fabric without cutting, of the same shape and size, and wrapping on the human body 
to present the spirit of freedom (Yeh, 2000). It was not cut out and not sewn, then, 
thanks to the many draperies that created their rhythm and dynamics, each costume 
was different from the other. In addition, for a functional purpose, the design is so 
simple due to serving another use as a blanket (Moulton, 1998). 
The ancient Greeks' clothing throughout the entire period of their history by the 
manufacturing method remained the same; only its dimensions, fabric, decoration, 
and ornaments changed. In some periods, the Greek costume became elaborate with 
rich patterns and embroidery, but the basic forms of garments did not change 
(Moulton, 1998). 

https://paperpile.com/c/mkzwGO/i5BFJ
https://paperpile.com/c/mkzwGO/luNRK
https://paperpile.com/c/mkzwGO/luNRK
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Figure  14  The styles of Chiton.(Yeh, 2000) 
 

2. The Garment Detail of Chiton. 
The Chiton consisted of a simple design without cutting or sewing but just a large 
rectangle material in wool, linen, or silk. The garment lies on the body loosely but 
not fitted and just held by a belt, pins, buttons, or stitching (Moulton, 1998). 
The length of Chiton depends on the wearer's height, and the width is about from 
the left-hand finger to the right-hand finger as the measurement fabric. People pin 
the fabric on the shoulder to hand as a row for loading in Ionic Chiton style, but 
Doric Chiton needs to use double-width fabric for the style and pin on the shoulder 
as the main loading as figure 15(Yeh, 2000).   

 
Figure  15  The wearing style of Chiton.(Yeh, 2000) 

https://paperpile.com/c/mkzwGO/luNRK
https://paperpile.com/c/mkzwGO/i5BFJ
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2.3.2 Tunic from Ancient Rome (753BCů476AD).  
1. The Introduction of Tunic 

The early Roman costume was similar to Greek. However, with times, the Roman 
developed the feature expressing the individual by costume, even specialized to 
social class, age, and the occasion. Nevertheless, the difference specialized in 
decoration but not in the form, such as some garment with a decorated border, the 
width albȮamjmpȮbcrcpkglcbȮ`wȮrfcȮuc_pcpŲqȮ_ecȮ_lbȮqmag_jȮaj_qqȮ(Moulton, 1998). 
Even with the social difference, the Tunic was still worn by men and women and 
people of all classes (Yeh, 2000).  

 
Figure  16  The Tunic (Yeh, 2000) 

2. The Garment Detail of Tunic. 
The Tunic had a lot in common with the Greek Chiton, but, unlike this, it was a 
patchwork garment of several pieces of fabric sewn together(Yeh, 2000). Compare to 
the simple Greek Chiton, just a single rectangle with uncut and minimal stitching, the 
roman garment, Tunic, is more complicated. Roman Tunic consisted of rounded and 
cross-shaped pieces of material but still keep in rectangles (Moulton, 1998). Tunic 
consisted of two pieces of material, front and back, stitched together at the sides but 
with holes or short sleeves for the arms. The wearer slipped Tunic over the head and 
fastened with a belt in waist. The length of the Tunic could be different, but 
generally, it reached down to the middle of the calf for men and was longer and 
looser for women (Moulton, 1998). 

https://paperpile.com/c/mkzwGO/luNRK
https://paperpile.com/c/mkzwGO/i5BFJ
https://paperpile.com/c/mkzwGO/i5BFJ
https://paperpile.com/c/mkzwGO/luNRK
https://paperpile.com/c/mkzwGO/luNRK
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2.3.3 Shenyi from Ancient China (772BC-8AD). 
1. The Introduction of Shenyi 

As an icon of traditional Chinese costume, Shenyi had a significant influence on 
Chinese costume history because of its wide-ranging and long-term presence in 
culture. Early Shin-Yi was a fashionable style during the Spring and Autumn Period 
and the Warring States Period until the Eastern Han dynasty (Deng, 2017). It was a 
strong trend amongst people, whether they were noble or plebeian (working-class), 
old or young, men or women (Yeh, 2000). According to the study of the Zhou 
Dynasty Clothing System Major: Chinese Ancient History, Li Yan  explains the 
characteristic that the Zhou Dynasty produced joint-bodied clothing applicable to all 
classes with a breadth of application to people, no matter if they were noble or 
plebeian, old or young, male or female(Li, 2016). The book entitled "The Study of 
Chinese Ancient Costume" provides more evidence through the male and female 
wooden figurine of the Warring States Period dressed in Shenyi, both shown in Figure 
17 (Congwen, 1992).

 
Figure  17  The Warring States Period male and female wooden figurine dressed in 
Shenyi (Congwen, 1992). 
 
 
 
 

https://paperpile.com/c/mkzwGO/jXcDV
https://paperpile.com/c/mkzwGO/i5BFJ
https://paperpile.com/c/mkzwGO/3xVz
https://paperpile.com/c/mkzwGO/13LTX
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There were three periods of Shenyi: the beginning around the early Qin dynasty, then 
the maximum period in the Qin Han dynasty, before disappearing in the Wei-Jin 
North-South Period. Nevertheless, Shenyi's influence was still of importance in the 
following history (Deng, 2017). Many Chinese scholars researched to record and 
define Shin-Yi since the ancient period, such as Zhu Xi of the Song dynasty, Huang 
Zongxi of the Ming dynasty, and Jiang Yong of the Qing Dynasty. 

2. The Garment Detail of Shenyi. 
The chapter on Shenyi from the Chinese classic, the Book of Rites, explains the 
meaning of Shenyi in Chinese. It is an item of deep clothing where the top is 
connected to the bottom to cover the body deeply (Congwen, 2018). The Japanese 
scholar Nakai Riken studied and drew the template of Shenyi, as seen in figure 18 
presented (Riken, 1765). 

 
Figure  18  The template of Shenyi (Riken, 1765). 
 

Another chapter in the Book of Rites mentioned two characteristics of Shenyi, the 
connection between top and bottom, and fitting for males and females both. Fitted 
to different requirements, the size of the fabric must be large enough. The study of 
Structural Analysis of Shenyi Sleeve Evolution mentions how people decide the 
dimension of garments: the cloth width determines the garments' structure. People 
considered the integrity of the fabric width and motif as the priority, not the human 
body's comfort and beauty. The concept also reflected how people respect the 
object and it reflects frugality (Deng, 2017). 
 

https://paperpile.com/c/mkzwGO/jXcDV
https://paperpile.com/c/mkzwGO/VOUd8
https://paperpile.com/c/mkzwGO/wBRLG
https://paperpile.com/c/mkzwGO/jXcDV
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2.3.4 Jongkraben from Ancient Thailand (600ADů 1300AD).  
1. The Introduction of Jongkraben. 

Jongkraben is a traditional Thai style bottom for males and females, lower-body, 
wrap-around clothing worn, and still worn on some formal occasions (LilyLi, 2019).  In 
Thailand, Jongkraben can trace its usage back in the Dvaravati2 period until the late 
Rattanakosin period. In Thailand, Jongkraben can trace its usage back in the Dvaravati 
period until the late Rattanakosin period Chantararat, 2017).  

 
Figure  19  The male costume in the Dvaravati period (Chantararat, 2016) 
 

In Thailand, Jongkraben can trace its usage back in the Dvaravati period until the late 
Rattanakosin period. Mayrissara Chantararat, in the research of Jongkraben, also 
mentioned about the history of Jongkraben in unisex. In Thailand, Jongkraben can 
trace its usage back in the Dvaravati period (6th ů 13th centuries) until the late 
P_rr_l_imqglȮncpgmb,ȮRfcpcȮf_qȮ`cclȮctgbclacȮmdȮrfcȮncmnjcŲqȮamqrskcȮglȮrfgqȮncpgmbȮ
found in stone carvings depicting a male aristocrat wearing Jongkraben. The aristocrat 
was described as shirtless and adorned with an ornament such as earrings, bracelets, 

                                                           
2  Dvaravati was an ancient kingdom of Southeast Asia which is now Thailand and 
also refers to a culture and an art style that flourished from the 6th to the late 11th 
century. 

https://paperpile.com/c/mkzwGO/qA8zC
https://paperpile.com/c/mkzwGO/e8pd
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and belts. Female attire was similar, though there was a light fabric draped over their 
breasts (Chantararat, 2017). 
Another evidence later is the list of the costume of the Ayutthaya3 period from the 
exhibition of SACICT4: the dress has many styles for a different use, such as for social 
level or working need. However, no matter whether men or women, noble or 
proletariat, people wore pants like a costume, Jongkraben. 

 

Figure  20  The exhibition of costume in Ayutthaya period (SACICT). 
 

                                                           
3 Ayutthaya was a Siamese kingdom that existed from 1350 to 1767. Ayutthaya was 
friendly towards foreign traders and was described by international traders as one of 
the biggest and wealthiest cities in the East in the 16th century. 
4 SACICT (The SUPPORT Arts and Crafts International Centre of Thailand) aims for 
excellence in the management, production and marketing of Thai handicrafts to 
propel Thai arts and crafts products towards local and international recognition.  

https://paperpile.com/c/mkzwGO/e8pd
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2. The Garment Detail of Jongkraben. 
With a unique and complicated draping technique, Jongkraben takes a single piece of 
fabric and requires different tying and rolling steps that would result in a pair of 
voluminous pants. However, Jongkraben manifested itself into puffed-up pants with 
intricate details and several aesthetic features (S. Williams, 2018).  
Draping is a traditional skill since ancient times that people use a single piece of 
fabric to cover the human body for warmth and politeness, for male and female 
both. In different countries, with varying material techniques, people develop unique 
cultural costumes in similar draping skills, such as Greek Chiton, India Sari, and more, 
wrap or tie in a simple style for the user. However, compared to other draping styles, 
Thai Jongkraben is more complicated. The research of Mayrissara Chantararat 
introduced how complicated it is to complete a Jongkraben. Around the world, no 
other draping technique can be as astounding as that of Jongkraben, which requires 
different steps of tying and rolling of fabric that would result in a pair of voluminous 
pants. It only takes a single piece of fabric, plus a knowledge of how to wear it. How 
to wear Jongkraben is a knowledge that people need to study because the whole 
process needs eight steps to complete from a piece of fabric to paint like the 
costume. Mayrissara Chantararat explicitly draws the steps to present the entire 
process in the research of the transformation of Thai Jongkraben: A guideline of 
fabric draping techniques (Chantararat, 2017). 

https://paperpile.com/c/mkzwGO/Crd2a
https://paperpile.com/c/mkzwGO/e8pd
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Figure  21  The process of traditional Jongkraben (Chantararat, 2017)   
1: Tie the cloth around the waist to create a waistline   
2: Fold the remaining strand in half. Roll the folded strand   
3: Fold the remaining strand together into layers  
4: Put the entire strand between the legs. Tie the strand in place using a string   
5: Insert the strand under the string. Coil it into a roll  
6: The leftover strand is a tuck under the hem 
 

2.3.5 The Findings from Ancient Unisex Costume. 
1. The Relationship between Costume and Gender 

In the development of fashion history, whether it is eastern or western, the 
difference in clothing for gender is an important issue. There was no actual rule for 
clothing gender in ancient history. People wore a large tangle cloth to cover the 
body, whether they were women or men in ancient Greece or Roman but identified 
by bodily decoration, such as hairstyle and jewelry (Yeh, 2000). The connection 
between clothing and gender was formed by social demand. Hence, the difference 
between European gendered clothing tended to be active during the fourteen 

https://paperpile.com/c/mkzwGO/i5BFJ
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centuries. The connection between gender and clothing was made for social and 
political purposes.  

2. The Garment Structure of the Ancient and Modern Design  
With a long time's development, the ancient garment is quite different from what 
people wear today. The significant difference is that, firstly, modern garments are 
made by multi pieces of cloth cut and sewn together but throughout the ancient 
costumes made by single or few pieces with minimal sewing, due to the limited 
technologies of fabric and stitching for the design. 
Secondly, modern garment design tends to fit with the bodyŲq ergonomics with the 
torso, arms, and legs. The modern garments are often more snugly and fixed than 
ancient garments to the human body. In contrast, the ancient garments never fitted 
to the body but in a loose and flexible condition (Moulton, 1998). 

3.  Silhouette Transformation 
After collecting the literature, the study sorts out the related unisex fashion trend 
with a timeline in figure 22 to analyze the silhouette transformation. From the 
silhouette transformation, the study sorts out five modes that fashion designer took 
in the past as below: 

 

Figure  22  Silhouette Transformation 
 

1. Blur Silhouette with Waist Adjustment  
Both the ancient garment of Western and Eastern tend to fit the body with a loose 
design, causing the gender silhouette to be blurred. Even the form design does not 
specialize in gender, but the waist fastens belt could show some gender features. 
 

https://paperpile.com/c/mkzwGO/luNRK
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2. Emphasize the Gender Silhouette  
For social demand, the garment design specializes in gender features by costume, 
especially in Western culture. The design tends to fit with the human body and tries 
to create a strong sexual feature in silhouette differently, such as a strong inverted 
triangle for men's upper design and unreasonable tiny corset for women. 
3. Exchange the Gender Silhouette or Feature  
Since people begin to fight with the stringent gender costume code, the designer 
recognized opposite gender costume element to create strong rebelliousness while 
wearing. The designer decreases the gender feature silhouette in design to resist the 
old garment and decorated in another gender style.  
4. Universal Design for All Gender  
The male and female garments tend to each other in design, the universal and large 
as a natural solution in design.  
5. Remove the Silhouette of Gender. 
With the concept of unisex is transferring, the designers provide another thinking in 
which gender is not an essential role in fashion design. Then the designers try to 
remove or hide all the gender features as an experimental garment design. 
 

 2.5 Modern Unisex Fashion  
 
Unisex fashion is a progressive issue about exploring the future of human society and 
culture in gender. For a long time, people from different backgrounds have discussed 
gender neutrality and developed the concept through a vigorous approach. Fashion 
designers have made various attempts to merge, separate, or combine gender 
characteristics. With different interpretations of the concept of unisex, designers have 
created different works in history with focuses not just on history but also further on 
the unisex design in modern fashion. How the young fashion designers think of the 
gender concept and develop into the garment design formed the genderless brand 
in modern fashion. The study chooses the two important unisex fashion brands to 
introduce as below: 
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2.5.1 RAD BY RAD HOURANI 
RAD HOURANI-the First Ever Designer To Present A Unisex Couture Collection In The 
History of Fashion. 

 
Figure  23  RAD HOURANI UNISEX HAUTE COUTURE COLLECTION #6(Hourani, 2013) 
 

In neoteric fashion history, Rad Hourani created the first unisex gender neutral ready 
to wear collection in 2007. The introduction from his official website described his 
basic concept that he sees modernity as an odyssey free of nations, gender, age, race, 
limits, and conditioning. His work is an attentive observation of humanity that 
celebrates neutrality as a defining human trait. The rad Hourani neutral process 
advocates non-conformity as the essence of individuality (Houran, 2007). Rad By Rad 
Hourani presents a new and creative unisex brand for the fashion industry, as shown 
in figure 23 presented with point no gender, no rules, more arbitrary and cozier. The 
garment shuttles are symmetry and identical for both gender design but with the 
exchangeable details Xing, 2012). His vision is centered on neutrality, proposing 
neutrality as a new universal vision. In his view, he is sketching a newer, freer way to 
live (Houran, 2007). 

https://paperpile.com/c/mkzwGO/x2AFZ
https://paperpile.com/c/mkzwGO/WJQt5
https://paperpile.com/c/mkzwGO/x2AFZ
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Figure  24  RAD HOURANI UNISEX HAUTE COUTURE COLLECTION #6(Hourani, 2013) 
 
Rad Hourani keeps presenting the Unisex collection and he pushed the study of 
anatomy since his first couture collection in 2007. The way to understand his 
concept and method not just from the collection but a better way in his 
photography project: "unisex anatomy - exit." Rad Hourani proposed a simple 
question: before garments, there is the body. For the question, he took one year to 
understand human morphology from deconstruction to reconstruct the garments 
that unify both sexes and transcend age, race and religion (Hourani, 2011).  
Based on the study of human anatomy, Rad Hourani dissects the human body with 
digitally medical precision to create sensual genderless compositions. Rad Hourani 
positioned the nudes skillfully and graphically and people lose the sights of gender 
but see the light, shadow, movement, and a torso. They are genderless. The unisex 
collection reflected Rad Hourani's complicated research in the body's pictorial 
dissection, translated into the unisex anatomy photography (Hourani, 2011). 
 

https://paperpile.com/c/mkzwGO/LoAsl
https://paperpile.com/c/mkzwGO/LoAsl
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Figure  25  The Photography Project of RAD HOURANI: UNISEX ANATOMY - 
EXIT.(Hourani, 2011) 
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2.5.2 BLINDNESS 
BLINDNESS-The Gender Free Collection from Korea. 

 

Figure  26  Blindness studio spring/summer 2018 at Seoul fashion week 
 

Blindness is a young and unique brand from two Korean designers, Kyu Yong Shin 
and Ji Sun Park, in 2013, Known for the clean unisex clothes with clever charms and 
graphics details (Kim, 2016). They drew attention abroad since it was on the shortlist 
of the LVMH Prize 2017 and successful debut in London. For BLINDNESS, fashion is 
not just clothing but strives to express messages of our society's culture through 
fashion, and the fundamental concept is breaking the gender barriers introduced by 
the brand (Blindness Studio, 2013). They explain more than genderless garments but 
expect to break the boundaries in fashion (Kim, 2016).  
BLINDNESS creates the experimental collections to express the concept that breaks 
the boundaries of social rules that have been formed and regulated. For example, 
the FW19 season's collection, "Control through Clothing," sought to express a society 
controlled and classified by clothing, defiance of sociological binary norms, and aims 
to be gender-fluid. Under the "gender fluid" nature of BLINDNESS, the collection does 
not place a gender distinction in clothing. The designers prefer that regardless of who 
wears the clothes is noticeable for silhouettes' appearance could be free and 
beautiful (Blindness Studio, 2013). 
They are good at breaking the gender boundary by adding ruffles and curved lines in 
the clothing, such as jumping from firm to soft, with a mix of atypical layering. 

https://paperpile.com/c/mkzwGO/kbmAu
https://paperpile.com/c/mkzwGO/4dY9w
https://paperpile.com/c/mkzwGO/kbmAu
https://paperpile.com/c/mkzwGO/4dY9w
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Through exaggerated and amorphous silhouettes, the hints of opulent costume in 
flowing tulle. They also try to express diversity by using various patterns while mixing 
heavy materials with light materials. Alternatively, expressing a genderless mood by 
encapsulating these conflicting through the juxtaposition of untraditional fabrics 
(Blindness Studio, 2013). 

 
Figure  27  The characters of Blindness in two strong contrary 
combinations.(Blindness, 2019) 
 
2.6 The Trend Reports of Unisex Fashion 
 
The unisex fashion trend is not just a craze but also mirrored the social changes 
throughout the 20th century. (Kimberley, 2015). The report about unisex fashion 
posted in New York Times 2015 mentioned the unisex trend development and 
changing the fashion field (La Ferla, 2015). The unisex trend today derives much of its 
impetus from fashion's fixation with the '60s and '70s. Since that earliest incarnation, 
the movement has gained traction, its latter-day grooviness the outgrowth of a 
loosened-up cultural climate. She also quoted words about how the fashion industry 
celebrities interpreted unisex trends. 
Generation Z, among the cohort of 12-to-19-year-olds, is challenging the whole 
perception of sexual orientation. The lines between males and females are 

https://paperpile.com/c/mkzwGO/4dY9w
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becoming increasingly blurred, said Lucie Greene, the worldwide director of J. Walter 
Thompson's trend-forecasting arm. The fashion director of Neiman Marcus, Ken 
Downing, also emphatic that there is a seismic shift in fashion with widening 
acceptance of a style with no boundaries, also reflects the way young people dress. 
People push the boundaries a little bit further when these trends come up every 
time.  
The fashion designer Miuccia Prada, who has subtly put forward a neo-unisex look in 
the past, observes that more and more people feel instinctively right to transfer the 
same concept for both genders. As the designers begin to escape from the traditional 
thinking of dividing the target customers into gender groups, the more important 
point is to provide a style identity. Designers have expressed their opinions in the 
report "In Fashion, Gender Lines Are Blurring" in The New York Times: they take the 
concept of unisex as new thinking for everyone, be they designers, brands, and 
consumers(La Ferla, 2015).  
The spirit, style, form, and material are more important than gender for fashion 
designers. Trisha Balster concludes that brands and designers change their mind 
when they create work without considering the gender but try to focus on personal 
style (Balster, 2017). Therefore, unisex is an issue that continues to evolve. Among 
these different concepts, designers create personal works with their understanding. 
People have made various attempts to merge, separate, or combine the gender 
characteristics, and with varying interpretations of the concept of unisex, designers 
have created different works. The customers will choose their clothing on personal 
preference in the future and will not be limited by sexual tradition. Fashion designers 
will begin their work without considering the customersŲȮeclbcp but will focus more 
on personal alternatives preferences. 
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3. Methodology 
 

The research leads primarily to alternative thinking about unisex fashion design and 
looks for practice principles and arrangements that benefit modern fashion design 
across the gender departments. Therefore, the study would be practice-related 
research to connect directly to the fashion design industry. Take practice research as 
an approach that allows designers to incorporate creative practices into the study, 
legitimize the knowledge that reveals, and endorses the methodologies, methods, 
and research tools characteristic of the design discipline. 
 
3.1 Practice Research 

 
It is common and useful in the design research to make precedes theorizing from 
np_argrgmlcpqŲȮcvncpgclac*Ȯ_lbȮpcdjcargmlȮ`camkcqȮrfcȮapgrga_jȮkcbg_ȮmdȮpcqc_paf,ȮRfcȮ
researcher takes Practice research as a conceptual tool that allows the designer to 
incorporate the creative practice, methods, and output into the research design and 
as a part of the research output. There are two related ideas for practice research 
consideration:  
1. The Output of Creative Work as A Kind Of Research Output: 
The design process to produce creative work is a form of research, and the work 
itself could be a result of research or benefit to answer the question of research. 
2. Professional Opinion from the Operated Designer: 
In the practice process, the operator is a designer with a professional background in a 
related major. From the record in the design process is an essential report for 
research to analyze (Smith, 2009). 
In personal experience, as a designer, the practice does help to find something new 
in the process of making, designing, and experimenting. This series of thoughts about 
research questions and objectives help the research to define the methods more 
complete. Combine research and practice to benefit fashion design in reality. This 
research will focus on design thinking and application practice to explore the 
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concept of gender-free fashion transformation and approach for fashion design in 
practice and process. Overall, a creative practice's content and processes could 
generate knowledge and innovations that are different from, but complementary 
with, other research styles and methods. 
 
3.2 Research Structure Determination 

 
The research takes multi rounds in the process of being used to collect information 
and data to make decisions for the research objective and definition. The question, 
topic, and purpose discussion through literature review to complete the definition 
and shape the research methods structure. 
This research is Practice Related Research in the design field to gain knowledge and 
solution to benefit the fashion industry. After conducting the initial question 
definition and base literature review to help clarify the objective, refine the topic, 
and consider design essential in the research. The primary research methods may not 
be adequate to complete the research and require multi-methods to complete the 
research demand.  
Practice research projects' approach is very flexible to incorporate various 
methodologies and methods within its bounds, which are undertaken across all 
creative disciplines well (Smith, 2009). Because of this characteristic, the research 
combines several research methodologies to match each chapter's needs, as list and 
explains below: 
 

1. Historical Research Method: 
First, start from the Historical research methods to collect the data, including the 
recording and of the past that have influenced and shaped the present. By the 
objective, the research would like to take a global perspective, not just Western 
culture but also Eastern. Therefore, the study will collect the sources from the 
library, historical book, and journals related to Western and Eastern culture both. 
Moreover, because the topic trend is still happening and developing, the research 
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also collects resources from reports and secondhand accounts of events to fully 
understand the broader perspective of the issue. 
After the sources collection, the research sorted out the data in the system by 
timeline and space line. The timeline system presented the modern unisex history to 
shape the shifting concept and influenced fashion works but focus on western 
culture. The study sorted out the space line system by the traditional garments that 
appeared in the ancient periods but happened in different locations and countries: 
Greek Chition, Roma Tunic, Chinese Shenyi, and Thai Jongkraben from Western and 
EasternŲqȮgbc_. 

 
Figure  28  The method structure of Historical Research Method. 
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2. Comparison Research Method: 
Based on the feature of the system of timeline and space line, the study chose the 
Comparison research method to analyze the sources systems both to gain the 
findings from comparing the different events in the same standard rules. 

 
  
Figure  29  The method structure of Comparison Research Method. 
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3. Action Research Method: 
Through the analysis of the systems to gain some findings and extending to the 
definition of the practice process. The practice took the Action Research Method that 
the actioner is the researcher to operate the practice following the four steps to gain 
the knowledge from the practice process: plan, act, observe, and reflect. By 
completing the process to receive and redirect the practice definition to gain a better 
understanding via several circle methods. 

 
Figure  30  The method structure of Action Research Method. 
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4. Survey Research Method: 
Survey Research is one of the primary research methodologies in the social sciences 
and also a quantitative method used for collecting data from a set of respondents. 
Although this research is based on Qualitative Research Method; however, part of 
Quantitative research would benefit the research and researchers with another 
objective aspect based on respondents' feedback. 
The survey sets up the respondents related to fashion background because of 
considering the purpose of the research that clarifies the thinking of real practitioners 
in fashion fields.  
The survey takes the popular Likert scale with employing scoring data through the 
questionnaire with a psychometric scale. The survey distinguished between a proper 
scale, which emerges from collective responses to a set of four items, and the 
format in which responses are scored along with the scaling range. Respondents 
specify their level of agreement or disagreement on a symmetric disagree-agree scale 
from a series of statements question when responding to the survey. 

 

Figure  31  The method structure of Survey Research Method. 
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Combine the four research methods in the research process to gain the knowledge 
and deduct to conclusions for the views shaped in different directions and illustrate 
the structure of the four-research methods as shown from the figure 32 presented. 
Overall, the structure of this research contains multi-level integration research 
methodologies, a body of intellectually tough, analytic, partly formalizable, partly 
empirical, informative doctrine about the design process. 

 

Figure  32  The structure of multi-level methodologies. 
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4. Practice 
 

The paragraph body of practice consists of five parts. The study clarifies the problem 
during the genderless costume design process as the first part. The study chooses 
the element analysis to review the ergonomics and define the applicant prototype. 
The second part is the analysis of the ancient costume structure. It combines the 
prototype to gain flexible design ideas as a possible solution and extends to the third 
experimental part. Sort out the research and practice; the study builds an 
experimental garment system to evaluate and create designŲs objective in the fourth 
part.  After the whole process of the practices, the study presents the genderless 
garment design in exhibitions to the public and assess a survey feedback.  

 
Figure  33  The graphic abstract of practice. 
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4.1 Prototype Definition 
 
Fashion designers need to choose one gender in advance to begin the costume 
design process in most, due to the standard costume process designed in gendered 
ergonomics to fit with the body and emphasize gender image. The popular draping 
skill operates on male or female mannequins, as shown in figure 34. On the other 
hand, the industrial prototype pattern also operates in the male or female prototype, 
as shown from figure 35. 

 

Figure  34  Draping operation on mannequins(Cornell university ) 

 

Figure  35  Culture-Style Prototype (Japanese Bunka Fashion College )  
 

No matter which of the design process the designer prefers: the common point is to 
set up one gender in advance to continue the process. With the gendered design 
concept and process, how can fashion designers escape the gendered circle when 
they have the concept of free gender costume? 
With the unisex fashion development in practice, the standard design process needs 
to modify to fit the unisex fashion demand. For the practicing purpose, the study 

https://paperpile.com/c/b69Klz/Zhqc
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would like to abandon the standard fashion design concept and brainstorm from 
different design views without gendered rules, such as product design for the unisex 
gadget solutions in the fashion practice process.  
This study gained some inspirations from the reviews of unisex fashion and ancient 
clothing. Nevertheless, to find out the connection to fashion design, the analysis and 
practice are essential in this study.  
Since the relationship between garments and gender is strong in general impression, 
the study would like to take another view in the product but not costume to avoid 
the traditional gender impression in fashion design. The study analyzes and 
investigates design elements from product and fashion and then compares the two 
elemental systems to sort out into two groups: function and form, as demonstrated 
in figure 36 listed. Figure 37 shows that the function group's relative elements are 
pattern and silhouette from the fashion team, structure, and ergonomics from the 
product team. No matter the pattern, silhouette, or body structure, ergonomics is 
related to the human body; therefore, the study set up the definition of practice to 
retrack the original point to review the male and female bodies then extend to the 
relationship and difference with fabric. 

 
Figure  36  The design elements into function and form groups. 
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Figure  37  The related keyword in function link. 
 

Firstly, the study of unisex refers to bisexual bodies and therefore combines the 
male and female body as a consideration. It is necessary to take the ergonomic point 
of view to observe the required conditions between body and fabric again to satisfy 
the functional need. Secondly, analysis of the structure of ancient unisex costumes 
and extend to practice in fabric observation to gain the idea from the practice 
process.  
This case study would like to redefine a new prototype taking the unisex user's 
universal design as the first step. It is necessary to set up the details of the model 
then plan the functional layouts to build the structure of the basic pattern. The 
study chooses the global data of human ergonomics (Tilley, 2001) as the basement 
due to the research objective to find the solution to fit with different bodies, which 
the concept should be including genders and nationalities. As seen in figure 39, 
considered the essential clothing structure loading, therefore, transferring the aligned 
line of human ergonomics from the ground to the shoulder line.  
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Figure  38  The human ergonomics align to baseline and shoulder line (Tilley, 2001). 
 

 

Figure  39  The aligned shoulder line human ergonomic illustrations. 
 

After considering the human body in its multiple sizes and its genders to define the 
corresponding area, the study selects the applied field of fabric functionality, aligns 
the shoulder line for essential structure loading, along with the waistline area and 
the finished area. From the aligned shoulder line as the base to settle the waist area 
by choosing the highest from the shortest women and lowest form the tallest men 
to contain the whole waist area. As for the finished line defined by the feet of the 
shortest women. The numerical application area is shown in figure 40 and presented 
in the real fabric shows in male and female mannequins.  
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Figure  40  The defined prototype and in fabric prototype presented on mannequins. 
 
1. The Comparison in the Shoulder Line. 
According to the illustration given in figure 40, the experiment placed the same 
prototype in male and female mannequins to outline the outfit. It is challenging to 
recognize which shape is in males, and which is feminine. According to the analysis of 
structure, the shoulder is an essential point for structure loading, but with different 
positions on the personal shoulder, the silhouette of the costume will be present in 
different tiny shapes.  
Moreover, from the silhouette line of both males and females presented together, 
the gender features are not visible because they cover the body almost, the tiny 
difference formed by the body's width. This silhouette presentation signs us to 
associate with the ancient Greek Chiton, and Roma Tunic, as a classic example, 
appealed in unisex history.  
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2. The Comparison in Waist Line. 
After the shoulder test, the study ties the waistline in two different positions, the 
high and low of the waist area, as shown in figure 41. Comparison loading in clothing 
structure but could change the silhouette enormously. In another way, the shoulder 
point has to be fixed in function, but the waist line could be flexible. The silhouette 
changing and flexible in the waist area is impressive for creating a personal style. 

 
Figure  41  The prototype and fabric prototypes presentation with different waist 
positions. 
 
There was an excellent example of the silhouette transformed design in unisex 
history: The "Le Smoking" by YSL applied men's tuxedo form to women's haute 
couture. The designer widened the shoulders and lowered the waist to elongate the 
ratio of the upper body. By changing the silhouette to increase muscular quality in 
costume, this design changed the costume's temperament in gender and the 
traditional perspective on women's shorter upper body ratio. 
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4.2 The Ancient Unisex Costume Structure. 
 

 4.2.1 The Analysis of Ancient Unisex Costume Structure. 
1. Chiton 

Chiton is a draping structure: an open architecture, the silhouette, and fabric folding 
will follow the structure in an obvious way. Second, it is necessary to hold the whole 
fabric with at least one load-bearing, such as the shoulder point or the waistline. 
Third, the connection is flexible for the user, even the reason is the limited sewing 
technique, but it is a factor to fit male and female users.  For example, several point 
connections are used in a Chiton, and the user can adjust the connection position.  

 

Figure  42  The analysis of the Chiton structure and experimental prototype of 
Chiton. 
 

 

Figure  43  The Chiton experimental fabric prototype presented on mannequins. 
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2. Tunic 
The tunic is an Intuitive two-dimensional pattern that placed the human body into 
the space volume of the costume. The Tunic design is large enough to cover the 
different bodies in one pattern. The fabric measurement decides the design 
measurement because of saving material and the limited technology in straight 
cutting and sewing. From the structure analysis, the loading is emphasized on the 
shoulder point and covers the whole-body shape in one style, but with tying to the 
waist to fit the body shape and discover the gender in another style. 

 

Figure  44  The analysis of the Tunic structure and experimental prototype of Tunic. 
 

 

Figure  45  The Tunic experimental fabric prototype presented on mannequins. 
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3. Shenyi 
Combine the template of the Japanese scholar Nakai Riken and the ergonomics 
application to analyze the structure of Shenyi: the essential shoulder point, the inner 
waist connection by tying, and the extra fabric to cover and fix, as the figure 46 
presented.  

 

Figure  46  The analysis of the Shenyi structure and experimental prototype of 
Shenyi. 

 

Figure  47  The Shenyi experimental fabric prototype presented on mannequins. 
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4. Jongkraben 
Jongkraben is also a draping style but more complex. Considering the Jongkraben 
wearing technology and the ergonomics application, the study analyzes the structure 
of Jongkraben and found out that the essential waistline tying, and the extra fabric 
folding band to adjust the length of pants as figure 48 demonstrated. 

 

Figure  48  The analysis of the Jongkraben structure and experimental prototype of 
Jongkraben. 

Figure  49  The Jongkraben experimental fabric prototype presented on mannequins. 

 

4.2.2 The Finding from Ancient Unisex Costume Structure. 
The process followed the analysis of ergonomics and the defining prototype of four 
ancient unisex costumes from the practice. And then the analysis of the next section 
follows the research in representing the ancient clothing and drawing the structure 
presented in Figures with the structural analysis of ancient unisex costumes, some 
common features and findings are worthy of discussing as below: 
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1. Two Technological System Prototype 
There are two technological systems in garment design: flat pattern making and 
fashion draping. The analysis of the four ancient unisex costume structures found 
that Shenyi and Tunic belong to flat pattern thinking in the two-dimension concept 
that designers imagine the presentation on the human body, the straight line 
composes rectangles to complete the pattern, such as the template of Shenyi and 
Tunic presented. The producer could operate with easy cutting and sewing with the 
straight line because of the technology in the periods, and the defined prototype 
also follows this concept. With easy cutting and sewing, the designer follows the 
basic rectangle in the two-dimensional pattern but satisfies the primary function, 
such as creating a sleeve for the hand and tying the waist.  
On the opposite, the draping, which cooperates by positioning fabric on a purpose 
object form, develops the structure of a garment design in three-dimension intuition 
thinking such as Chiton and Jongkraben. In the three-dimensional draping style, the 
clothes can be adjusted one by one to fit the personal body. However, in a two-
dimensional manner, the user must put the body in the space of design.   

2. Large Measurement of Materials 
To reach the archive that wearable for men and women in a universal way, the 
design needs a large-sized fabric to cover the human body for different sex and size. 
Such as in traditionally, to complete all skills for a Jongkraben, about 3-meter-long 
fabric is required to create a full-size Jongkraben (Chantararat, 2017). The Chinese 
researcher who studied the classic book "Shenyi Kao Wu'' sorted out the 
measurement of Shenyi and lots of fabric used (Bi, 2013). Another chapter of the 
Book of Rites also mentioned that the material's measurement must be large enough 
to fit for different requirements (Li, 2016). However, the large size fabric causes some 
problems, such as it is heavy for the user and unessential materials wasting.  

3. Rectangle Pattern  
All the four ancient costumes took the rectangle pattern or simple curve, the reason 
supposes to the limited technologies in simple cutting and minimal stitching. The 
rectangle pattern also saves the materials from complicated, or more cutting waste.  

https://paperpile.com/c/mkzwGO/e8pd
https://paperpile.com/c/mkzwGO/80M4
https://paperpile.com/c/mkzwGO/3xVz
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On the other hand, the rectangle pattern's size could be adjusted to the weaving 
fabric for maximum use that arranged the pattern within the whole cloth. The 
literature review also mentioned that the dimension concept of Shenyi considered 
the completive pattern and matched the dimension of the fabric (Deng 2017). The 
finding clue showed that the measurement of the prototype was not fixed but 
flexible. It is possible to be adjusted, such as by the fabric width, to reflect the saving 
material trend. The concept revealed that ancient people respected the object and 
its frugality. 

4. One Piece and Multi Pieces 
The four ancient costume Chiton and Jongkraben took the single piece, two pieces 
for Tunic, and multi pieces for Shenyi.  
This study also compared the fabric acreage of the ancient costume and defined 
prototype, take Jongkraben as an example. The experiment separates the full area 
that one piece of fabric from the original Jongkraben into two parts, the front and 
back. With the separation, it is indeed to increase the position to connect. The 
proportion of traditional Jongkraben needs 300 centimeters in length and height 
setting from unisex prototype 120 centimeters, and the result is 36000 square 
centimeters. The separated Jongkraben need two patterns, the front and back, the 
set length is 60 centimeters and height in the same 120 centimeters; therefore, the 
need proportion is 14400square centimeter. The value comparison of using 
percentage with original and separated Jongkraben is 14400 divided by 36000 square 
centimeters in 0.4. The value means the result of separated Jongkraben can save 
sixty percent proportion in fabric using. With the same concept and calculation, the 
defined Shenyi prototype uses the 64.8% fabric from the traditional Shenyi. The 
result signified to us some ideas to press a further study:  people consider the fabric 
and pattern rule first traditionally, but could add the modern size concept to adjust 
the design, such as the suitable application area defined with ergonomics could save 
the usage of fabric.  

https://paperpile.com/c/mkzwGO/jXcDV
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5. Silhouette Comparison 
The experiment placed the four defined fabric prototype work on the male and 
female mannequins to compare the silhouette. From the outline of the silhouette 
presented, the silhouettes are very similar and difficult to recognize gender.  
However, there are some interesting findings with the silhouette to discuss. The 
Shenyi and Tunic could be sorted out as "closed silhouette" because of the two-
dimensional pattern design: place the human body to set silhouette to cover the 
body shape. On the other hand, the Chiton and Jongkraben belong to the "open 
qgjfmscrrcŵȮglȮrfcȮamlrp_ar8ȮrfcȮrgcȮmpȮmrfcpȮ_bhsqrȮrfcȮqrpsarspcȮrmȮdgrȮrfcȮfsk_lȮ
body and present the user body shape. From figure 50, with the outline of a 
prototype, whether it is male or female, the piece's silhouette is presented with a 
different body in a similar shape.  

 
Figure  50  Prototype experiment: Silhouette comparison. 
 

6. Fixed Sewing and Unfixed Waist Belt 
In some ancient pattern cases, there was only one pattern making for the user, which 
means all bodies must be placed in the outfit; therefore, the fabric dimension has to 
be large enough. However, even with multi-piece pattern designs still in an extensive 
fabric used to fit with different bodies. Except for the basic pattern, there is an 
additional design to tie on the waist and fit the various bodies, which is a belt. Belt 
tying is the only design to suit various individual shapes inflexibly. 
Whether flat pattern making and fashion draping are trending to fit the body for a 
three-dimensional functional garment, under this purpose, the folding skill appears in 
the different positions necessary both for menswear and womenswear. Figure 51 
shows the classic Culture-Style Prototype defined by Japanese Bunka Fashion 



  61 

College5: the folding dimension and position reflect the fitting intention to 
emphasize the human body. However, combining the analysis from the structure of 
four ancient unisex costumes inspired another way of thinking: without fixed folding 
but transferred to flexible folding. The designers could look for a great balance 
between the traditional two-dimensional style and ready to wear, freeing the 
boundary between menswear and womenswear thanks to the flexible design. 

 
Figure  51  The pattern making templates of Bunka Fashion College. 
 

In comparison, in modern society, ready to wear fits and emphasizes the shape of 
the body. People opt for close-fitting clothes in the design available. If unisex fashion 
designers can keep the covered condition in design with the modern concept, they 
are not limited to gender but will also look for a great balance between the 
traditional two-dimensional style and ready to wear, freeing the boundary between 
them menswear and womenswear thanks to the flexible design. Such as suppose 
unisex fashion designers can keep the covered condition in design with the modern 
concept. In that case, they are not limited to gender. Therefore, the following 
practice will focus on the "flexible design" and test different structures with 
adjustment. 

                                                           
5  Japanese Bunka Fashion College defined tfcȮŴasjrsp_jȮnpmrmrwncŵȮqglacȮrfcȮ/71.qȮ

as the prototype designed by Asian ergonomics and applied widely in the region. The 

qrsbwŲqȮnpmrmrwncȮrmmiȮrfcȮŴlcuȮasjrsp_jȮnpmrmrwncŵȮns`jgqfcbȮ_pmslbȮ0...ȮugrfȮ

adjustment. 
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4.3 The Flexible Design Experiment 
 
Today people have to choose a close sized customized to fit in the available outfit. 
If the unisex fashion designers could keep the flexible design condition, not limited in 
gender or size, and look for a great balance between the flexible traditional draping 
styles and fixed ready to wear. The practice would like to start the experiment of 
adjusting the costume's part by the connection and materials.  
Before the whole design, the practice set up the unit experiment to test and observe 
the work condition.  
 

4.3.1 Adjustment Connection Experiment 
There were several fixed technologies to set up the fabric in Western costume 
history:  the "pin" and "string band" since ancient Greek and Roma, the "button" and 
"bundle band" in mid-century, and then the creation "Zipper" and "Velcro" popular in 
the 20th century. As for in Eastern: the "waist belt" since ancient China, "string belt" is 
the leading fixed technology throughout most Chinese history, and the "button" 
appeared in late Chinese (Yeh, 2000)..    
The ancient costume's inspiration uses a band or point-tie to connect the fabric 
because of the low technology and fit the body shape. Based on the industrial 
technology development, designers today have more convenient connections to 
choose from. Some connections continue since the ancient periods but improved 
and some connections created with new conceptsŰthe practice experiment setup 
four connections that people commonly use today. With the four different 
connections, the experiment set up the same fabric measurement in 30 cmX60 cm 
and transparent material for observation and comparison quickly. The result of the 
four connection experiments presented below:  
 
 
 

https://paperpile.com/c/mkzwGO/i5BFJ


  63 

Brooches 
As the records, Pin has been used for a long time in ancient periods (Yeh 2000). The 
pins are easy and free to fix the fabric need with any position and direction as figure 
52 presented and marked. 

 
Figure  52  The adjustment connection experiment of the Pins. 
 

Drawstring 
The drawstring is also a traditional way to fit different bodies by drawing out the 
string to fit the different bodies and produce natural folding while as figure 53 
presented.    

 
Figure  53  The adjustment connection experiment of the Drawstring 
 

https://paperpile.com/c/mkzwGO/i5BFJ
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Rivet hole 
In response to the concept of draping, the experiment set up the point and line as 
the connection to maintain the structure, as figure 54 shows. With the different 
layout of point and line, the various appearances are presented. 

 
Figure  54  The adjustment connection experiment of the Rivet hole. 
 

Buttons 
Buttons appeared in the 14th century as a new fixed skill and became a common 
connection besides the traditional connection, tie or pin to set up fabric in the 
past(Yeh 2000).  However, compared to the other connections, the designer has to 
decide the wearers' position in advance.  

 
Figure  55  The adjustment experiment of the Buttons.  
 

https://paperpile.com/c/mkzwGO/i5BFJ
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Buckles 
The buckle is a set to connect, one in a hole or concave, and another one is 
protruding to match. As a common and popular connection, there are many forms 
for designers to make a selection. 

 
Figure  56  The adjustment connection experiment of the Buckles. 
 

Zippers 
The zipper is one of the most modern and popular connections nowadays for users. 
Nevertheless, some strict limitations include the set length and just for connection 
but not flexible than other connections. 

 
Figure  57  The adjustment connection experiment of the Zipper. 
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4.3.2 Adjustment Material Experiment 
Another way to reach the target of flexible design is the flexible fabric materials 
directionally. The study's practice set up two flexible fabric materials in the same 
measurement for the experiment to observe the changing condition. The result of 
flexible materials presented as below: 

Flexible band: 
The first flexible material is an elastic band with creating natural folding in fabric. The 
popular connection is easy to use for the wearer but limited in the range defined.  

 
Figure  58  The adjustment material experiment of the elastic band and string. 
 

Flexible fabric: 
It is different from the other adjustment experiment belong to connections; the rib 
fabric is a kind of fabric directly and can decide the measurement of use.    

 
Figure  59  The adjustment material experiment of the flexible rib fabric. 
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4.3.3 Adjustment Folding Experiment 

 

Figure  60  The adjustment folding experiment. 
 

4.3.4 The Result Analysis  
According to the flexible experiments of connection, materials, and folding, the 
practitioner observed and analyzed the experiment by Cross-analysis to discuss. For 
the role of designers and wearers, the same adjustment could produce different 
opinions. Such as, the pin is very free to adjust the position to fit any wearer body. 
On the other hand, the garment without any previous design setting, and the design 
may be too broad to control. Another opposite example is the zipper. As a modern 
and industrial product, the zipper is popular and boarded today; the wearer is closed 
to the zipper connection. In the experiment, the zipper is easy to use but limited in 
set and direction. 
For Intuitive discussion, the research set up the cross-table figure 61 with "flexible" 
and "fixed" as the Horizontal axis, "easy to wear" and "free to adjust" as the vertical 
axis. From the cross-table, more flexibility means the designer has more freedom to 
combine the garment and fitting to the wearer body and means complicated for 
wearers and the chance extended from the original design. Not flexibility means the 
designer has to consider the setting and pattern more for the wearer but control the 
body range in the wearer. There is not much space for the wearer to adjust to the 
fixed costume, but easier to wear. 


