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1.1 REPRESENTATIVE
IMAGES OF WORK

Fig. 1

STICKS
Fig. 1. Materials: Polyester yarn, foam and plastic
tubes for support. Maximum coverage of knit.
The fabric in-between the sticks gives the piece flexibility while also providing it with tension for further
support. Sticks belong to a group of three, with the
two folders.
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Fig. 2

RED / BLUE FOLDER
Fig. 2. Materials: Polyester yarn and foam. Maximum
coverage of knit.
Constructed of squares of soft foam inside, making it
possible to twist and fold for shape.
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Fig. 3

GREEN FOLDER
Fig. 3. Materials: Pemotex yarn and foam. Maximum
coverage of knit.
It has the strongest angled perception – an interaction of the colour of the foam and that of the knit,
making it appear as though there is a third colour. It
is the simplest one of its group.
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Fig. 4

PINK FILTER
Fig. 4. Materials: Foam, felt and knit. Minimum coverage of knit. Group of three, all the same size
but fixed in different shapes, held together by knit.
For all of the filters, both front and
back are important. The Filters are the only ones
that did not originate from knitting.
This filter has the least amount of felt and the widest
strips of felt.
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Fig. 5

ORANGE LOOPED FILTER
Fig. 5. Materials: Foam, felt and knit. Minimum coverage of knit. Group of three, all of the same size
but fixed in different shapes, held together by knit.
For all of the filters, both front and
back side are important. The Filters are the only
ones that did not originate from knitting.
This filter has medium amount of felt and medium
thick strips of felt.
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Fig. 6

HAIRY FILTER
Fig. 6. Materials: Foam, felt and knit. Minimum coverage of knit. Group of three, all of same size
but fixed in different shapes, held together by knit.
For all of the filters, both front and
back side are important. The Filters are the only
ones that did not originate from knitting.
This filter has the most amount of felt and the
narrowest strips of felt.
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Fig. 7

SPIRALS
Fig. 7. Materials: Foam, cotton yarn. Minimal coverage
of knit
Grouped with Transformer. Simplest ones of the
collection but can be shaped into
different forms
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Fig. 8

TRANSFORMER
Fig. 8. Materials: Foam, polyester yarn. Medium
coverage of knit.
It has the possibility of being compact and to expand. It also shows potentials of being
developed further.
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1.2 ABSTRACT
Textile design has long been known for its craft related and traditional
ways of working. Different designers and artist have found a way
of approaching the field from an unconventional perspective. The
aim of this project is to demonstrate an alternative way of approaching the field by applying traditional methods to unconventional
materials. By doing so the hope is to bring joy and playfulness to the field.
As a final result the three groups consisting of nine objects present ways
that knit can be used to sculpt and to lend flexibility when combined
with stiffer structures, therefore giving way for movement and
transformability. Object Poetry engages the viewer to interact and experience fun.
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1.3 KEYWORDS
KNITTING
TEXTILE DESIGN
SHAPING
OBJECTS
MATERIAL
SIMPLICITY
COLOURS
SCULPTING
INTERACTION
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2.1 INTRODUCTION
  TO THE FIELD
Forms and shapes surround us and make us, whether sharp and geometric
or soft and organic. The same can be said of materials, whether they are
synthetic or woven by us, or whether they come from nature. Forms and
materials combine in fluid ways through countless interactions. Out of
these interactions emerges a playfulness, which is one of the major aspects
of this work.

2.1.1 FORM
Maria Blaisse is known for her exploration of forms in her practice as an
artist and a designer. Her project Moving Meshes from 2008, explores
the relationship between bamboo structures and a performer that moves
within the structure. The meshes take on different forms in the performance as a person interacts with it.
Her exploration of rubber inner tubes is also an example of how Blaisse
explores forms through a single material, giving way for many possibilities.
In her research she has found that form and transformation of one form
to another gives a lot of opportunities to develop new textiles.
In the book The Emergence of Form (2013) which covers her career, she
goes over her work and shows with graphic illustrations how she systematically explores the potential of the the rubber tube in the project
Gomma tubes (figures to the right). The transformation of the material is
what stands out in Blaisse’s work. She has observed how the material behaves and from there shaped it into a form. In a quote from her book, the
author describes that each material has a form intergraded in it that gives
its behaviour (Blaisse, 2013). This particular project is simple as it uses few
other elements other than the rubber tube or the bamboo, which together can be shaped into a variety of forms.
The relevance of Blaisse’s work to this thesis is that both touch on the
fundamental research of the possibilities of chosen material and that principles of it could be applied to various fields. However, in Object Poetry the
same rule is applied to diverse manners of material meetings and usage of
colour, which is not an approach found in Blaisse’s methodology.
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2.1.2 JOINING MATERIAL
Forms are often pure in shape, but Anton Alvarez, an artist with cabinet
making background, has another approach to form. His work is interdisciplinary art and product design and it offers a possibility of being used as
a seat or a lamp.
With his Thread Wrapping Machine (2012), he explores the combination
of wooden structures and coloured threads. The machine spins circle after
circle wrapping objects passing through with thread, covering it with the
chosen colours and glue. With his background in cabinet making he makes
a seemingly random composition of wood. This poses as form and function within the field of textile design, product design and art. First explored
as a way to join material without using the traditional carpeting tools like
screws and nails he found this alternative way of joining wood and threads
that later overtook his work resulting in the colourful sculptures he is
known for.
Akner-Koler, points out that different sizes and shapes of a piece joined
by another shape regulates what kind of way the two materials should be
joined together, but more importantly, she shows that by marrying two
elements together they lend each other characteristics from one another
(Akner-Koler, 2007). Clearly this is true in the case of Alvarez’s wrapped
structures that borrow qualities from both textile and furniture design.
Alvarez’s sculptures are generously colourful. Both his use of colour and
shape can be said to be playful by their sheer intensity as he mixes contrasting and tonal colours. Undoubtedly this play in the two referred elements
are common traits in the sculptures produced in the Thread Wrapping
Machine as well as the ones in Object Poetry. Another common feature is
the exploration of form and material, both based on fundamental research
of material expressing abstract forms.
While the wood used by Alvarez is strong and static and can hold up
a body sitting on it, the qualities of the foam are strikingly different to
those of wood. The soft knit and flexible foam give it a different possibility of
interaction.

16

2.1.3 CRAFT
Sculptor Evelina Kollberg uses textile as the medium for her playful
and interactive work. Craftsmanship is visible in her large scale piece
Människofällan (The human trap (2016)) where she invites exhibition goers to engage in the work by crawling though crocheted tunnel evoking
the play in them.
On one hand, Människofällan crochet handwork is more visible in comparison to Object Poetry where most of the knit for the objects is machine
made. However, every part is made by hand in the case of the Filters and
Spirals.
On the other hand what connects the two projects is, firstly, the craft of
knitting and crocheting where in both cases one can create three dimensional shape from continuous strands of yarn and secondly, the play and
invitation to participate in the work.
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2.1.4 PLAY / INTERACTION
Koskinen states in the preface of Empathic Design that besides having the
responsibility of making effortlessly working pieces, designers’ duty is also
to bring pleasure in the form of joy (Koskinen et al., 2003). Joy is important in textile design as in other design fields and through his project Array,
Tijs Gilde demonstrates the potentials of modular system of geometric
sections in relation to sofas and seats. By arranging the modules one can
compose divers seatings. Being allowed to participate can provide joy however, that which can not be controlled by the viewer can also be
enjoyed. The simple yet important components like colour and form can
evoke glee, at least for the author of this thesis.
While, both projects use bold colours, Object Poetry is considerably bolder
and juxtaposes more colours. However, the most important similarity
between the two is the playfulness. The toy-like design encourages the
public to engage and take a moment to position the pieces into various
outcomes.
In contrast to Object Poetry, Array portraits a conventional sofa versus the
open interpretation of the usage of the transformative knit.
Furthermore, Gilde’s use of textiles is applied and primarily presents as a
colour and texture for the blocks. The use of textile, specifically knit, plays
the largest role in the function of the pieces.
The non-functional yet transformable objects are open for interpretation
and engage the viewer to interact with them and change their position.
The design process is often dependent on the playful activities of designers,
and we consider play as a counterbalance to the systematic and rational demands during the design process. Through the unconditional and explorative
process of play, people get involved and interact spontaneously, relying on their
sense than on their rational mindsets. (Akner- Koler pp.25)
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2.1.5 FUNCTION
Molo design developed Softwall and Softblock, modular paper furnitures
and room dividers that come compact and folded but can expand to decent length and be arrange in various forms. Magnets are used to join both
ends or to connect with another module.
The products are based on honey comb pattern that allows the formation
to expand and retract, this function of the possibility of interaction and
transformation makes these furnitures a clever design solution.
Object Poetry deals a lot with similar function in the form of interaction
and transformation. The collection places its strength in the opportunity
of engaging with individual pieces and arranging them in different ways.
Knitted fabric and flexible foam play a vital role in providing this function
of interaction.

19

2.2 DESIGN PROGRAMME
Through out the studies the plan has been to explore simplicity that is
simultaneously complex.
Simplicity has an openness about it that leaves room for interpretation,
as well as possibilities. Things can appear complex at first glance, but at a
closer look, present a simple structure.
Another focus has been on forms and to use colour as an element to enhance the perception of the forms. This has been done through different
techniques but knitting proved to be the most intriguing as it can be both
ornamental and structural at the same time.
The following projects within the design programme will be presented in
chronological order.
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Fig. 9. Properties of the 3D fabric explored through
contraction and expansion

Fig. 10. Distorted stripes

Fig. 11. Floatings used to exaggerate the 3D

Fig. 12.

Fig. 13.

Fig. 14. Properties of monofilament and lycra explored

2.2.1 INTRODUCTION TO KNITTING
To begin with, the notion of three dimensionality was explored through
knitting with the aim of exploring knitting techniques and expressions
through stripes.
The potential of stitch transfer and floatings (fig.9-14) was pushed to create an exaggerated surface on the fabric.The samples shown above display
distorted stripes made by adding generous amounts of floatings between
the knitted surface.The ridged surface is made by transferring stitches from
front to back needle bed when knitting, and this along with the floatings
amplify the three dimensional properties of the knit.The notion of contrast
of transparency and solid patches with in the fabric were also explored as
the floats that convey transparency appear lighter than the solid stripes.
Fig. 15. Distorted pattern
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Fig. 16. A known method of connecting two thinds
applied to objects with different tactilities.

Fig. 17. Aiming for new objects by connecting
opposing forms.

Fig. 18. Creating new objects by using the properties
of the composition elements.

2.2.2 ARTISTIC DEVELOPMENT
In this course a few different ways of working were explored, one of them
was to work in opposite manner from what the usual process is. That
seemed like a good challenge, therefore the aim was to work in large scale
and without repetition and to use the colours given in the beginning.
Some basic rules were set, no cutting, and no repetition. At times this
proved difficult, but after deciding on using found material and objects it
became easier. Some smaller exercises were done to have an overview of
the material gathered, for example of arranging the material into groups
based on the colour or on the shape (fig. 25-27).
The final piece presented was an installation of each material was connected with another thing, a material or an object, in a different way from
what had been done before (fig. 16-24).
Although the gain of changing the way of working proved to be more
challenging than beneficial, it did however give some sort of introduction
to working with objects and had a direct influence on the group of Filters
in the degree work. The pieces are based on a filter that was bought specifically for this project.
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Fig. 19. Fusing two things by using know textile
method.

Fig. 20. Object book, plate, pamflets, sponge taped as
a book

Fig. 21. Joining objects with different qualities

Fig. 22. Steal foot combined with a plastic cylander
becomes glass

Fig. 23. Gloves

Fig. 24. Plastic bag and foot of a glass also become
a glass

Fig. 25. Black objects gathered.

Fig. 26. Range of brown objects

Fig. 27. White objects
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Fig. 28. Using the properties of the rib to visualise a
knitted space.

Fig. 29. Knitted structure visualised as a sofa.

2.2.3 DESIGN PROJECT
The aim of the following project was to explore the dynamics of overlapping patterns, with the focus on kinetic movement and three dimensional
form.
While the project already deals with the concept of three dimensionality,
the colours for it were chosen to emphasise this notion by using red, blue,
and purple. Secondly, when the piece was layered, the colours merge and
form the illusion of another colour. In addition, due to the combined effect
of the rib and the floatings that made up the shapes, the movement of
the objects were bouncy and had the option to expand when pulled and
retract when let go. This notion of transformation became a source of
inspiration for the next project.
The challenge also included pushing the boundaries of scale. The intention
was set on making knitted space, a tent–like structure (fig. 28) that would
benefit from the quality of the behavioural properties of the rib, expand
and contract. Due to limitations of resources the wish for scale was not
met and the project was therefore turned into smaller scale sculptures.
Having explored transparency in the previous projects, it was decided that
for the next project opaque and closed shapes would be the main target.
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Fig. 30. Partial knitted shape using paper yarn, it
proved hard to make self–supportive structure.

Fig. 31. By adding felt in the tubular knit the structure
became self–supportive

2.2.4 RESEARCH PROJECT

Fig. 32. The pieces became flexible while keeping their
shape.

Fig. 33. Felt protruding the knit

For the third design project the notions of shapes was developed into
bendable objects with the aim of exploring three dimensional shapes
through knitting and by adding filling for transformable structures.
The project was developed through knitting, mainly partial knitting (fig. 30
and 34) and inlays to create support structures (fig. 31-33). To begin with,
the focus was on exploring self-supportive structures through knitting with
flexible parts that would lend the object transformability. That later developed into the support being added by using inlays in the knit either during
the knitting or afterwards. When a reasonable amount of fabric separated
the stiffer inlay material it allowed for flexibility (fig. 32). This flexibility can
be described as joints, which allows for articulated motion. This concept
became the starting point for the thesis project.
Fig. 34. Exploring partial knitting
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“Simplicity is complexity
resolved”–Constantin
Brancusi

2.3 MOTIVE AND
IDEA DISCUSSION
Exploring interaction between materials is the core of this fundamental
research. Textile design for furniture is very applied as it is mainly for practical use. With this research, the aim is to approach textiles from a more
experimental standpoint, with the potential of working with the material
in simple configuration while simultaneously being complex. By doing so,
there are possibilities to develop the work further in relation to furniture
and product design as well as also working in their own right as playful
textile sculpture for interaction.
Derived from investigation of objects and flexibility, the strength in this
project comes from its interdisciplinary research. It touches both on the
approach of textiles and product design. Although it investigated textile
objects, first and foremost it was an exploration of the form and material.
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2.4 AIM
The aim is to explore unconventional combination of knit, felt and
foam, that allows for sculptural abilities and engages the viewer to
interact.
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3.1 METHODOLOGY
3.1.1 DESIGN METHOD
Throughout the whole process the Adaptive strategy has been applied.
Described by Jones, where each stage is decided one after the other based
on the information gathered or as stated: “The search pattern is always being guided by the best available information, [...] it gives full scope to the
human (or animal) ability to act correctly on impulse” (Jones, 1992, pp76).
The adaptive approach has suited the process of this project as a step by
step process as Koskinen describes it: “The experiments themselves were
a step by step process where one experiment led to another. The experiments are regarded as the sketch work for the research, or as “physical
hypothesis” (Koskinen 2012).
To begin with, materials lead the work. The choice of materials can be
described as being intuitive as they are based on colour and tactility.
Contrasting textures, densities and other material properties provide a
way of starting the design process by doing physical sketches.
There are two ways of sketching within this stage. Firstly it is by working
on the hand knitting machine, where the material leads the way, and secondly, by sketching directly in the material or one with similar behaviour.
Generally, the material sketching follows the knitting, the knitted results
were taken a step further by making material sketches with the knitted
properties in mind.These methods are helpful to visualise the potentials of
the sketches due to the speed of the knitting machines, the time it takes to
program and limitations regarding availability of technicians and machines.
Details of the sketching methods are further exemplified in the following
chapters.
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During the sketching phase work was carried out continuously, one
sample influenced the next one, making an inner circle of adaptive strategy.
Although no step was taken backwards to evaluate the work, some decisions were made that influenced the results.
An evaluation happens with in the sketching process, that leads to the next
piece. There is however, another step to the evaluation. Once sketching is
done, that can be based on pre decided amount of pieces or other factors,
a step is taken to evaluate what version has potentials. Potentials in this
case are function, the flexibility, sculpting properties and aesthetic properties. Photographs are used for this stage of the evaluation for overview
and to reflect.
Once a piece has gone through this process and been singled out, it can be
adapted for knitting. This step requires considerable amount of programming depending on the level of complexity and depends upon knitted
tests before the final fabric can be knitted.
When the piece is ready it is reflected on and adapted for the following
samples, therefore directly influence the rest of the collection, going back
to sketching.
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3.2 DESIGN OF EXPERIMENTS
3.2.1 HAND–KNITTING AS A SKETCHING METHOD
Initially, all final pieces, excluding one, were made on the experimental
hand–knitting machine before they evolved into the presented version.
Without a proper plan of the final outcome, the process of sketching was
rather fluid, as each sketch developed more or less on the machine.
To begin with, the aim was to create three-dimensional forms, which was
best achieved by partial knitting. Presented with the problem of the knitted shapes failing to be self supportive and after trials with yarn in diverse
qualities and tactilities, tests were carried out where felt was introduced
as a structure by a knitting technique called inlay. Realizing the potential of
knitting in structures provided both flexibility and support that would give
results where the knit and the structural material became one, that is, one
could not work without the other. Landahl points out two ways of form
thinking, one of them being material and technique as a way of sketching.
That is, form and material have been fused together and can lead to new
and functioning structures (Landahl. 2013 pp. 46). This proved to be an
effective way of sketching.
Samples generated with this method varied by alternating the amount or
size of the filling material, therefore creating contrast with the thinner knit.
Strips would also protrude from the knit as well as sections of plain knitted
fabric dividing the filled areas further apart.

30

3.2.2 MODEL MAKING AS A SKETCHING METHOD
All the experiments produced on the hand–knitting machine were small
scale models that were later realised into final size. Some of those samples
were developed further by making models in alternative material to help
visualise for example, function. Example of this is The Folder, small scale
models proved to be helpful when envisioning the possible construction
of the piece.
Potentials of arrangement for the models were realised by playing with
them. When each model was ready it was played with by positioning it in a
variety of ways until satisfied that no further arrangements could be made
with one model alone.
Decisions were made concerning what model should be chosen to be
produced in larger scale through evaluating what presented the most intriguing forms, both laid flat out and by the options is presented for arrangement. It should be noted that the models are not an exact replica of
what the final outcome should look like, it is a part of the design process
and a way to think in three dimensional way, (Lucci, & Orlandini. 1990
pp.103) before it is adjusted for knitting.
Based on knitting, one group in the collection did not originate from the
experiments made by hand–knitting. The group of three objects called
Filters, was solely developed through model making. Even though the
Filters vary from the other pieces, the knit plays a central role in shaping
each object. In the Spirals, the second of two pieces where knit is minimal,
it also plays important role as it holds the structure in place.

3.2.3 MATERIAL SKETCHING
All experiments start as sketches, small scale models and tests are made
and carried out in hopes of finding something worth evolving further.
Materials used in previous design projects are brought to the table along
with others of similar properties. First experiments are realised on a
hand–knitting machine. All the trials had the aim of having the possibility of
forming, or being a three dimensional shape.
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Fig. 35. Example of evaluation process. The selected
sketch is marked with red marker.

3.2.4 EVALUATION
Evaluation is based on reflection on the aim, three key things affect the
decision making. One being function. This flexibility and sculpting abilities, this happens during sketching as a part of the adaptive strategy and
throughout the process. Secondly, the aesthetics, form and colour. Form
is decided on through material sketching and photographing (fig. 35),
for a sketch to be chosen it has to meet the requirements of strong
graphic form when laid flat, together with number of shapes when
arranged. This is deeply integrated with the function of tranformation.
Evaluation of the colour is based on the whole collection and the given
colour of the filling material.
“…the practitioner may surface and criticise his initial understanding of
the phenomenon, construct a new description of it, and test the new
description by an on-the-spot experiment“ (Schön, 1983, pp. 63).
Judging is apart of the design process which is not linear. This means that
it is a back and forth process where the judging plays the role of deciding
what is working, what needs to be altered and what should be discarded.
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3.3 DEVELOPMENT
The following chapters will describe the process of the development
of each group. This will be done mainly with images but also captions.
Furthermore, some discarded ideas and tests will be included.

3.3.1 FOLDERS
The Folders express the contrast of stiff surfaces divided up into sections.
These sections in between the surfaces can be differ in length, according
to how one wants it to function. What they all have in common is the
ability to be formed and sculpted.
Fig. 36. Flat / Expand

Fig. 37. Fold / Bend

Fig. 38. Contract

Fig. 39. Dense / Open

Fig. 36-41
Strips of felt inlay give the knit
structure and flexibility.
Tests like this one were the starting point of Object Poetry.

Fig. 40.

Fig. 41. 3D / Flat

The images show the potential
of shaping, from being folded and
contracted to open as well as 3D
structure
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Fig. 42. Flat / grid

Fig. 44. Flat / grid

Fig. 43. Fold / 3D

Fig. 45. Fold / 3D

Fig. 47. Grid / Flat

Fig. 48. Fold

Fig. 49. 3D

Fig. 50. Contract

Fig. 51. Contract

DISCARDED

Fig. 46. Flexibility

Fig. 47- 51
Folded Spacer. Discarded idea for
Fig. 42-46
The sample demontrates a simple the Folder as its lines are too unconstruction of a grid like base that defined due to monofilament used
allows the material to be flexible, for the thickness can not be taken
fold and form three dimensional away in the diagonal lines, therefore
making the folding lines dence and
shapes.
The sample is based on triangles ar- stiff.
ranged into squares. This construc- This piece also shows more
technical approach to the Folder.
tion is widely used.
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Fig. 52. Rythm

Fig. 55. Ridged

Fig. 57. Construction

Fig. 53. Open

Fig. 54. Flexible

Fig. 56. Structural

Fig. 52-55
Here, a sample was scaled up using
jersey fabric, to test the function in
desired scale. The ridged structure
had a rhythm by the way it was assembled and showed flexibility that
has potentials for sculpting.
It was decided to test it out with
knitted fabric.
Fig. 58. Repitition

35

Fig. 59. Movement

Fig. 60. Sliding

Fig. 56-60
Compartments knitted in Pemotex,
filled with foam and heated for
a short time for the Pemotex to
shrink. The outcome was better
than expected and has a variety of
ways to be arranged, as can be seen
later in the results chapter.

Fig. 61. The final version of the Red / Blue Folder.

Fig. 61
The idea of a foldable piece was
tested out with different constructions. Here, rectangles make up the
piece. It can be compacted into
small size as well as to build structures like a box and more organic
forms that need it to fold and twist.

36

3.3.2 STICKS
Derived from the the principle of
the folders, Sticks have similar compartments for the filling material, but
longer space between each filling.
This gives the piece a different look
and another way of arrangement.

Fig. 62. Stackable

Fig. 63. See–through colour

Fig. 64. Prototypes using jersey and cardboard rolls

Fig. 65.

Fig. 66. Structure

Fig. 67. Flat / 3D

Fig. 68.

Fig. 69.
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Fig. 70. Flat / Graphic

Fig. 71.

Fig. 73.

Fig. 74.

Fig. 75.

Fig. 76.

Fig. 72. Structure

Fig. 70-76
Small scale sketches were important
when it came to decide on a structure before knitting.
These sketches were quick to make,
therefore easy to make number of
them.
Presented here is the sketch that
led to the final object, arranged in
number of ways.
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Fig. 77. Bent

Fig. 78. Bent

Fig. 79. Sticks protruding the knit

Fig. 80. Adjustment

Fig. 81. Sticks protruding the knit

Fig. 77-80
After a test where the knitted
tubes were made in the width for
the palstic sticks, it was decided that
the plastic sticks should be covered
with foam for added width and to
be more in line with the chunky
look of the collection.
An idea was to only have foam
for the structure, but without the
sticks, the longer foam poles would
collapse due to the weight of the
fabric.
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Fig. 82. Complex

Fig. 83. Caos

Fig. 84.

Fig. 85. Structure

Fig. 86. Complex structure

Fig. 87. Complex structure

Fig. 88. Final version of the Sticks. Image by Jan Berg.

The process went from adapting
previous knowledge of how the
Folders work to the Sticks by doing
large scale tryouts first (fig. 64-69)
before adjusting it to more manageble way of sketching by making
small scale samples(fig.70-76). Even
though the sample chosen was
small the final result (fig. 88) was
not too far of from the initial idea.
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3.3.3 FILTERS
Form and material exploration
for the Filters, no knit has been
introduced here. The Filters are
based on air filter for cars (fig. 89).
The way that filter is constructed
had an intriguing movement to it
and a rhythm of the paper pleats
that follow the movement.

Fig. 91. Connected through material

Fig. 94. Looped

Fig. 89. The original filter, here with ribbons on the
backside.

Fig. 90. Broken patterns through shape

Fig. 92. Inside / outside

Fig. 93. Structure

Fig. 95. Both back and front

Fig. 90-95
The combination of foam and felt
provided a range of options. Only
by using the two materials proved
that simplicity can lead to multiple
shapes that look more complex
than they really were.
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Fig. 96. Loops

Fig. 97. Threaded fringe

Fig. 101. Final version of the Pink Filter and the Orange
Looped Filter. Image by Jan Berg.

Fig. 98. Trapped / using the length

Fig. 99. Colour selection

Fig. 102. Final version of the Hairy Filter. Image by Jan
Berg.

Fig. 100. Fixed / quantity

Fig. 96-100
Colour and arrangement tests for
the Filters.

Fig. 101-102
The final results came all from the
first few sketches. They all share the
same lengt and width of the foam
but are arrange in different manners, but on the contrast each and
one of the them is made up of different amount of felt.
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3.3.4 TRANSFORMER
Development of the Transformer.
Partly exposed structural material.
Experiments were first done by using felt, the felt proved heavy and
limp when the work was scaled up.
That is when foam was introduced.
The light weight of the foam and its
density made it possible to scale up.

Fig. 103. Shaped into 3D

Fig. 104. Tunnel

Fig. 105.

Fig. 106. Flexibility

Fig. 107.

Fig. 103-107
The simple configuration of the
two materials became flexible while
keeping the structure.
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Fig. 108. Protruding filling

Fig. 109.

Fig. 110. Inside – outside form

Fig. 111.

Fig. 112.

Fig. 113. Flexible

Fig. 114. Folded form

Fig. 115. Folded form

Fig. 108-115
Tests of felt poke out of the knit
combined with divided up compartments of smaller chuncks of felt.
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Fig. 116. In making

Fig. 117. Structure

Fig. 122. Compact

Fig. 123. Compact / Expand

Fig. 124.

Fig. 125. Length

DISCARDED

Fig. 118. Expanded

Fig. 120. Compact / Solid

Fig. 119.

Fig. 121. Collapse

Fig. 122-125
The length of the Transformer was
pushed, but proved that the extra
length did not add anything to the
piece.

Fig. 116-121
By combining smaller loops with
larger ones, the piece was able to
be compact when stacked and expand when pulled, exaggerating the
length/shortness of the piece.
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Fig. 126. The final version of the Transformer. Image by Jan Berg.

Fig. 127. Expanded to full length. Image by Jan Berg.

Fig. 126-127
The colour is used to indicate different purposes of the knit. The
dark blue is where the foam goes
through while the light blue part
is used as a way to grab engagers’
attention even more by only being revealed when the structure is
pulled apart.
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3.3.5 SPIRALS
The Spirals are the simplest form
and the function of the collection.
By looping a strip of material into two
or more circles one can play with
the shape. For these experiments
both felt and foam were tested.

Fig. 130. Folding / pattern

Fig. 128-134
Early sketches for the Spirals. The
knit keeps the foam/felt in place
while simultaneously allowing it to
be looped into compact structures
and expand. The felt worked in
smaller sketches but when used in
longer strips it loses its density.

Fig. 128. Held together with small amount of knit

Fig. 129.

Fig. 131. Compact

Fig. 132. Held together with knit

Fig. 133. Expand

Fig. 134. Shaped
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Fig. 135.

Fig. 136. Flet Spirals, too soft material. Needs structure.

Fig. 138. Chunky

Fig. 139.

Fig. 140. Bent

Fig. 141. Irregular

Fig. 144.

Fig. 145.

Fig. 142.

Fig. 143.

Fig. 146.

Fig. 147.

DISCARDED
DISCARDED

Fig. 137. Knitted connection

Fig. 138-143
When heated the felt shrinks and
stiffens. Felt as the main material for
the Spirals was discarded as breaks
appeared in the felt making the
Spiral bent in different places and
not keeping its desirable form of
smooth circles.

Fig. 144-147
The idea of adding other
elements to the Spiral, such as
felt was discarded as it only served
as a decoration. All pieces should
demonstrate simplicity, therefore
only elements that serve purpose
could also express decoration
through colours and contrast in
texture.
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Fig. 148. Two connection points

Fig. 151.

Fig. 149.

Fig. 152.

Fig. 148-153
Foam spirals were the best option. For the foam’s combination of
weight and density keeps its shape.
Fig. 150.

Fig. 153.

49

4.1 DESIGN RATIONALE
For this chapter, the aim is to explain and support the decisions made
during the design process. As mentioned earlier the process was a step–
by–step process where each decision was based on the previous one.

4.2 AESTHETICS
As the form and the function of transformation are the main cores of the
work, the decision was taken not to use any form of decoration unless it happened to be so by the meeting of the two materials. Rather, it was decided to
emphasise the minimal use of elements by using different kinds of contrasting
colours, thus adding to the playfulness of the pieces. Described by Munari
as “Subtract rather than add: this rule must be understood in the sense
of reaching simplicity, getting at the essence of the object by eliminating
anything superfluous until no further simplification is possible” (Munari
2008 pp.121).
Not only does each material have different colours but also different
texture giving the pieces diverse tactility.
As so often with textiles the tactility expresses that it should be touched,
the focus of this work has been to create objects that are meant to be
handled and interacted with, to shift their shapes. This is where the surface
comes in, as it is supposed to be intriguing and invite the spectator to
engage with it. If the surface is alluring, then it is more probable that people
will interact with it.
When the knit is stretched over the foam and each material has its own
colour the interaction of the two colours gives a change of perception
of these colours. This is known in weaving as Shot Silk as the warp has a
different colour than the weft (damaskraven.com). This effect is also called
angle perception, as the effect is visible from angles.
In her PhD thesis, Underwood mentioned that textiles can be divided into the categories of firstly, decorative textiles and secondly, structural. She later asks if textiles can be the combination of the
two. This project exhibits a combination of both, structural knit even
though the knit itself is not self–supportive, and decorative. The
decoration is kept to the minimum and is only expressed through solid
blocks of colours. The Transformer and the Sticks are examples of this, plain
fabric has a different colour than the tubes for the foam.
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Fig. 154. Polyethylene foam and felt.

4.4 MATERIAL
Fig. 155. Pemotex and foam.

Foam is light and flexible. In the beginning, tests were made with felt. The
initial aim was to continue the usage of the felt but, as an alternative and
cheaper option for a sketching material, foam proved to have desirable
qualities such as being lightweight, which felt lacked. The weight of the
material proved to be important for larger structures: the lighter the structure, the larger it could be and support itself.
Although the felt was ruled out as the main material alongside the knit, it
plays an important role in the Filters.
Tension between the materials give the pieces constructional characteristics, and these properties are utilised to build up the objects. What the
material also does is it to point towards application for furniture.
By using unconventional materials, the approach to textile design becomes
atypical as it focuses more on exploring the potentials of the material in
relation to traditional textile methods.

Fig. 156. Vinyl pipe (referred to as stick)
and polyester knit.
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Fig. 157.

Fig. 158.

Fig. 159.

4.5 COLOURS
Aiming for simplicity with emphasis on function and form leaves no room for
decoration, therefore colours play the important role of being decorative.

Fig. 160.

The colour wheel by Itten was used as a guide to pair colours for each
piece. Yarn and felt was chosen to fit with the foams that came in fixed
colours. Contrasting colours were used to create playful a appearance but
at the same time striving for the unexpected harmony by using colours
that were sometimes slightly off and by using generous amount of colours
within the whole collection.
According to Itten and Haagen there is “ a fundamental rule is that corresponding areas of the design should produce the same affect of contrast in
each version” (Itten & Haagen. 1993 pp.54). In relation to this, even though
the colours for each piece were individually chosen to work in relation
to the given colour of the mat and may at first appear to be scattered,
they were however chosen to also work in the greater context of the
whole collection in order to have a correlation in the whole collection.
Individual piece of the collection has certain combination of contrasting,
bright and dull colours, they within their clash they all come together and
create their own harmony.

Fig. 161. Polyethylene foam and polyester knit.
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Fig. 162. Still of Filter from film

5.1 RESULTS
While there are eight samples, nine if one count the two spirals separately,
they can be divided into three groups. All samples are from the same idea
of filling material being trapped in knit, but they do vary in how much the
knit covers the material. The first group includes the Transformer and the
Spiral, which express the knit holding together oval structures of foam or
felt. Group two is made of stiffer fillings, foam and plastic tubes, Folder and
Sticks allow the user to arrange them using the hard filling as a support
structure. Finally, there are Filters, which are different from the other as the
knit is used as a rope to hold the shape of the piece. No filling is knitted
in, yet it shapes the piece.
The following pages show stills from films made while interacting with the
pieces. Selected shapes are shown.

53
5.1.1 TRANSFORMER
Materials: Foam and polyester yarn.
Medium coverage of knit.

Fig. 163.

Fig. 165. Compact

Fig. 166. Movement

Fig. 167. Shaped

Fig. 168.

Fig. 164. Compact / Expand
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Fig. 170. Gathered in hands

Fig. 169. Collect

Fig. 171. Drop

Fig. 173. Lentgh

Fig. 172. Swing
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Fig. 174.

Fig. 175.

Fig. 176. Flexible

Fig. 177.

Fig. 178.

Fig. 163-178.
The Transformer is a structure that is
short when gathered but expands
to a surprising lenth. It expresses
movement and is very flexible both
due to the knitted fabric and the
foam skeleton.
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5.1.2 SPIRALS
Materials: Foam, cotton yatn. Minimum coverage of
knit.

Fig. 179.

Fig. 180.

Fig. 181. Coil

Fig. 182.

Fig. 183. Compact

Fig. 184. Pull

Fig. 185.

Fig. 186. Strech
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Fig. 187. Globular

Fig. 188.

Fig. 189. Looped

Fig. 190. Lentgh

Fig. 191. Spiraled

Fig. 192.

Fig. 193. Tangle

Fig. 194.

Fig. 195.
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Fig. 196. V–shaped

Fig. 197.

Fig. 198. Star–like

Fig. 199.

Fig. 200. Compressed

Fig. 201.

Fig. 202.

Fig. 203. Spiraled–expanded–spiraled

Fig. 204. Reversed B
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Fig. 205.

Fig. 206.

Fig. 207. Expand

Fig. 208. Curl

Fig. 209.

Fig. 210. Circulation

Fig. 211. Whirl

Fig. 212. Inter looped

Fig. 179-212.
The Spirals are made up of foam
strips in two lengths. As simple as
they are, they express that simplicity can be simultaneously complex.
The Spirals loop and expand and
coil up again, they can take the
shape of known symblos and are
simply fun to play around with.
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5.1.3 STICKS
Materials: Polyester yarn, foam and plastic tubes
for support. Maximum coverage of knit.

Fig. 213. Flat

Fig. 214. Raised

Fig. 216. Movement

Fig. 215. Adjust

Fig. 217. Support

Fig. 218. Structure
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Fig. 219.

Fig. 220. Self–supportive

Fig. 222. Built in

Fig. 223.

Fig. 224.

Fig. 225.

Fig. 221.

Fig. 226. Divided / Transparent
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Fig. 227. Tipi–like

Fig. 228. Supported by the fabric in between the poles

Fig. 229. Building

Fig. 230.

Fig. 231.

Fig. 231. Short sticks supporting longer ones,
supporting the longest one
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Fig. 232. Struggle

Fig. 233. Constructing

Fig. 234.

Fig. 232. Struggle

Fig. 213-234.
With the filled part divided further
apart than in other pieces, the Sticks
are able to be sculpted into more
tent–like structures. The fabric in
between the sticks can be used to
support the construction so it becomes self supportive. The piece
needs to be adjusted for that to
happen, sometimes being a bit of
a struggle getting it to stand on its
own but there are number of ways
to achieve it.
Transparency of the fabric is important as one can see the engager
build.
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5.1.4 GREEN FOLDER
Materials: Pemotex yarn and foam.
Maximum coverage of knit.

Fig. 237. Fort

Fig. 240.

Fig. 235. Folded

Fig. 236.

Fig. 238. Front

Fig. 239. Self supportive

Fig. 241.
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Fig. 242. Standing and sliding

Fig. 244. Back

Fig. 247.

Fig. 243. Bench–like

Fig. 245.

Fig. 246. Flat and raised

Fig. 248.
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Fig. 249.

Fig. 250. Folded, standing structure

Fig. 252. Irregular 3D

Fig. 253. Foldable

Fig. 254.

Fig. 251.
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Fig. 255. Curved

Fig. 256. Hidden

Fig. 258. Twist

Fig. 257. Grid

Fig. 235-258.
Based on a grid, the Green Folder
has more sculptural abilities than
first assumed. It is arrange in irregular ways that gives curved and
twisted structures that are not as
expected as the regular ones. The
regular constructions, however, display some interesting features such
as bench–like structures that also
express the Folders 3D ability.
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5.1.5 RED / BLUE FOLDER
Materials: Polyester yarn and foam.
Maximum coverage of knit.

Fig. 259.

Fig. 260. Too few hands

Fig. 262. Two sides

Fig. 261.

Fig. 263. Stackable structure
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Fig. 264.

Fig. 265.

Fig. 266.

Fig. 267. Self supportive

Fig. 268.

Fig. 269. Two connected

Fig. 270.

Fig. 271. A–frame structure
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Fig. 272. Twisted

Fig. 273. Open / Closed

Fig. 274. Open / Closed

Fig. 275.

Fig. 276.

Fig. 277. Back / Front

Fig. 278.

Fig. 279.

Fig. 280.
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Fig. 281.

Fig. 282. Collapsed

Fig. 283. Collapsed

Fig. 284. Cave–like

Fig. 285. Bent and solid

Fig. 286. Bent and solid

Fig. 287. Closed

Fig. 288. Flexible

Fig. 259-288.
As an alternative approach to the
Green Folder, the Red / Blue Folder
is not as solid in shape as the previous one. its qualities are that it can
be twisted into shape and is overall
more flexible and demonstrates the
complexity it can form.
Bent or solid, the structure is self
supportive and has the option of
expressing both open and closed
forms due to its multiple sections.
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5.1.6 ORANGE LOOPED FILTER
Materials: Foam, felt and knit. Minimum coverage of
knit. Medium amount of felt and medium thick strips
of felt.
Here the Filter is taken apart to demonstrates
potential forms and how the group is formed.

Fig. 289. Inside / Outside

Fig. 290.

Fig. 291.

Fig. 292.

Fig. 293.

Fig. 294.

Fig. 295.

Fig. 296. Compressed
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Fig. 297.

Fig. 298.

Fig. 299. Compact / Expanded pattern

Fig. 300.

Fig. 301.

Fig. 302. Flat

Fig. 303. Oval

Fig. 304. Twisted

Fig. 305.
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Fig. 306.

Fig. 307.

Fig. 308. Shaping

Fig. 309. Wavy

Fig. 310. Rolled up

Fig. 311.

Fig. 312.

Fig. 313.

Fig. 314. Carpet–like
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Fig. 315.

Fig. 316.

Fig. 317.

Fig. 318.

Fig. 319.

Fig. 320. Hanging

Fig. 289-322.
The Orange Looped Filter expresses in its fixed form both the front
and the backside equally. But here it
demonstrates the ways the whole
group is played with in order to get
the form they are presented in.
It went from being flat almost carpet–like to expressing wavy and
more 3D form while being rolled
up.
Fig. 321.

Fig. 322.
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5.1.7 HAIRY FILTER
Materials: Foam, felt and knit. Minimum coverage of
knit. Most amount of felt and the narrowest strips
of felt.

Fig. 323. Curiosity

Fig. 324. Flat / Oval

Fig. 325.

Fig. 326. Twirl

Fig. 327. Swing

Fig. 328.

Fig. 329. Inside / outside

Fig. 330. Inside / outside
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Fig. 331.

Fig. 333.

Fig. 336. Movement

Fig. 332. Interaction

Fig. 334. Feel

Fig. 335. Shaped

Fig. 337.
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Fig. 338. Expand

Fig. 339.

Fig. 340. Wrapped in

Fig. 341. Folded

Fig. 342. Drape

Fig. 343. Supported by the felt

Fig. 344.

Fig. 345.
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Fig. 346.

Fig. 347. Fall

Fig. 348.

Fig. 349.

Fig. 350.

Fig. 351.

Fig. 352.

Fig. 323-352
The Hairy Filter is best expressed in
motion. Swinging and twirling before being put down draped and
arranged. The surfaces are tempting
to touch. The felt is placed in the
foam though an incision that keeps
it from falling out.
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5.1.8 PINK FILTER
Materials: Foam, felt and knit. Minimum coverage of
knit. Least amount of felt and the widest strips of felt.

Fig. 353. Fixed

Fig. 354.

Fig. 355.

Fig. 356.

Fig. 357.

Fig. 358. Flexible

Fig. 359.

Fig. 360. Wear it
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Fig. 361.

Fig. 362.

Fig. 363.

Fig. 364. Sculpture

Fig. 365.

Fig. 366. Front / Backside

Fig. 367.

Fig. 368.

Fig. 369.
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Fig. 370.

Fig. 371. Insert

Fig. 372.

Fig. 373.

Fig. 374.

Fig. 375.

Fig. 376.

Fig. 377. Front / Back
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Fig. 378.

Fig. 379. Peep hole

Fig. 380. Arranging

Fig. 381. Shaping

Fig. 382.

Fig. 383.

Fig. 384. Creature–like

Figs. 353-384.
The Pink Filter is attached together
with four strips of knitted fabric. It
becomes creature–like when arranged in certain ways, with its two
tunnels. Although the foam is soft,
it is however stiff enough so the
hands have to stand out in a forced
manner. Like the two other Filters,
this one is good on both sides although the front is more intriguing
to touch.
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4.6 DISCUSSION
Object Poetry contributes to the field of textiles in three ways. Firstly by
bringing textile design, specially knit, closer to interactive sculptures.
One of the qualities of textile design is that one should be able touch and
interact with the work, Object Poetry can be played with and arranged
in number of ways. Difference in textures and colours are meant to be
appealing and invite the viewer to touch.
Secondly, by bringing the joy of engaging with with sculptures. The fun and
happiness that people express when interacting has been a drive for the
project. The Transformer was presented at Stockholm Light and Furniture
Fair in February of 2018. Observing and noting people interact with the
piece and the conversations from what it was supposed to be to what it
can be were inspiring and helpful.
Although not designed specifically for children in mind there is an uncanny
relation made between the colourful and playful objects. Two children of
the age of seven and three were introduced to the objects, and observed
while engaging with the pieces. As it was time to leave, neither of them
wanted to stop playing and even had suggestions for improvements.
Therefore, the second contribution to the field of textile design is pleasure
by interacting
Thirdly, Object Poetry can also be seen as a bridge between furnitures
and toys.
How does one tell the public to engage in the work? There are hopes
up for not having to signal in any specific way that people are allowed to
interact with the pieces. However, the discussion was if the subtitle of the
collection should indicate the intended participation. This idea was nevertheless disregarded as a decision had already been made on the title that
was more beneficial and descriptive of the project.
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Another speculation regarding this was to have it written in the description of the work where viewers could read it and from there make a decision whether or not they felt comfortable with interacting with the pieces.
A factor in allowing the public to engage in the work would be the wear
and tear effect on the stress points. Potentially the most fragile pieces
could be damaged by the end of a fixed period of exhibition. Although
each piece was made with the knowledge of the quality of the material
would at some point deteriorate.
When it comes to adapting it for the industry, it is an easy task to change
the filling material, to wood or steal, to name some. Stronger material
would hold up a human body if sat on and withstand the friction caused
by constant use. In case of the Transformer this is an option for expandable
bench that could seat more people as it was pulled out more.
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