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acrxnowledcsements

This commentary
ot merely an academ
submission, buat a
cnapter of my personal
Journey, and it is with
neartfelt sincerity tnat
I acxnowledge thnose wiaao
made it possible. I am
deeply indebted to my
tators, whnose wisdom
and encouragement nave
been a Dbeacon tnrougnouat
this process. I am
also thankful for my

is
i@

B

cooperative partner

provided by tne metal
frame worxsnop.
Ironically, I owe a
unigue deot to a perijod
of personal hardsnip.
A cnallenging romantic
experjience became tne

unexpected catalys
that drove me ta see
solace and meaning
in an unconventional
accessory: a pair of
tizhts. This exploration
evolved into a profound
intellectuaal and
emotional inguiry.

Above all, I stand
in awe o0of and extend
my utmost respect to
tne brave individuals
W o snared the ir
stories with me. Ta
the women wno trusted
me wWith their intimate
narrative-tnis worx is
yoars as mucn as it 1is
mine. And to myself, I
offer a guiet thank you
for persevering.

t
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I once loved a man with a twisted obsession
for tignts. To nim, thney were tne ultimate
measure of my femininity and nis uwltimate
weapon to demean me. Tnat relationsnip cast
a long shadow, leading me to flincnhn at the
signht of any woman in tignhnts, as I had allowed
this object to define my worth. This personal
rupture, nowever, Iignited a fierce urge to
explore and reclaim tne very material that was
used acainst me.

1

To understand tnis
powey, I must trace it
cultural argc. Tignt
nave travelled from
medieval men's hose
to twentietn-centry
icons of fernini;ne
style, accumulating
contradic tory meanings
arouand mode s
professiona li

U

w

)
%}45%

and caoantro
L ate modernit :
Sneer nylon-elastane

tignts became poth a
normative reguirement

o f "professional
fenlinini;ty" and a
fetisnised surface
promxexng the illusion
of the "peffe t leg"
(Jenss., Lﬁlo. Wolf,
1991). Bas on thne

evidence exg>lox"ed
abave, I firmly believe
tnhat ticnts navwve
long been thorougnly
objectified-they
are worsnipped not
for their intrinsic
nature, but for the
forced sympvpolism of
desire tney are made
to represent. Wy
project., tnrougn a dual
reconstruction of botn
material and narrative,
seexs to transform thnis
passive objectification
into an active act of
empowerment.

INT)JUCTI \)N figare 4 by nana's work
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enduring,

Wy Master's project nas systematically
transformed the proposition of elevating

tignts into sculptural <carments tnrouagn a
ricorous proces of material and structural
investication. Central to tnis inguiry was thne

2]

Introdugction

collection and recycline of ticnts from a community of women who

N

A practice tnat transcends mere sustainaovpility
to become a potent act of solidarity and a
collective reclamation of narrative. Material
criteria focusing on elasticity.,. durability.
and transparency led to the selection of Lycra-
blended tignts for their superior performance.
Structurally, the evolution from steel wire
to welded aluminium armatures was pivotal., as
aluminiuam's strengtn-to-weicnt ratio enabled
the creation of defined. body-detached volumes,

saucn as voids, arcs, and lines and tnat maintain
wearability. This synthesis of material and
structure ultimately acnieves the project's core
aim: transmating disposable tights into
sculptural attire. Thaus, my wor« stands not
only as a manifesto for sustainability but also
as an assertion of feminine power, weaving
individual stories into a resilient. snared

narrative arcnitecture.

shared similar
eXperiences with me.
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Introduction

Ultimately.
type of armor,

eacn pliece aspires

to

bpe more tnan a

offerings its wearers a new form of

PROTECTION e« COURAGE

carment ;

it aims

to

De a

firare 6 by nana's work
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ficaure 7 by nana's work

The fleeting lifegcycle of synthetic tights renders
them a significant yet often overlooked pollutant
within the fashion industry. As a guintessential
"fagst~fashion" item, their delicate nature and low
price point engcourage overconsumption and disposal,
greating a relentless waste stream.

Contextual
neview

The core of tnis environmental issue lies
in its material composition. Most conventional
tignts are manufactured from synthetic polymers
lixe nylon and elastane (also known as spandex
or Lycra)., which are derived from non-renewable
petroleum, a finite resource wnose extraction and
refining carry significant ecological conseguences
(Geyer et al.. 2217). This fossil-fuel oricin
means tnat wnen discarded., tnese garments do not
biodegrade; instead., they persist in landfills for
centuries, leaching microplastics and chemicals
into the soil and groundwater over tneir long
decomposition process (Fletcher, 201L).

The scale of this problem is monumental. It
is estimated that hundreds of millions of pairs
of tignts are discarded globally eacnh year, a
staggering figure tnat underscores tneir status
as a primary example of disposable fashion (Cline,
2012). Therefore, the very attributes that make
tichts desirable, their elasticity. sheerness,
and affordabpility. are inextricaply linked to
an unsustainable model of production and waste,
positioninyg them as a critical yet under-addressed
challencge in the pursuit of a circular fasnion
economy .

figare %

nana'
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Ficure 9: Pauline Bunny (Lucas. 1997) A " -
Source: Tate. available from: https://www.tate. sSaran Luacas
oyg.u{/art/artworz\/lubat—paulx ne-bunny-t07u437 b
]- 6 Figure 10! A Gleam in tne
Darkx (Soto Clxment 201%)
S o ur c e K ar ma

I nt ernat ional
availaple from: nttps: //
Zarmain ternatxonal c
artis ts/ Z-martin-sot
climent/

Martin Soto
Climent

Figure 11: Origin - Electric Dust
(Martin Soto Climent., 2021)
Source: Karma Internextxonal.
Available from: nttps
varmainternational.ch/artists /5?-
martin-soto-climent
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Pauline Bunny (Lucas,

Tate. Available from:

My initial researc proposal
centred on thnis proolem and asxed a
pivotal guestion: Can tnis symbol of

sposapbpility bpe transformed into a
medxum of enduring wvaluel? This guestion
nas driven me to explore now contemporary
artists are actively subverting tne
material's fate througn upecycling. By
diverting discarded tignts from the waste
stream., thnese practitioners grant tnem a
second life, cnallenging their perceived

wortnlessness. For instancgce, Saran
acas, wno in her series "Pauline Bunny"
and otner workxs, stuffs and contaorts

tignts to ;reate raw, antnropomorpnic
forms that provocatively critigue gender
stereotypes and bodily politics, while
others, suchn as Martin Soto Climent,
wnose installations elegantly stretcn
tignts over found objects to create
sensual, bDiomorpnic sculptures +thnat
explore tnemes of desire and memory.
This artistic alcnemy does more tnan
jJust reuse; it fundamentally re-
sicnifies the material. As scholar Kate
Fletcner argues, practices of mending
and re-making can "gcreate new narratives
of wvalue" for disregarded materials
(Fletcher, 2016, p. 122). Thuas., the
artistic realm provides a powerful
precedent, demonstrating that tights
need not be destined for the landfill
bput ¢can be re-envisioned as a potent,
expreb ive raw material. Thnis creative
clamation directly informs my own
metnodologx»al approacn, boridging the
csap between critical awareness and
tangible practice.

Since formulating my
proposal, my worx nas evolved
significantly in bpotn deptn
and practical scope. The
foundational artistic researcn
remains critical, but my
focus ha_ expanded from
primarily analysing existing
art to actively gcenerating

my own material language
and tecnnical processes. I
nave Iinitiated a series of

intensive material experiments
in the studio, moving beyond
theoretical appreciation to
nands-on investigation. Tni
practical engagement na
been tne most significan
development , transforming
my understanding of tne
material's possibilities and
Yimitations.

<t unow

5

17



18

For my Master's Project,
a long investigation of tights has
intensified and purified. I have
deliberately eliminated all external
fabrics, focusing entirely on the
tights themselves as the sole narrative
element. This shift demands that
the tights become the undeniable
protagonist of my collection. To
achieve this, I must fully master their
properties and develop a method to
transform them, much like the artists
I study, into sculptural forms. The
central challenge became creating not
just sculpture, but wearable sculpture
from tights.

figure 15 by nana's work

A pivotal evolution in my
practice has been the deepening
exploration of techniques for
manipulating tights. Initially,
during the CTI project, |
simply integrated tights with
other garments, utilizing their
elasticity to distort and twist
the clothing's structure. This
progression was evident in the
EPT project, where I stretched
tights over various fabrics;
their tension and compression
generated irregular folds and
volumetric bulges, thereby
subverting the surface of the
wool fabric.

ficzure 16 by nana's work

Contextual Heview

ficure 14 by nana's work

This ambition propelled a critical
technical breakthrough: the introduction
of rigid, non-deformable structures as
supports. The inspiration stemmed from
my EPT project, where I constructed a
dress with an internal steel frame. I have
now adopted and radically innovated this
approach. The steel framework is no longer
hidden but becomes an integral, exposed
part of the aesthetic. As the synthetic tights
are stretched and woven around these
frameworks, the internal skeleton remains
partially visible. This deliberate exposure
creates a powerful dialogue between the
fragile, ephemeral nature of the tights and
the hard, permanent quality of the steel,
embodying the very transformation of the
disposable into the enduring. My garment
itself becomes a testament to its own
reclamation.

ficure 17 by nana's work
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figure 12 by nana's

wory

statement

During my researcn for my project., in our time, I continued to encounter
this ecnilling reality as it persists and spreads-women's images are
routnlessly cropped, tneir privacy reduced to fragmented wisuals for
public Jjudgment. Across the digital landscape, synthetic tignts have
been weaponized as a label of shame, reducing individuals with vibrant,
complex lives to flat sympols for consumption. It is precisely tnis
systemic symbolic violence from wnicn my brand was born: emercing as a form
of silent resistance., it aspires not to become anotner consumavle commodity. but
to manifest as an embodied form of protection. I am convinged tnat my brand
nolds the potential to reclaim the personal identities of objectified
women, thereby uniting them into a community defined by iIts strength and
resilience.

21




TO YOU, QUR COMMUNITY

I say tnis: wnen you are
seen tnrough my desicgns, may
you feel the strencthn of ouar
gsolidarity. You are not alone.
e are a circle of matual
support. If you have ever been
silenced, let our presence
remind you of your voice. We
see tne deptn of your bveing
and nonor your innerent wvalue.
Let tnis trutn be your armor:
Wnhnen tne world claims you are
"not enougn", answer witn your
Iife,

23
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a.

methodolocy

Tnis researcn adopts practice-led researcn,

practice to explore and answer tne researcn

Specific methnods include:

o
(€]
.

1. Establishing a Collaborative Methodology

Building upo my previouas
researcn disc ‘ssiqlg t nhe
impagts of the male gaze on
women, my workx's foundation
was a delivberate shift from a
singular, pers onal narrative

to a uolleutxve. female-centric
one. Hecognizing that tne
experyenue of bpeing objectified
is a widespread yet often
silenced reality for women, I
initiated a gualitative researcn
pnase gcentered on gcommunity
encgagement .

I desictned and distribuated
a @Questionnaire tarcgceting
women wno nad experienced tne

"caze" in contexts related
to the wearing of synthetic
tignts. Thnis instrument

served a duaual pur po se: to
sgreen for participants whose
eXperienbes were relevant to
the project's themes, and to

identify individuals

asing design

gquestion.

Wna were

emotionally invested in its

transformative goal.

The design

of this participatory frameworx

wa s informed DYy
methodology., wnicn

feminist
empnasizes

the co-gcreation of “nowledge and

positions personal
as valid evidence
2004). From the res

experience
(Harding,
pondents, I

selected a core group and, after

obtaining their ful
consent, embarxed on
in-deptn interviews
their personal sto

ly informed
a series of
tao collect
ries and a

sympbpolic material artifact: a

pair of their own t

isnts. Each

narrative and the accompanying
carment were meticulously

documented., creating
of lived experience
directly inform the
design process.

an arcnive
that would
subse@uent

25
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Metnhodology

S|
o

ry

narassment
workplace, wnere
professional

2. Narrative Translation: Embodied Storytelling through Hybrid Garments

The initial design phase was an act of material translation. My methodology involwved
creating a one-to-one correspondence Dbetween a participant's story and a resulting
nybrid garment. In addition the tignts they donated became the primary textile, fused
with elements from their personal wardrobe., which served as archetypes of their identity
and daily life.'

wWoman ® for a mother whose
nared a daily uwniform was
sexual a practical trencnh

in the coat. I gcombined
ner tigcnts with

this carment .

attire W a s
weaponized against
ner, I 1iIntegrated
ner tignhnts with
the guintessential
sympol of office
formality: a wnite
shirt. Througn
deconstruction
and draping., thne
tignts engulfed
and distorted the
snirt, wiscalising
t he way t he
traumatic memory
nad permeated
ner professionatl
identity.

T he resalting
piece explored
the ducality of
ner existence-tne
resilient, public-
facing shell of
the coat and the
intimate, elastic
second s ¥ in
of the tignts.,
representing thne
often-unseen
emotional labour
of motnernoad.

ficure 20 by nana's woark

My process was primarily executed throusgh nands-on draping and textile collace on the
manneguin, aiming to reimagine now tignts, transformed from an accessory into a primary
clothing element, could exist within the familiar landscape of their wardrobes. Every
cat, tuck, and stitcn in this phnase was a direct response to the emotional cadence of
their stories, and the entire exploratory process was pnotograpned and Jjournaled for
later analysis.
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Methodolaogy

3.

Pivoting the Fogus: From Garment Hybrids to

Tights as Architegture

A

H

critical

reflection

point emerged

from this initial

pnase. Wnile tne

narrative nyorids

were powerful, my fogcus

was increasingly diverted

to the clothing itself-

the snirts, tne trencn coats-

and tneir innerent silnouettes.

I realized that the tignts., the

very suabject I sougnt to elevate,

risxed bpeing relecated once again to an

accessory or a surface t{treatment applied

to a conventional garment form. This was a

fundamental contradiction to my core researcnh
guestion.

Tnis
realisation
promp¢ted a
siecenificant
metnodological
pivot. I decided +to
drastically reduce tne
presence of pre-existing
carment silnouettes and
instead, cnallence the ticnts
tnemselves to become the structure.
However, the innherent properties
of the material-its elasticity and
softness-posed a significant challenge.
Left to its own devigces, tne ticnts would
cling to tne body. producing forms that were
inherently fitting and lacked the volumetric
presence I associated with "independent clothing."

I was struggling to move beyond the realm of the

second s«in.

29
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figure 21 by nana's work

i stpugtufa]@ furtner material testing with
Intervention: Start aluminium tubing refined the
with Metal Framework B SLo:

Aluminiom Tabe (1-2 mm):

Iron/3teel: Thnese Possessed an insufficient moment
traditional materials were of inertia; it deformed and bucgxled
immediately dismissed for under the constant tension of the
their excessive weignt, stretcned fabric.
wnich would make a garment Aluminiam Tube (6-10 mm): While
impractical for any notion rigid and strong, this gauge was
of wearability. excessively neavy for wearapvpility.

Siltver: Wnile compromising comfort and movement.
workable, its high cost Aluminiom Tabe (4-6 mm):
was antitnetical ta Tnis range represented tne optimal
my project's ethos of bpalance of weignt and stiffness.
accessibpility and would It was rigid enougn to resist
alienate the very community deformation from the tights'
it was intended for. tension yet lignt enougn to be worn

Alaminam: This emerced caomfortavbly. It could bpe gcold-bent
as tne optimal candidate. into snape and, importantly., welded
It offered an excellent or joined securely.
strengtnh-to-weighnt
ratio, was relatively For my final g¢noice I decided on

30 T Mgl i;nejtpensi;‘ve. gnd g:out]id De Umm and 6mm tu.bkes as tney could \ . -‘1
CCEENE . B nanass work easily manipulated (bent, create thne differing structural figare 23 by nana's work 3
cut) and joined. needs of a single carment.

ficure 24 by nana's work
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ficure
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Metnhodology

5. 3ynthesis and Aesthetic Refinement

Witn the material
and structural
parameters defined,
the project entered a
syntnesis pnase. A core

principle was tnhnat all
aluminium frameworks
wouald D e desigcned
t o minimise direct
contact with the sxin,
preventing discomfort
during prolonged wear.
In collavoration witn a
metal woruwsnop, I delwved
into basic principles of
tensile strauctures and
triangulation to design
an internal, invisible
support system for eacn
carment . This nidden
arcnitecture allowed the
pieces to nhold tneir
shape independently
of the body. creating

a series of "soft
archnitectures?t

where form was a

collaboration bpetween

t he pody . t ne
tensile membrane
of the tignts, and
the rigid aluminum
frame.
At the Jjoints,
I opted for a
tecnnigue a £
wrapping witn fine
metal wire instead
of traditional
welding or adnesive.
This cnoice ennanced
t ne aestnet ic
detail and layered
textuaure o f t nhe
frames, introducing
a nandgcrafted, almost

mended g@quality thnat
caoantrasted witn
industrial methods.
Concurrently.
the aestnetic core
of transparency was
noned tnhnroucn denier
selection. Testing
across ultra-sheer
(<l9Denier). sheer
(10-1

irmed tnat

0 1 5D enier
ffered the ideal
eqguilibriam. It
provided a readable
visual transparency
essential to the
project's ethereal
aestnetic, wnile
possessing enougn
nandling strengtn to
witnstand the rigouars

of construction and
the sustained tension
over the frames. The
nyobpridisation of thnese
sheer tignts with stable
textiles lixe wool and
velvet, the resulting
"tension-pleats"
and bucxles bDecame a
renerative aestnetic,
a sictnature of the
collection that wisually
recorded tne dynamic,
live reaction bpDetween
the elastic nosiery and

stable substrates. a
congcept supported oy
scnolarsnip on the

acency of clotning on
tnhe body.

33



ficure 26 by nana's work

Main Body

The formal ltangcuase o0f my collection
is fundamentally articulated thnrougn
the interplay of aluminium frameworxs
and the stretcning and wrapping of
the syntnetic tignts. This creates a
serjies of silhouettes tnat exist in
tne liminal space between tne Dbvody
and external arcnitecture. However,
the method of Jjoining tnese two
divercent elements—-tne industrial
and tne intimate-was a critical
site of conceptual expression. I
consciously employed extensive nand-
stitcning to fuse tne delicate nylon
mesn to the rigcid metal tubes. Tnis
tecnnical cnoice was a deliperate

pnilosopnical stance.

35
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Main Body

In an era dominated Dby mass production and thne cold
efficiency of modern society. mirrored in tne impersonal
nature of tne metal, the nand-stitching introduces an
undeniable human presence. Racn stitch is a record of
time, labour, and personal investment, directly countering
the alienation often found in contemporary interpersonal
relationsnips. Thne irregular, tactile quality of the
stitcning bpecomes a visual metapnor for care and repair,
literally suturinyg a layer of numan warmitn onto the gcold,.
industrial frameworx. Thus, tne collection is not merely
a formal exercise but a material dialocsue, where the
nand-sewn seam pecomes a powerful symbol: it 1Is tanrougn
deliperate, numan connection that we gcan soften the rigid
structures thnat confine us, transforming tnhem into a new,
more empatnetic form of strengtin.

war«
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Main Body

figure

28

by nana's

=

REVERSAL

The development of tais material
dialorue was, aowever, predicated on
a fundamental evolution in my desisn
metaodolosy. Tae initial paase of my
collection was paradoxically constrained
by an over-reliance on pre-existing
carment blocks. Tais conventional
approaca, waile providing a familiar
startins point, severely limited tae
development of tae arcajtectural and
sculptural feels [ sourat to acaieve. [n
thnese early attempts, tae syntaetic titcats
intended to be tae protasonist of tae
entire narrative were reduced to a mere
decorative element, applied superficially
to forms taat ultimately suppressed taeir
structural potential. Tais pivotal faijlure
necessitated a fundamental methodolocical
reversal. [ abandoned tae traditional
desitn process, waica prioritizes tae
overall silaouette first, and instead
adopted a part-to-waole stratesy.

The new process betan by creating
jndividual, experimental structures
waere tae aluminiam structure was
directly interrated wita tae syntaetic
ticants. Taese aybrid components like a
simple line, an arc and a void, became
tne primary buildins blocks. And taen
[ entcared in a process of styling,
drapins and arrancins taese structures
on tae manneguin to discover unexpected
silhouettes between tae body and tae

constructed form. It was only after taese
volumetric relationsaips were resolved
that tae desisn for tae supporting
tailored rarments, suca as tae coat in
Look 1, tae trousers in Look 2, and tae
overcoat inm Look 4%, could be conceived
and constructed to frame and complement
the core arcaitectural elements. Tae
final stace involved imbuins tae resolved
ensembles wita intricate, aandcrafted
details taat eciao tae core conceptual
tensjon. Tais is evident in tae extensive
Aand-~wrapping of taread on tae top of
Look 2 and tae delijberate placement of
metallic adornments on tae neckline in
Look 2 and across the chest in Look 4,
introducine a sense of naute couture to
the delicate interplay of materials.
Taus, taroucn tanis reversed metanodolory,
tae titats were re-establisared as tae
central structural force, rcuidine tae
entire desitn ecosystem from its smallest
component to its final, refined entirety.

Wor«
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Main Body

The colour rance for the ticsnts is intentionally restricted
to a triad of darx coffee, sxin tone, and blackx. Tnis
palette was not only a conceptual choice but also a
practical one, directly emerging from the spectrum of used
tignts collected from participants. These hues were chosen
for their potent cultural and corporeal connotations. The
sxin tone and darx coffee snades directly reference the
body. creating an ambisuous presence of tne wearer's own
sxin, wnile black responds to the overall wversion of the
collection. By rigorously limiting the hosiery palette and
applying it eXtensively as a primary structural component,
the expressive potential of the material is pusned to its
Iimit. This ensures tnhne conceptual tnrust of the worx
remains wivid and undiluted by superfluouas colour.
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Main Body

Ultimately, my collection was
brougnt tao lYife witn the invaluable
contributions of women wno nave personally

endured tne objectification and weaponization of
ticnts. I am deeply indebted to their couracge
in ¢coming forward., wnich nas allowed
me to give form to these suffocating
experiences tnrougn my work. Tnerefore,
it transcends tne realm of fasnion to
function as a declarative statement
and a form of sartorial protection.
It aims to give wvoice to a shared,
often silenced, experience. a profound

ambition for my brand is to foster a yisible alliance
I envision a scenario wnere one WwWOman., amone

seeing anotner wearing a piliece from
this collection on tne street, would
recognize not just a garment, but a
silent signal of mutual understanding
and unwavering support. Tnhnis wisuaal
“insnip would communicate a powerfual
messace:

4

HI3
OMMUNITY

STAND WITH

. READY

sarvivaors.

4

47
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To ¢translate tnis
vision of community
into a sustainavle and
participatory system,
the brand's operational
frameworx is built
apon a distinct retail
model. My brand operates
on a distinct retail
model that deliberately
diwverges from t ne
conventional
system, structured
around two parallel yet
interconnected product
first line
standalone
Larments—-sucn a coat .,
shnirt, trouser, dress and
skirt-entirely free of
synthetic tights elements.
These pieces are availabple

fasnion

lines. Thne
comprises

/4]

for direct purchase online,
offering accessibility and
serving as an entry point
to the brand's
The second, and conceptually
central, is built
around tne transformative
ase 0f synthetic tignts. It
encompasses an
rancge of
only S
dress., sxirt, an

aestnetic.

Yine

expansive
categories: not
lixe top,.
d ouaterwear
but also acces
ingcluding sun

bracelet., ring, necklace,
and waist
alongside
objects

carment

cnain,
lifestyle
saugn as pnone
lamp, wvase, and
cup, complemented by
shoes and bag.

figure 31 by nana's
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personal items
lixe a purcnased
rarment, a cherisnhed
accessory., Oor even
a found object wnich
we then meticulously
wrapping witn
ecycled tignt

s i n g nand -
titecning. Thnis
apor-intensive
rocess of tights
rapping act
as a visuaual an
tactile r
of belonging. Du
t o the
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and the anigue
nature o £ SRV o
materials, all
orders are made-to-
order, precluding
mass produaction. We
foregao traditional
retail staores
in favor of an
intimate studio
space ., open DYy
appointment., wnign
also functions as a
catnering place for
community events and
forums addressing
issues o0f female
representation and

empowerment.

L9
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figure 33
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To materially substantiate tnis etnos of solidarity. tne
brand is committed to allocating }O% of its net profits to
orcanizations such as IAWMH (International Association for
Women's Mental Health) that provide tancible support for women
sarvivaors, sucn as crisis counseling, legal aid, and advagcacy
groups. Tnis financial commitment transforms the brand from a
passive symbol into an active participant in the ecosystem of
support, ensuring thnat its mission extends beyond aestnetic
expression into concrete, real-world impact. Thus, tanrougn botn
its design language and its economigc practice, my collection
seexs to create a fortified community where personal nealing and
caollective action are inextricabply linked.
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As I stand at
tnhe culmination
of my MWMaster!'s
Project, looxing
bacx on tne journey
of ¢creation, I
am filled with a
profound sense of
accomplishment.TI
nave successfually
transformed wnat
was ongce a nascent
idea into reality:
tarning tignts, a
symbol of feminine
isposanpiltlity.,
into an armor of
esilience. Wnile

my collection
undouotedly mar«s
a significant
milectone. I see
it not as a finale,
bat as a powerful
and del ipvperate
beginning. It 1Is
the foundational
manifesto for a
practice committed
t o cnallenging
tne patriarcnal
aunderpinnings of
raze, every stitecnh,
every weld, and
every narrative at
a time.

The core of my
project's success
lies in the deep,.

almost alcnemical,
relationshnip I
nave faorced witn my
primary material:
t he syntnetic
tignt. )i maoved
bpeyond simply using
tignts to truly
anderstanding them,
mastering their
tensile strenctn,
their transluacency.
and their memory.
Tni s intimate
knowledgse allowed
me to manipulate
them into a design
language thnat is
aniguely mine. I
have taxen a material

Crit

nistorically designed
t o constrain,
tandardize, and
e X ualize t nhe
female form and re-
encineered it into a
medium of protection,
expression, and
individaoality. It
is no longer Jjust
nykon and lycra; it
is a testament +to
reclamation, a fabric
that now carries a
story of defiance.
This process of
material mastery
is, in its
feminist @ W o a
reclaiming of the
tools and symbols of
opjectification to
serve a new, self-
determined purpose.

/43

w:

vaolnerability

A p i v o t a I
br‘ealftilro Q£ n in
this Journey was tne
goarav ous Iintroduaction
of aluminium This
W a s not merely a
stylistic cnoice., but

a conceptual leap. Tne
fusion of the fracile,
epnemeral tignts witn

the nhard, enduring metal
created a

powerfual

dialectic. It wisualizes
the very wessence 0of
contemporary femininity:
a potent combination of
softness and strengtn,
and
invalnerability. This
unexpected marriacge
of tne arment and the
ind’strial became Gne
pnysical embodiment
of my worx. During my
researcn into nistorical
and contemporary uses
of metal in fasnion,.
from c¢cnainmail t o

simulacra, I
found a pervasive flaw
in their perfection.
They were too polished.
too sterile, lacking
the wisceral, numan

3D-printed

enercgy of the maker's
nand. The traces of
the process., that the
crind marxs, tne slicnt
irregcularities of a
nammey strike, tne
anigue texture of a
nand-finished weld, to
me, are not flaws but

fingerprints.
a repellion

They are
acrainst

the impersonal,. mass-
produced perfection
that dominates Dbpoaotn

the fashion and design
warlds.Tnis celebration
o f "i{mperfect?"

craftsmansahip is my
feminist stance. one
that wvalues tnhe trace of
the individual g¢reator

over tne anonymity of an
exploitative macnine.

This c¢critical
realization nas
fundamentally shaped
t he trajectory
of my fuauture. My
fortncoming brand
will bve built upon

this wvery DNA: the
synercistic dialogue
between metal and
tignts, wWitn tne
integrity of the

nandcrafted marx at
its core. Tao agnieve
tnis, I plan to
Join a professional
me t alworking

ical Evalu

warxsnop over tne
next three to six
montns while laying
the groundwork for
my ©obrand. Here,
I will not seek
to eliminate thne

evidence o f my
process, oput tao
refine my sxills
to marxe those marks
more Iintentional,
more eloguent .
I wi kol explore
new alloys and
tecnnigues, pusning
the boundaries of
wnat 1s possible
wWnen me t al i s
made to converse
withn text ile
Congcurrently, I am
committed to hnoning
my nand- tlt,nxnv
tecnnigues for
tignts., elevating
t nis delicate
craft to a level
tnat matcnes tne
aatnority of +the
metalworx.

w

L However, my

vision ex tend s
beyond tne pnysical
carment s . Truae
empowerment is not
created in a wvacuum;
it 1s forged in
caommunity. I intend
for my brand to be a
platform for action.
I will actively seex
out and collabarate
with more women's
orgcanizations,
building a network
o f S ‘ppc)rt

oury community of
glient: Ultimately.
i £ re s ouwurce s
1:; ]
101N

allow, I aspire to
establisn a non-
profit foundation

under my Dbrand'’'s
aumbrella, dedicated
t o protecting
women WwWno nave DbDeen
objectified. Tnis

ould manifest 1in
tangiovple support
tnrougn online and
offline safe spaces,
organizing muatual -
aid gL£roups, and
facilitating art
tnerapy sessions.
My carments are the
armouar, but tnis
community 1is +the
sanctuary.

for

In conclusion,
my Master's Project
is the genes]i
of a Li;felion
pra ctice. It i

i

1743

wnere I learned to
weaponize softness,
to find strencth

in fragility.
and to value the
auman f{race over
old perfection.

I am not Juast
building a brand;
I am c¢cultivating
a language o f
materials and
a fortress of
¢ ommun ity .,
dedicated t o
celebrating and
protecting the
multifaceted,

unbreaxacnle
renctn of women.
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