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A
bstract

Life Forms is an examination of organic shapes in textile 
material and garments. The clothes deals with questions of 
tactile and emotional attraction in fashion, while the project as 
a whole is an attempt to constantly let creativity and curiosity 
be a part of the process.

By using a method of letting go of the control and see what 
chance and the properties of the material might lead to, this 
work has become a growing organism of its own.

The end result is a group of unique pieces, all in different 
materials and colour shades. They’re held together by concept 
as well as relations in tone and cuts. The collection could be 
viewed as a visual statement or worn with lots of care and love.
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B
ackground/Introduction

Before beginning
There are things that have been going through my 
mind ever since my first year of studying fashion. 
Matters that have presented themselves as problems 
and that I have tried to solve over and over. Based 
on these thoughts I drew up three requirements 
for the circumstances of my upcoming degree work, 
something to guide me through this challenge.

Harmony
I believe that reaching a satisfying result takes a lot 
of hard work, and to be able to work hard there has 
to be harmony in my life. Knowing that I have often 
found myself in a disharmonious state of mind due 
to high pressure and performance anxiety in past 
projects, I decided that this time I needed to make 
my choices based on well being. To be able to get 
through this ordeal in one piece I had to give room 
for playfulness. I wanted to do something that could 
make me happy and to have fun in the process.

Love
I often get to a point where I start questioning doing 
fashion. There is so much about this business I don’t 
agree with. Seeing rows of mass-produced clothes in 
shopping malls gives me the feeling that too often 
fashion is lacking of love and it makes me loose hope 
a little. Every time this happens I have to remind 
myself why I went into this field in the first place: To 
change it! I need to do something that is the opposite 
of the predictable commercial fashion that I’m faced 
with anywhere I go. To make clothes with lots of 
character that adds the missing love.

Open mind
To have a very clear picture of the end result has 
often been a problem in my past projects since it 
has made my ideas get stuck in my head and less 
expressive visually. When looking back I realize 
that the results I have been most happy with are 
often the ones that just happened and that I didn’t 
struggle for ages with to match up my expectations. 
This time I decided at an early stage that I wanted 
to be more open to the unexpected and to follow 
paths that opened up along the way.
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Early references
The Vibskov Coat
Before I had a clue of what my degree work should 
be about I stumbled upon a reference that led me 
in the right direction. A coat by Henrik Vibskov 
caught my attention and its strangely attractive 
look got stuck in my mind. It looked a bit like some 
sort of creature, yet still being a very wearable and 
flattering piece of clothing. This is the sort of fashion 
that attracts me and makes me wanting.

The linen dishcloth
Another textile artefact that put me on the right 
track was my linen dishcloth. After having used this 
durable, practical and washable cloth for some time 
my feelings towards it started to resemble those of 
a pet owner. I reasoned that if I took good care of 
my dishcloth it would live a long and happy life in 
my kitchen and always stay my loyal companion. 
It amazed me that I could associate something as 
abstractly organic as a dishcloth with a creature.

The germ of an idea
A thought emerged: Perhaps the missing love in the 
world of fashion could be added by bringing some 
life into the clothes, giving them a personality and 
character that could make the viewer perceive them 
as some sort of creature. By working with shapes 
that abstractly remind of living creatures it could be 
possible to produce clothes with an ability to affect 
viewers and wearers emotionally while at the same 
time making a strong visual statement in form.

Lapel eats collar coat, 
Henrik Vibskov a/w 2010

(www.lagarconne.com)

Dishcloth in 100% linen, Växbo Lin
Photo: Linnéa Woxinger Sköld
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A
im

 and design idea

In order to create clothes with personality and character, I 
aim to bring a feeling of life into them by giving them abstract 
shapes with an organic expression.
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Developing the idea
In my search for clues of how to find shapes with the 
right kind of expression, I started by digging into my 
almost childlike fascination with animals. What are 
the qualities in them that are so appealing?
It’s interesting how animals’ shapes and behaviours 
vaguely remind of humans and how we remind 
of them. I especially like the kind of animals that 
look sweet and a bit odd; clumsy creatures with 
lumpy and rounded shapes, strange proportions and 
interesting structures. They make me want to look 
and touch. These visual and tactile qualities seemed 
like something worth focusing on.

Theory/History
More clues were discovered when researching who 
has managed to create the right kind of organic 
shapes before.

Helena Andersson
The sculptures of ceramic artist Helena Andersson 
immediately fascinated me with their expressive 
and organic shapes and structures. I liked how each 
object was different from the other but still somehow 
fitted very well together. The seemingly endless 
possibilities of clay as a material interested me as 
well.

This water bear has 
a sweet and innocent 
expression even 
though it’s really an 
eight legged beast in 
miniature.
Photo: Björn Sohlenius
(www.nrm.se)

The pangolin is one 
of the best examples 

of mammals with 
very interesting skin 

structure.
Photo: Andy

(bogordailyphoto.
blogspot.com)

Detail from a ceramic wall collage, Helena Andersson, 1999
Photo: Thomas D. Jansson
(www.helenaandersson.com)
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Comme des Garçons
The most relevant reference in the fashion context 
was Comme des Garçons and Rei Kawakubo’s way 
of dressing the body in abstract shapes that doesn’t 
necessarily show off the body. The 1997 Lumps and 
Bumps collection was of particular interest. The 
collection consists of a combination of very abstract 
clothes and more wearable examples. Colours and 
materials harmonize and clash indiscriminately.

Esthetical and social aspects
One problem that posed itself early in the process 
was where I would place my level of abstraction. 
How close to the shape of a garment could I go 
without loosing the organic feeling, and how 
abstractly organic could my garments be without 
loosing too much of the body? To find the balance 
between these two would be one of my main 
challenges.

Another aspect was how closely I should try to 
imitate actual creatures. Should my garments have 
shapes that could remind the viewer of animal body 
parts, and was it important that the viewer actually 
associated the garments with animal like creatures? 
When the question was brought up by the Konstfack 
teacher Patrik Söderstam saying “I don’t perceive 
this as an animal, my association is honeycomb” 
(Artistic Development Seminar, February 2011), I 
felt that it was all right to let go of this issue. Any 
kind of organic is good.

Lastly there was the question of materials. I’m not a 
friend of using leather or fur in garment production. 
But should I choose materials that reminded of 
animal skin structures? Throughout the project it 
became evident though that the tactile quality in the 
textile material was enough in itself and that there 
was no need for hairy fabrics or leather imitations.

The Lumps and Bumps collection, 
Comme des Garçons s/s 1997
Photo: Firstview
(forums.thefashionspot.com)
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Finding a method
Ceramic artist Helena Andersson’s sculptures 
fascinated me, but what also appealed to me was her 
working method where she alters between trying to 
control the material and letting go of that control in 
favour of chance and the material’s own properties. 
She works freehand with the clay, without a clear 
picture of the end result. The controlling part of 
the process is choosing conditions like the degree of 
grain in the clay, how wet it is when she is shaping 
it and whether she should build up structures or just 
find them while working the material. When firing 
the sculptures she uses an unpredictable technique 
that once again forces her to let go of the control: 
“[…] even though I had successfully mastered the 
firing, nothing came out as I had planned. It was a 
lot better.” (Helena Andersson, exhibition catalogue, 
2005)

This way of alternately controlling and letting go 
seemed wonderfully refreshing to me. I felt that 
I needed a method that could reduce negative 
pressure as well as keep up the inspiration and 
creative curiosity throughout the course of the 
project. I decided to interpret Helena Andersson’s 
way of working into a way of thinking:

1. Don’t decide what the end result should be in 
advance; let it evolve by its own force.
2. Be open to the possibilities that open up along the 
way, even if they’re not part of the plan.
3. Listen to others’ opinions and don’t be too proud to 
follow advices.

By partly letting go of the control of the end result 
I was able to get some weight off my back and give 
room for unexpected success.

Sketching
When choosing a sketching method I decided to try 
imitating Helena Andersson’s way of working with 
ceramics. This resulted in a number of experiments 
of sculpting and draping in order to find the right 
kind of shapes.

1. Sketching with clay
Clay sketching was a very early and playful 
experiment. It resulted in a number of very organic 
sculptures and some very garment like examples. A 
problem with this method was that it became very 
controlled when I tried to translate the clay sketches 
into a garment. The organic and random qualities in 
the method got lost along the way.

M
et

ho
d

Clay creature
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2. Draping with a blob
A remark that helped in daring more was: “Start 
by doing something that is very blobby and find 
the garment in the blob” (Karin Landahl, Artistic 
Development Seminar, January 2011).
By making abstract forms of animal like creatures 
in textile materials and dressing the half scale 
mannequin in them I was able to find more 
interesting shapes that were developed into the first 
garment of the collection.

Clay garment

Clay garment translated into a toile.

Developing a garment from a blob.
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3. More draping experiments
After the blob a number of different draping 
experiments were tried in order to challenge matters 
of size and control in the garments. Many of the 
results from these experiments were rejected in 
the process and only one garment survived all the 
way to the final line-up (a skirt draped from two 
circles sewn together), but in handling the textile 
material and searching for organic shapes I got to 
know the form language that I was aiming for. Some 
fragments of the draped details in the experiments 
were also used in garments that were developed 
later in the process.

4. Draping in the right material
A breakthrough in the sketching process was finding 
and developing materials with good properties for 
sculpting and draping. When draping in the right 
material from the start it was easier to go from a 
first sketch to evaluation and get more interesting 
results. It was also possible to realise at an earlier 
stage whether the material would really work to 
build the desired kind of shapes. This method ended 
in the two most experimental garment shapes of the 
collection.

One of the draped 
details in this 
rejected garment 
was later used in a 
dress.

Draping in full scale in the right material.

5. Sketching in 2D
In addition to the 3D experiments, I sketched in 2D 
in order to develop some of the shapes the draping 
had generated into alternative ideas for garments 
as well as imitating the draped shapes in new ways. 
The final line-up consists of some of the 3D sketches 
combined with some of those made in 2D.



15

Material, colour, composition
In addition to acting as an inspiration for the 
draping experiments, Andersson’s work formed 
the basis for my choices of material, colour and 
composition. More specifically, it was a picture of 
one of her ceramic wall collages that served as my 
guidance.

There is a dynamic vibrancy in the composition 
of the collage that I wanted to achieve in my own 
work. The shapes seem to be taking over the wall, 
as if they’re crawling on it. I wanted my collection 
to consist of shapes, materials and colours of this 
variety.

Ceramic wall collage, Helena Andersson, 2001
Photo: Thomas D. Jansson
(http://www.helenaandersson.com)

Changes in composition, colours and materials through the 
process.



16

Composition
Based on the composition in the wall collage it was 
decided that each garment in the collection would be 
produced in a unique material and colour shade. No 
garment style would be used twice; they should all 
have their own shapes.
A lot of different garment types and shapes were 
tried and the line-up for the collection went 
through a number of revisions as seen above. When 
challenged to “paint with bigger strokes” (Rikard 
Lindqvist, Toile Seminar April 2011) many of the 
smaller garments were taken out of the collection in 
favour of larger and more focused ones.

Colours
The colours in the collection changed too. At the 
beginning of the project Helena Andersson’s picture 
was followed slavishly in choice of colours. The 
colour chart consisted of a combination of very dull 
and earthy tones, pastels and just a few bright 
shades. 
But as time went by, I let go of this very controlled 
way of working and started choosing colours based 
on how I interpreted the mood in the picture; living/
swarming/growing. Thus the dull and dark shades 
were rejected in favour of the light and bright ones.
If the earliest versions of the line-up would be 
compared to seeds in the ground, the latter ones 
remind more of plants reaching for the sun.

Materials
The sculptures in Andersson’s picture show a 
multitude of structures; from glossy to matte, 
smooth to granular, regular to irregular, soft to 
sharp. When researching for materials I tried to 

find expressive ones with as many of these different 
types of structures as possible. In the course of the 
project materials were constantly picked up and 
cast aside in favour of even more extreme examples. 
Being urged to “let the material be in focus” (Rikard 
Lindqvist and Ann-Merete Ohrt, Toile Seminar 
April 2011) encouraged me to eliminate many of the 
materials with less character.

Developing my own materials
This weeding out led to a situation where virtually 
nothing I could buy in regular fabric stores thrilled 
me enough and in the end the best survivors were 
the materials that I had found and/or developed in 
the school’s weaving, dyeing and knitting labs.

The waffle weave
In my first week of the first year I had found a piece 
of this material in the weaving lab waste bin and 
realised its sculpting potential, but it wasn’t until 
this project I really did something about it. The 
first version of the fabric had a pattern repeat in a 
smaller scale and it was used for the top developed 
from a blob.

The smaller scale 
waffle weave.
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In response to the comment “It’s a nice fabric, 
but can you get even more structure?” (Clemens 
Thornqvist, January 2011) I turned into a big 
question mark. Being clueless about the possibilities 
of weaving machines, I went down to the technicians 
in the weaving lab and asked them. “We can try” was 
the response, and so we did. Scaling up the waffle 
pattern and trying different materials for the weft 
(the warp in the machine was already white cotton) 
we developed a new version of waffle weave with 
deeper structure and different formability owing to 
the choice of linen weft.

The monofilament weave
Another waste bin find was the shining 
monofilament/cotton weave that I stumbled upon 
when working on the waffle fabric. This was also 
appreciated for its sculpting properties with a special 
ability to create volume thanks to the rigidity of the 
monofilament warp and the softness of the cotton 
weft.

The second 
version of waffle 
weave.

The metal knit
The knitting lab material library provided me with 
the idea to make the metal pleated full cardigan 
cotton knit. Here was a material that could be 
shaped and reshaped in a way similar to clay, a 
thought that responded well to my ceramic starting 
point.

Monofilament weave.
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Metal knit before and after shaping.

The bubble knit
To get as many structures as possible I made an 
inventory of different basic patterns; I already 
had checks and stripes but was lacking of dots. 
In collaboration with the knitting lab technicians 
I developed a repeated bubble pattern that was 
produced on the electronic flatbed knitting machine. 
At first we experimented with black wool and lurex 
to create a material that would resemble one of 
the Helena Andersson sculptures, but in the end it 
was made in white viscose to get a fresh and living 
expression. This proved to be a good choice since the 
heaviness of the viscose gives the garment a nice 
swing in movement.

The origami pleat
The need for a sharp material with less softness 
and roundness to contrast the soft shapes in the 
collection was pointed out at the last Artistic 
Development Seminar: “Perhaps something like the 
pangolin”. This led to a lot of research for possible 
structures and development of the origami inspired 
pleat. Unlike the other materials this one couldn’t be 
produced in an industrial way; folding the pleating 
moulds and placing the fabric into them all by 
hand proved to be extremely time consuming. This 
limited the possible quantity to produce and time to 
experiment with garment shapes, but the material 
still holds an important place in the final line-up.

The making 
of pleats.
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R
esult

The collection
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Outfit #1
Waffle weave top and 
polyamid/polyester skirt.

Outfit #2
Pleated polyester satin dress.
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Outfit #3
Metal pleated cotton knit dress.

Outfit #4
Monofilament weave draped 
dress.
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Outfit #5
Silk chiffon dress with draped 
detail.

Outfit #6
Viscose bubble knit dress.
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Outfit #7
Draped cotton/linen waffle 
weave dress.
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The result
The outcome of this work is a light collection. Unlike 
the heavy sculptures and clumsily crawling bodies 
that everything started out from, these shapes are 
more translucent and airy.
They have kept their ancestors’ unruly roundness 
but this is a new breed of creatures. So many others 
were tested during the course of the process, these 
are the survivors. Milder in their expression and less 
violent; they have my signature in them.
I could never have imagined this when planting 
the seeds for the collection in the gloomy winter 
darkness. The words of Helena Andersson echoes 
in my mind: “Nothing came out as I had planned. It 
was a lot better.” Spring at last.

Method
My own version of Helena Andersson’s controlling 
and letting go method has worked well to keep up 
the creativity and curiosity all the way through this 
project.
In this way of thinking I have been the one creating 
the shapes, searching for them in materials and 
colours that I have chosen, influenced by references 
of my own decision. This is where I’m in control. But 
to control is also to be controlled, and to be able to 
create freely I have sometimes needed to let go of my 
own control.
Instead of clinging to my first ideas and decisions 
thinking: “No, this is my idea and I will do it the 
way I wanted to in the beginning”, I have challenged 
myself to think “Yes, that’s an interesting way of 
doing it as well, I’ll try that”.
In this way critique has become an essential 
resource and admitting to weaknesses in my work 

has been more constructive than hurtful.
By being more open to unexpected turning points in 
the process and letting other peoples’ opinions guide 
me in my decisions I have been able to see potential 
in shapes and materials that normally wouldn’t be 
my first choice.

Shape and material
In the course of the process of this work, there has 
been a shifting of focus from shape to material. Even 
though the end result in total is a balance between 
the two, the outfits bear witness of this change when 
seen as individuals.
The three outfits that were created later in the 
process (#2, #4 and #7) are more experimental in 
their shapes, due to the fact that they were all 
draped in the right material and the properties of 
the different materials decided the shapes.
The other four outfits are more garment like. Outfit 
#1 is the earliest one and was more experimental 
in reference to other outfits that were rejected at 
that stage. Outfits #3, #5 and #7 were developed at 
a stage when the early draping experiments were 
combined with 2D sketching to compose a well 
balanced line up. The toiles for all these garments 
were also created in different materials than the end 
result garments and thus shape was naturally in 
focus at the expense of the material.
This two way focus could be seen as a weakness 
in the work, and it’s possible that the outcome 
would have been more coherent if the shift had 
happened earlier or not at all. But it can also be 
seen as beneficial for the work. By combining the 
experimental garments with more comprehensible 
and garment like pieces it is more likely that viewers 

Re
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will be able to embrace the work as a whole; the 
experimental shapes seen in relation to the more 
traditional ones speak the concept clearer.

Styling
The identity of this collection is somewhere 
between subtle delicacy and playful freshness. The 
frailty of many of the materials is contrasted with 
a somewhat technical expression. The garment 
shapes are at once easy to wear and out of the 
ordinarily expressive. This gives way for pushing 
the expression in different directions. In styling the 
collection it is possible to put emphasis on either 
subtlety or freshness.
By adding for example simple ballerina shoes and 
minimalistic nude underwear (perhaps even only 
underpants, leaving the breasts naked) the delicacy 
of the garments would show and the frailty of the 
materials would be underlined by the nakedness of 
the models.
On the other hand, by adding shoes and underwear 
with a sporty or street-wear kind of look the 
collection has the ability to send out an air of 
confidence and youthful strength, emphasized by the 
technical structure in the materials.
Both of these styling alternatives are somewhat 
stereotyped, but perhaps the image of the confident 
and active woman wearing delicate and subtle 
garments has a more interesting contrast in it than 
the “frail like a flower female”.

Context
The collection has been created with the catwalk 
show in mind; the garments have been viewed and 
reviewed from a distance and details have been 

scaled up and simplified when necessary.
Other possible contexts are exhibitions or editorials 
in magazines, either with the whole collection 
or as separate pieces. They are strong enough 
as individuals to stand out in a mix with other 
garments. I can see them in conventional fashion 
magazines like Elle or Vogue as well as more 
independent ones.
In the real life context, some of the garments in 
the collection are more easily worn than others. 
Especially #5 and #6 could probably become 
commercially successful, being flattering to the body 
and comfortable to wear. I see #2 and #4 as possible 
gala/stage outfits for an actress or performer with a 
strong personality (of course Björk comes to mind), 
whereas #7 would probably be too impractical even 
for such an occasion.

Afterlife
When the show is over and the garments are stored 
in a closet somewhere, how will this work live on? 
The experience of the process and the aim to create 
fashion with love will of course be a part of my 
future work in some form. And perhaps I will be 
more confident in creating sweet and believing that 
there is a strength in that taste too.
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