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Contemporary fashion design is undergoing a significant
transformation under the influence of digitalisation, environmental
challenges, technological innovation, and the evolving understanding of
material within artistic design processes [2; 4]. Whereas traditional
approaches viewed material primarily as the structural foundation of a
garment, contemporary fashion increasingly perceives it as a conceptual
medium that conveys meanings, emotional associations, and the artistic
identity of a collection [1; 3]. Particular importance is attributed to
experimental materials, including nonwoven structures, recycled raw
materials, polymer surfaces, composites, biomaterials, and interdisciplinary
textile systems [6; 8]. These materials enable the formation of new textures,
architectural forms, transformed constructions, and sculptural silhouettes
that extend beyond classical tailoring principles. In contemporary fashion,
the emphasis has shifted from decoration toward conceptuality. Material is
no longer perceived as a neutral background for form but rather as an active
communicative element. Through texture, rigidity, transparency, weight, or
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unconventional origin, it shapes the artistic narrative of a collection and
influences the perception of the image [1; 3]. Within the context of
sustainable development, circular fashion, recycling, and upcycling
technologies are becoming increasingly relevant [4]. Recycled textiles,
plastics, denim, and nonwoven fibrous materials function not only as
ecological alternatives to traditional production but also as instruments for
shaping a new aesthetic in contemporary fashion. Therefore, the study of
material as a conceptual element of form-making represents an important
direction in contemporary fashion design, integrating artistic, technological,
ecological, and innovative approaches to garment design.

In modern fashion design, material performs not only a
constructive or functional role but also serves as an essential element of
artistic communication. Through texture, density, translucency, plasticity,
and processing methods, material shapes the emotional perception of an
image. Natural fabrics are traditionally associated with organicity,
materiality, and tactile comfort, whereas synthetic and polymer structures
evoke ideas of technologicality, futurism, and emotional distance. Metallic
surfaces evoke associations with cyber aesthetics and the concept of
«armoury, while transparent plastics and silicone inserts create the image of
a «second skin». Material in fashion design operates within three
interconnected dimensions: functional, emotional-imagery, and symbolic.
The functional aspect determines the constructive possibilities of form,
ergonomics, and interaction with the human body [5]. The emotional-
imagery aspect shapes the psychological perception of a garment, whereas
the symbolic dimension is connected with cultural codes, social
associations, and conceptual meanings [1].

Postmodern fashion is characterised by the transformation of
material into a vehicle for visual and conceptual expression. Recycled
plastic highlights the issue of excessive consumption, nonwoven materials
reinforce the ideas of sustainability and reuse, transparent synthetic
structures convey fragility and instability, whereas metallic constructions
symbolise protection and technological advancement [3; 4]. One of the key
tendencies in contemporary fashion design is the use of experimental
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materials, particularly nonwoven textiles, recycled textile resources,
electronic textiles, composites, and biomaterials [6; 8]. Due to the absence
of traditional weaving structures, nonwoven materials enable the formation
of complex three-dimensional forms, modular surfaces, and architectural
silhouettes [6]. Unlike traditional textiles, nonwoven fabrics may possess
controlled rigidity, opening broad possibilities for sculptural form-making.
They can easily undergo thermal processing, laser cutting, perforation, and
integration with other materials [6]. An important direction is the use of
secondary resources. Today, upcycling and recycling are considered not
only ecological practices but also components of the conceptual positioning
of contemporary brands [4]. Recycled materials preserve the «memory» of
previous use, providing garments with additional symbolic meaning.

In contemporary fashion design, form is no longer understood
solely as a utilitarian component but increasingly functions as a means of
conceptual expression [3]. Modern approaches to form-making extend
beyond constructive and ergonomic principles and incorporate emotional,
symbolic, and associative dimensions of perception. Designers actively
experiment with silhouette deformation, modular systems, transformable
elements, multilayering, asymmetry, and sculptural frame structures to
create expressive and conceptually charged images. The character of form
is closely connected with material properties: rigid materials contribute to
architectural and structured volumes, whereas flexible and plastic textiles
enable fluid drapery and organic spatial forms [5; 8]. Within contemporary
fashion practice, form frequently operates as a visual metaphor and a means
of conceptual communication. Cocoon-like silhouettes are associated with
protection and isolation, whereas frame constructions highlight
technological aesthetics and structural rigidity. Multilayered compositions
convey the fragmented and fluid character of contemporary identity, and
deformed proportions, exaggerated volumes, and unconventional spatial
solutions express transformation, instability, and the complex relationship
between the body and its environment [3]. Another significant tendency in
modern fashion practice is the integration of materials and technologies
originating from industrial design, architecture, digital technologies, and
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bioengineering [8]. As a result, interdisciplinary systems emerge, including
textiles combined with metal, plastic, smart textiles, e-textiles, and
biomaterials. Electronic textiles integrating LED elements, sensors, and
conductive threads are becoming an important component of fashion
design. Such garments function not only as aesthetic objects but also as
interactive communication systems [8]. The integration of experimental
materials into fashion education also contributes to the development of
interdisciplinary and project-oriented approaches in design practice [7].

The practices of leading designers demonstrate the conceptual
potential of experimental materials. Iris van Herpen employs 3D printing,
photopolymers, and transparent polymer structures to create sculptural
silhouettes imitating biological processes and movement [9]. Hussein
Chalayan explores the transformation of form and mobility of construction,
turning garments into media objects. Issey Miyake develops innovative
pleating technologies and the A-POC system, in which textile and
construction function as a unified system [8]. Maison Margiela actively
works with deconstruction and upcycling, while Marine Serre uses recycled
denim and technical fabrics, combining sustainability with futuristic
aesthetics [4].

The study demonstrates that material in contemporary fashion
design functions not only as a constructive basis of a garment but also as an
integral conceptual element of artistic design. Experimental materials
expand the boundaries of traditional form-making and shape a new
aesthetic of contemporary fashion that combines technologicality,
conceptuality, and environmental responsibility. Form-making increasingly
depends on material properties, which determine plasticity, silhouette
structure, and the artistic imagery system of a collection.
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