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This paper explores the innovative intersection of textile origami and African wax-

printed fabrics in the creation of sculpted fabric flowers as bold fashion statements. 

The study investigates techniques for folding, pleating, shaping, and assembling wax-

printed textiles into three-dimensional floral forms, emphasizing the unique visual and 

tactile qualities inherent to African prints. The research recorded the different origami 

stages utilized to achieve fabric sculpted wearable art pieces. It also showcased how 

the vibrant patterns and cultural symbolism of African wax prints enhance the 

expressive potential of fabric origami, offering new avenues for contemporary fashion 

design. It found out that African wax-printed fabrics could be sculpted into different 

floral designs once fortified with an added material. In conclusion, this exploration 

demonstrates the transformative power of combining traditional art with modern 

fashion aesthetics, resulting in statement accessories that celebrate both technical 

innovation and cultural heritage. 
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Introduction 

Textile origami, the innovative intersection of fabric 

manipulation and the ancient art of paper folding, has 

emerged as a compelling avenue for creative expression in 

fashion design. Unlike traditional garment construction 

methods, textile origami enables designers to sculpt intricate, 

three-dimensional forms directly from fabric, transforming 

flat textiles into visually dynamic and tactile works of art 

(Kawamura, 2016). Among the various applications of this 

technique, the creation of fabric flowers stands out for its 

ability to convey both delicacy and boldness, especially when 

paired with vibrant materials such as African wax-printed 

fabric. 

 
African wax prints, renowned for their bold colors, symbolic 

patterns, and cultural significance, offer a unique medium for 

textile origami. These fabrics, with their rich visual narratives 

and distinctive wax-resistant dyeing process, infuse sculpted 

fabric flowers with depth, meaning, and a strong visual 

impact (Afolayan, 2019). The synergy between the geometric 

precision of origami and the expressive motifs of African 

textiles creates a striking juxtaposition that resonates with 

contemporary fashion audiences seeking originality and 

cultural connectivity. 

In recent years, designers have increasingly incorporated 

fabric origami flowers into fashion statements, utilizing them 

as statement pieces in accessories, embellishments on 
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garments, and even as structural elements in avant-garde 

couture (Johnson, 2021). This exploration not only pushes the 

boundaries of textile art but also highlights the versatility and 

adaptability of African wax-printed fabrics in global design 

contexts. The result is a fusion of technique and tradition that 

elevates both the art of fabric manipulation and the cultural 

heritage embedded in the textiles themselves. 

This paper explores the process and potential of sculpted 

fabric flowers using African wax-printed fabric, illustrating 

how textile origami serves as a transformative tool for fashion 

innovation and cultural storytelling. 

Statement of the problem 

Despite the growing interest in innovative fabric 

manipulation techniques within contemporary fashion, the 

integration of textile origami particularly the creation of 

sculpted fabric flowers remains underexplored, especially in 

the context of materials like African wax-printed fabric. 

While African wax prints are celebrated for their bold 

patterns and cultural symbolism, their potential as an 

expressive medium in avant-garde fashion design via 

origami-inspired sculpting techniques has not been 

thoroughly investigated. There is a lack of comprehensive 

studies that examine how the unique properties of African 

wax-printed fabric interact with the structural demands and 

aesthetic possibilities of textile origami. Additionally, the 

fashion industry often overlooks the cultural narratives 

embedded in African textiles when adapting them for 

modern, statement-making designs. This gap suggests a 

missed opportunity to both innovation in fabric manipulation 

and honour the heritage of African wax prints. The challenge 

lies in understanding how the application of origami 

techniques to these fabrics can lead to new forms of artistic 

expression that are both technically feasible and culturally 

resonant. Therefore, this study seeks to address the lack of 

scholarly and practical exploration regarding the use of 

African wax-printed fabric in textile origami, focusing on the 

process and opportunities in creating sculpted fabric flowers 

for fashion statements with a view to contribute to the body 

of knowledge on innovative textile arts in global fashion 

design. 

Aim of the study 

The aim of this study is to produce some samples of paper 

flower origami inspired fabric flower using African-wax print 

which could be used for decorating already constructed 

apparel. 

Scope and limitation of the Study 

This study concentrated on the production of some samples of 

sculpted fabric flowers inspired by paper flower origami only 

using African wax-printed fabrics. It didn’t go into 

constructed origami clothing.  

Theoretical Framework 

This study is anchored in four interrelated theoretical 

frameworks: the Theory of Fabric Manipulation and Three-

Dimensional Design, the Semiotics of Fashion Theory, the 

Aesthetic Theory of Wearable Art, and the Cultural Identity 

Theory in Textile and Fashion. Together, these frameworks 

provide a comprehensive lens through which the practice of 

textile origami specifically the sculpting of fabric flowers 

using African wax-printed fabric can be examined, analyzed, 

and evaluated as both a design technique and a cultural 

fashion statement. 

Literature review 

Origami  

Origami, the Japanese art of paper folding, is rooted in 

centuries-old traditions that emphasize transformation, 

structure, and creativity. The term 'origami' itself is derived 

from the Japanese words “ori” (to fold) and “kami” (paper), 

and while folding paper has existed in many cultures, it was 

in Japan that origami developed into a refined artistic 

discipline (Lang, 2012). Historically, origami had ceremonial 

and decorative uses, with early practices linked to Shinto 

rituals and gift-giving customs (LaFosse & Alexander, 2011). 

Over time, origami evolved into both a popular recreational 

activity and a sophisticated art form, encompassing simple 

designs like the crane and complex, mathematically derived 

structures. 

A central tenet of origami is the transformation of a flat, two-

dimensional sheet into intricate three-dimensional forms 

through a series of calculated folds. This process is governed 

by geometric principles, symmetry, and repetition, which 

allow artists to create a wide range of shapes and figures 

without cutting or gluing the paper (Lang, 2012). In the 

twentieth century, mathematicians and artists such as Akira 

Yoshizawa were instrumental in expanding origami's 

expressive potential, introducing new folding techniques and 

the use of diagrammatic notation (Yoshizawa, 1954). 

Yoshizawa’s innovations laid the groundwork for the modern 

origami movement, which now includes modular origami, 

tessellations, and realistic representations of animals and 

objects (Boake, 2008). 

Origami's influence extends beyond traditional paper art. Its 

principles have inspired developments in mathematics, 

engineering, architecture, and the natural sciences. For 

instance, engineers have applied origami concepts to design 

foldable structures, medical devices, and deployable solar 

panels (Demaine  & O’Rourke, 2007). In fashion, origami has 

inspired designers to manipulate textiles in ways that mimic 

the crisp folds, geometric patterns, and volumetric qualities of 

paper folding (Leong, 2018). The translation of origami 

techniques to fabric requires an understanding of both the 

structural logic of folding and the properties of soft materials, 
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leading to innovative garments and accessories that balance 

artistry with function. 

Origami also carries symbolic significance, often associated 

with peace, hope, and transformation qualities embodied in 

the iconic paper crane. The meditative and mindful nature of 

folding, coupled with the elegance of the final forms, has 

contributed to origami’s enduring appeal across cultures and 

disciplines (LaFosse & Alexander, 2011). As origami 

continues to evolve, it remains an appropriate source of 

inspiration for creative expression and interdisciplinary 

exploration. These paper flower origami placed in the figure 

below act as examples which could be achieved using a 

strengthened fabric. 

 
Figure 1: Easlotus flower origami.  

Source: https://www.youtube.com/watch?v=LWsL-_pgmTc 

 
Figure 2: paper flower origami. 

Source: https://www.etsy.com/uk/listing/574161473/3-origami-lotus-paper-flower-large-water 

https://www.etsy.com/uk/listing/574161473/3-origami-lotus-paper-flower-large-water
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Figure 3: Origami paper rose flower.  

Source: https://christines-crafts.com/paper-flowers-tutorials-tried-tested/ 

 
Figure 4a: fabric flower origami used to decorate an apparel.  

Source: https://www.tumblr.com/estudioartefacto/130804833472/origami-fashion-design-with-an-asymmetric-pleated 

Figure 4b: fabric flower origami used to decorate an apparel.  

Source: redcarpet-fashionawards.com 

 
Figure 5: Paper flower origami.  

Source: https://www.reddit.com/r/crafts/comments/kgfu2l/an_origami_flower_bouquet_i_just_finished_im/ 

https://christines-crafts.com/paper-flowers-tutorials-tried-tested/
https://www.tumblr.com/estudioartefacto/130804833472/origami-fashion-design-with-an-asymmetric-pleated
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Textile origami involves manipulating fabric into three-

dimensional, geometric structures through techniques like 

precision folding, heat-setting, smocking, and sewing. Key 

processes include tessellation grafting, heat-treating for sharp 

creases, laser-cutting for precision, and sewing complex 

folds, often creating "Shadow folds" or durable, structured 

designs. Core Textile Origami Processes include: Origami 

Smocking, Tessellation Grafting, Heat-Setting & Stiffening, 

Overlapping layers of fabric and sewing them to create 

intricate, durable, and sculptural forms. Pleating & Folding, 

Laser Cutting & Digital Patterning, Layering & Interlocking. 

These techniques are used to produce three-dimensional 

textures in fashion, interior design, and art, often creating 

functional, no-waste textiles but in this study few of these 

techniques were used. 

Textiles 

Textiles have played a significant role in human civilization, 

serving as both utilitarian and cultural artifacts. Textiles are 

defined as flexible materials composed of a network of 

natural or artificial fibers, commonly known as yarn or 

thread, which are woven, knitted, crocheted, knotted, or felted 

together (Kadolph, 2010). The history of textiles dates back 

thousands of years, with early examples found in ancient 

Egyptian, Chinese, and Peruvian societies. These materials 

were not only crucial for clothing and shelter but also served 

as symbols of status, religious significance, and trade 

commodities (Smith & Brown, 2015). 

The primary sources of fibers for textiles are categorized into 

natural fibers, such as cotton, wool, silk, and linen, and 

synthetic fibers, including polyester, nylon, and acrylic. 

Natural fibers are derived from plants and animals, while 

synthetic fibers are produced through chemical processes, 

often originating from petroleum-based resources (Kadolph, 

2010). The development of synthetic fibers in the 20th 

century revolutionized the textile industry, offering materials 

with enhanced durability, elasticity, and resistance to 

environmental factors compared to many natural fibers 

(Gordon & Hill, 2009). 

Textile production involves multiple stages: fiber production, 

spinning, weaving or knitting, dyeing, and finishing. Each 

stage introduces opportunities for innovation and 

environmental impact. For instance, traditional dyeing 

processes can release pollutants into water systems, 

prompting a shift toward more sustainable practices and eco-

friendly dyes in recent decades (Fletcher, 2014). Moreover, 

advancements in textile technology have led to the creation of 

smart textiles, which incorporate electronic components to 

enable functionalities such as thermoregulation, health 

monitoring, and enhanced performance in sportswear (Stoppa 

& Chiolerio, 2014). 

The global textile industry faces challenges related to 

resource consumption, pollution, and labor practices. As a 

result, there is a growing focus on sustainable textiles, 

including organic fibers, recycling, and ethical production 

standards. The future of textiles lies in balancing innovation, 

functionality, and environmental stewardship to meet the 

evolving demands of society. Origami, the Japanese art of 

paper folding, has significantly influenced both textile design 

and contemporary fashion. Textile designers have adopted 

origami techniques to create innovative fabric manipulations. 

By folding, pleating, and structuring textiles in ways 

reminiscent of origami, designers achieve three-dimensional 

effects, intricate patterns, and unique surface textures. This 

approach transforms flat fabrics into sculptural forms, adding 

depth and visual interest. 

In contemporary fashion, origami-inspired designs are 

prominent on runways and in avant-garde collections. 

Designers use folding and geometric construction to create 

garments with architectural silhouettes, sharp lines, and 

dynamic shapes. Notable fashion houses and designers such 

as Issey Miyake and Iris van Herpen have popularized this 

trend, pushing the boundaries of how clothing interacts with 

the body and space. Origami serves as a bridge between 

textile manipulation and contemporary fashion, inspiring new 

forms, structures, and creative possibilities in both areas. 

Sculpture and Sculptured Apparels in 

Contemporary Fashion 

Sculpture, as an art form, has long been associated with the 

shaping of three-dimensional objects from various materials 

like stone, metal, and clay, with the aim of expressing artistic 

vision and exploring spatial relationships (Gamble, 2021). In 

recent years, the boundaries between sculpture and fashion 

have become increasingly blurred, as contemporary designers 

draw inspiration from sculptural techniques to create apparel 

that transcends traditional notions of clothing. 

Sculptured apparels in contemporary fashion refer to 

garments or fabric accessories that incorporate three-

dimensional forms, often using advanced construction 

methods, unconventional materials, and architectural 

principles. Rather than simply covering the body, these pieces 

interact with space, volume, and movement, often resembling 

wearable art more than conventional fashion (Bolton, 2016). 

For instance, designers like Iris van Herpen and Hussein 

Chalayan are renowned for their use of 3D printing, laser-

cutting, and innovative textiles, resulting in garments that 

appear as moving sculptures on the runway (Farren, 2017). 

The influence of sculpture is evident in the use of 

exaggerated silhouettes, pleating, and folding techniques that 

create dynamic shapes. Issey Miyake’s "Pleats Please" 

collection is a notable example, where fabric manipulation 

gives rise to sculptural forms that adapt to the wearer’s body 

and movement (Bolton, 2016). Similarly, Iris van Herpen’s 

collections often feature garments that mimic natural forms 

and structures, such as waves or cellular patterns, 

emphasizing the interplay between fashion, technology, and 

art (Farren, 2017). 

https://www.google.com/search?client=firefox-b-d&q=Origami+Smocking&mstk=AUtExfAVdkoVBawRRXq_LMZnhcjDmFYafdN-rjzOv9At9CSZ7r5BpCGbsBWd8zg8lN1wS1moy-wcGXODUqrPnkgOXIGUZ8YCEamrJ1codDiynlr5BnarO4ejIV0GnYcp4VYZ2Hj11S9JIHCTqvvKYxOvE-vQzk_50KCSUU4X8Rf_vC580yw&csui=3&ved=2ahUKEwjks66Tn5CTAxU_XEEAHet2JnwQgK4QegQIBBAB
https://www.google.com/search?client=firefox-b-d&q=Origami+Smocking&mstk=AUtExfAVdkoVBawRRXq_LMZnhcjDmFYafdN-rjzOv9At9CSZ7r5BpCGbsBWd8zg8lN1wS1moy-wcGXODUqrPnkgOXIGUZ8YCEamrJ1codDiynlr5BnarO4ejIV0GnYcp4VYZ2Hj11S9JIHCTqvvKYxOvE-vQzk_50KCSUU4X8Rf_vC580yw&csui=3&ved=2ahUKEwjks66Tn5CTAxU_XEEAHet2JnwQgK4QegQIBBAB
https://www.google.com/search?client=firefox-b-d&q=Tessellation+Grafting&mstk=AUtExfAVdkoVBawRRXq_LMZnhcjDmFYafdN-rjzOv9At9CSZ7r5BpCGbsBWd8zg8lN1wS1moy-wcGXODUqrPnkgOXIGUZ8YCEamrJ1codDiynlr5BnarO4ejIV0GnYcp4VYZ2Hj11S9JIHCTqvvKYxOvE-vQzk_50KCSUU4X8Rf_vC580yw&csui=3&ved=2ahUKEwjks66Tn5CTAxU_XEEAHet2JnwQgK4QegQIBBAD
https://www.google.com/search?client=firefox-b-d&q=Heat-Setting+%26+Stiffening&mstk=AUtExfAVdkoVBawRRXq_LMZnhcjDmFYafdN-rjzOv9At9CSZ7r5BpCGbsBWd8zg8lN1wS1moy-wcGXODUqrPnkgOXIGUZ8YCEamrJ1codDiynlr5BnarO4ejIV0GnYcp4VYZ2Hj11S9JIHCTqvvKYxOvE-vQzk_50KCSUU4X8Rf_vC580yw&csui=3&ved=2ahUKEwjks66Tn5CTAxU_XEEAHet2JnwQgK4QegQIBBAF
https://www.google.com/search?client=firefox-b-d&q=Pleating+%26+Folding&mstk=AUtExfAVdkoVBawRRXq_LMZnhcjDmFYafdN-rjzOv9At9CSZ7r5BpCGbsBWd8zg8lN1wS1moy-wcGXODUqrPnkgOXIGUZ8YCEamrJ1codDiynlr5BnarO4ejIV0GnYcp4VYZ2Hj11S9JIHCTqvvKYxOvE-vQzk_50KCSUU4X8Rf_vC580yw&csui=3&ved=2ahUKEwjks66Tn5CTAxU_XEEAHet2JnwQgK4QegQIBBAH
https://www.google.com/search?client=firefox-b-d&q=Laser+Cutting+%26+Digital+Patterning&mstk=AUtExfAVdkoVBawRRXq_LMZnhcjDmFYafdN-rjzOv9At9CSZ7r5BpCGbsBWd8zg8lN1wS1moy-wcGXODUqrPnkgOXIGUZ8YCEamrJ1codDiynlr5BnarO4ejIV0GnYcp4VYZ2Hj11S9JIHCTqvvKYxOvE-vQzk_50KCSUU4X8Rf_vC580yw&csui=3&ved=2ahUKEwjks66Tn5CTAxU_XEEAHet2JnwQgK4QegQIBBAJ
https://www.google.com/search?client=firefox-b-d&q=Layering+%26+Interlocking&mstk=AUtExfAVdkoVBawRRXq_LMZnhcjDmFYafdN-rjzOv9At9CSZ7r5BpCGbsBWd8zg8lN1wS1moy-wcGXODUqrPnkgOXIGUZ8YCEamrJ1codDiynlr5BnarO4ejIV0GnYcp4VYZ2Hj11S9JIHCTqvvKYxOvE-vQzk_50KCSUU4X8Rf_vC580yw&csui=3&ved=2ahUKEwjks66Tn5CTAxU_XEEAHet2JnwQgK4QegQIBBAL
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Sculptured fashion challenges the perception of clothing as 

merely functional, pushing it into the realm of conceptual art. 

This approach not only expands the possibilities of garment 

design but also invites audiences to reconsider the 

relationship between the body, movement, and materiality 

(Gamble, 2021). As contemporary fashion continues to 

evolve, the dialogue between sculpture and apparel offers 

fertile ground for innovation, creativity, and the redefinition 

of sartorial norms. 

Origami and Contemporary Fashion 

Origami, the traditional Japanese art of paper folding, has 

evolved far beyond its cultural roots, emerging as a profound 

influence on contemporary fashion design. The principles of 

origami precision, geometry, and transformation have 

inspired designers to experiment with structure, form, and 

materiality in garments, leading to a new wave of sculptural 

and innovative fashion (Wilcox, 2011). Contemporary 

fashion designers often draw on origami techniques such as 

pleating, folding, and modular construction to create 

garments and fabric decorations that are both visually striking 

and structurally complex. These methods allow flat pieces of 

fabric to be transformed into three-dimensional shapes, 

offering dynamic silhouettes and unique textural effects 

(Sykas, 2005). Issey Miyake, a pioneer in integrating origami 

into fashion, developed collections like “A-POC” and “Pleats 

Please,” where garments are engineered with permanent folds 

and pleats, echoing the aesthetics of folded paper (Wilcox, 

2011). 

The influence of origami in fashion is not limited to visual 

effects but extends to the functionality and versatility of 

clothing. Designers like Iris van Herpen and Junya Watanabe 

utilize origami-inspired construction to create garments that 

can expand, contract, or change shape, offering wearers 

adaptability and a sense of interactive design (Parkes, 2019). 

These innovations blur the lines between art, technology, and 

apparel, highlighting the potential of fashion as a form of 

wearable architecture. 

Moreover, the adoption of origami techniques in fashion 

signifies a shift towards sustainability and efficiency. By 

maximizing fabric use and minimizing waste through 

strategic folding and cutting, designers align their practices 

with environmentally conscious principles (Sykas, 2005). The 

marriage of origami and fashion, therefore, represents not 

only an aesthetic evolution but also a response to 

contemporary concerns about resource conservation. Origami 

continues to shape the landscape of contemporary fashion by 

inspiring new approaches to garment construction, clothing 

and fashion accessories, aesthetics, and sustainability. Its 

impact is evident in the works of leading designers and in the 

ongoing exploration of innovative forms and materials within 

the industry. 

 

African Wax Printed Fabrics 

African wax printed fabrics, also known as Ankara or Dutch 

wax prints, are vibrantly coloured cotton textiles that have 

become iconic symbols of African identity and culture 

(Chudi-Duru, 2017). Characterized by bold patterns and vivid 

colors, these fabrics are produced using a wax-resist dyeing 

technique originally inspired by Indonesian batik (Sylvanus, 

2016). Although the technique was introduced to West Africa 

by Dutch and British traders in the 19th century, African 

communities quickly adopted and adapted the prints, creating 

distinctive motifs that reflect local stories, proverbs, and 

social values (Levtzion, 2020), (Chudi-Duru, 2025). 

Wax prints are notable not just for their aesthetics but also for 

their social significance. The patterns often carry symbolic 

meanings and are used to communicate messages within 

communities. For example, certain prints are worn for 

celebrations, mourning, or to convey personal statements, 

making the fabric a medium of visual language (Sylvanus, 

2016). Today, African wax prints have transcended their 

traditional uses, featuring prominently in contemporary 

fashion both within Africa and internationally, where 

designers incorporate them into modern silhouettes and 

global trends (Levtzion, 2020). 

Methodology 

This study utilized the studio exploration method. Origami 

technique was used to produce some samples of fabric 

flowers to add some decorative details to constructed 

clothing. Some fabrics were manipulated to form three 

sculpted flower designs with the view of using them as 

decorative items. These manipulations were inform of 

pleating, folding, twisting, ironing, sewing and gumming. 

These details formed some decorations to make a fashion 

statement when attached to some clothing. Photographs were 

also used to record the studio exercise for proper 

understanding. Some materials were utilized during the studio 

exploration, they are as follows:  African wax-printed fabric, 

gum stay, fabric gum, ruler, tailors chalk, iron and tape. The 

result of this studio explorations will be used to generalize the 

outcome of such researches based on fabric flower origami. 

Studio Exploration 

Studio exploration processes are: 

1. Practice with a paper flower origami to master the 

folding. 

2. Get a piece of African wax-printed fabric. 

3. Cut the piece of fabric into desired shapes. 

4. Fortify the pieces cut with a light gum-stay for easy 

folds by using a hot iron. 

5. Follow the steps of folding to the last step. 

6. Open the folds to unveil the flower. 

7. Use the sculpted flower fabric for decorating an 

apparel. 
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Figure 6: the sample of paper flower origami replicated with African wax-print fabric in this study.  

Source: https://www.instagram.com/reel/C6ghvdgywK8/ 

 
Figure 7: a piece of African wax-printed fabric. 

Source: Chudi-Duru (2026). 

 
Figure 8: a piece of gum stay fabric used to fortify the printed fabric before folding it into a flower.  

Source: Chudi-Duru (2026). 
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Figure 9: the gum-stay has been attached to the fabric using an iron.  

Source: Chudi-Duru (2026). 

 
Figure 10: the fabric with gum-stay was later cut into 6 squares with the measurement of 15cm by 15 cm.  

Source: Chudi-Duru (2026). 

 
Figure 11: it was later folded into two equal parts.  

Source: Chudi-Duru (2026). 
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Figure 12: It was ironed for a permanent stay.  

Source: Chudi-Duru (2026). 

 
Figure 13: the first fold after ironing into place. 

Source: Chudi-Duru (2026). 

 
Figure 14:  the other side was also folded to get 4 equal triangles. 

Source: Chudi-Duru (2026). 
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Figure 15:  the centre of the other half was ascertained from the folding to help in further folds. 

Source: Chudi-Duru (2026). 

 
Figure 16: the last fold before gumming to form a whole. 

Source: Chudi-Duru (2026). 

 
Figure 17: gumming the six parts folded with the aid of a fabric gum. 

Source: Chudi-Duru (2026). 
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Figure 18: gumming process. 

Source: Chudi-Duru (2026). 

 
Figure 19: gumming process. 

Source: Chudi-Duru (2026). 

 
Figure 20: the six parts folded have been joined in to a whole successfully. 

Source: Chudi-Duru (2026). 



IKR Publishers  

 

© IKR Journal of Arts, Humanities and Social Sciences (IKRJAHSS). Published by IKR Publishers Page 114 

 

 
Figure 21: the joined parts were dragged open from the centre to form this flower. 

Source: Chudi-Duru (2026). 

 
Figure 22a: the centre was decorated with this anthers to complete the flower. 

Source: Chudi-Duru (2026). 

 
Figure 22b: the centre was decorated with this anthers to complete the flower. 

Source: Chudi-Duru (2026). 
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Studio Exploration Result 

Studio exploration 1 result: 

 
Figure 23: the fabric flower origami.  

Source: Chudi-Duru (2026). 

Studio exploration 2 result: 

 
Figure 24: the fabric flower origami and the African wax-printed fabric it was made from.  

Source: Chudi-Duru (2026). 

Studio exploration 3 result: 

 
Figure 25: the fabric flower origami and the African wax-printed fabric it was made from.  

Source: Chudi-Duru (2026). 



IKR Publishers  

 

© IKR Journal of Arts, Humanities and Social Sciences (IKRJAHSS). Published by IKR Publishers Page 116 

 

Analysis 

The Theory of Fabric Manipulation and Three-Dimensional 

Design Propounded by Issey Miyake, Shingo Sato, Jiangmei 

Wu, Chia-Lin W., posits that flat textiles can be transformed 

into complex, volumetric sculptural forms through deliberate 

techniques of folding, pleating, twisting, and shaping. This 

theory is central to the concept of textile origami and directly 

underpins the practice of sculpting fabric flowers from 

African wax-printed cloth. Origami, defined by the Japanese 

compound of ori (to fold) and kami (paper), has been 

practiced for over a thousand years as an art form rooted in 

precision and geometry. In fashion design, origami's appeal 

lies in its ability to turn flat materials into sculptural 

masterpieces (Aimeiri, 2025). The key principle of origami in 

fashion is transformation taking a flat surface, whether fabric 

or paper, and converting it into something that challenges 

people’s perception of two-dimensional versus three-

dimensional forms (Aimeiri, 2025). Issey Miyake, widely 

regarded as a pioneer of origami-inspired fashion, 

demonstrated that fabric manipulation could go far beyond 

conventional tailoring. His iconic "Pleats Please" line used 

heat-set pleats to create garments that were lightweight, 

flexible, and sculptural, retaining their structure while 

allowing the wearer freedom of movement (Aimeiri, 2025). 

Miyake expanded the formal linguistics of three-dimensional 

design, pushing the concept of clothing into the realm of 

kinetic sculpture (Dean, 2023). At the core of his design 

ideology is the exploration of how a flat fabric can wrap 

around and enclose the volume of the human body (Dean, 

2023). 

Shingo Sato, founder of TR Cutting School in Tokyo and a 

collaborator with major fashion houses such as Valentino, 

Balenciaga, Givenchy, and Dior, further developed origami 

textile techniques by combining them with the moulage 

method; a process of draping and sculpting fabric directly on 

a mannequin to create three-dimensional garment forms 

(Domestika, 2024). Sato's approach involves folding, 

wrinkling, and twisting fabrics to create garments with 

intricate forms that mimic the delicate balance of precision 

and complexity found in origami (Aimeiri, 2025). Jiangmei 

Wu's research on fabric origami tessellation reveals that, 

compared to paper fibers, woven cloth fibers are able to move 

freely or be distorted, making cloth an ideal medium to fold 

intricate, yet easy-to-produce, tessellations (Wu, 2025). This 

theoretical insight is particularly relevant to the present study, 

as the stiffness and structural memory of African wax-printed 

fabric present both opportunities and challenges for origami-

based flower sculpting. Chia-Lin Wu (2007), in her thesis 

"Origami in Fashion," further articulates that the weight of 

the fabric, its crispness, and memory are all critical 

considerations in translating origami principles from paper to 

textile. Fabric requires hot iron pressing and sewing 

techniques to create and retain the folds, distinguishing textile 

origami from its paper counterpart. This theory provides the 

technical and procedural foundation for the study, guiding the 

exploration of how African wax-printed fabric can be folded, 

shaped, and structured into sculptural flower forms that serve 

as fashion embellishments. 

The Semiotics of Fashion Theory propounded by Roland 

Barthes, Ferdinand de Saussure, George Simmel examines 

how clothing and textiles function as systems of signs that 

communicate cultural, social, and personal meanings. This 

framework is essential for understanding how sculpted fabric 

flowers made from African wax-printed cloth operate as 

fashion statements beyond their aesthetic appeal. Roland 

Barthes, in his landmark work “The Fashion System” (1967), 

described fashion as a system of signification, a language of 

signs through which social, cultural, and ideological 

meanings are encoded and transmitted. Barthes argued that 

the discourse surrounding fashion is essential for its 

significance, suggesting that language plays a foundational 

role in understanding fashion as a system of signs (Scribd, 

2024). Fashion, in Barthes' framework, is not merely 

decorative; it is communicative.  Ferdinand de Saussure 

defined semiotics as "the science of the life of signs in 

society" (Wikipedia, 2025). Applied to fashion, semiotics 

holds that clothing is a non-verbal sign that can be interpreted 

differently depending on context, situation, or culture. 

Fashion is a language of signs that non-verbally conveys 

meanings about individuals and groups, holding a symbolic 

and communicative role with the capacity to express one's 

unique style, identity, profession, social status, and group 

affiliation (Wikipedia, 2025). Georg Simmel, in his essay 

"Fashion" (1910), demonstrated how the experience of 

fashion has played a fundamental role in providing 

individuals with a way of distinguishing themselves within 

society (Atlantis Press, 2024). This notion of distinction is 

directly applicable to the use of African wax-printed fabric in 

origami flower sculpting, which signals cultural pride, artistic 

sophistication, and individual fashion identity. Applied to this 

study, the Semiotic Theory of Fashion frames the sculpted 

fabric flower as a sign that communicates the wearer's 

cultural heritage, aesthetic sensibility, and fashion 

consciousness. The bold patterns and symbolic motifs of 

African wax-printed fabric carry pre-existing cultural 

meanings (Chudi-Duru, 2017), and when transformed into 

three-dimensional floral sculptures, these meanings are 

amplified and re-contextualized as a contemporary fashion 

statement. 

The Aesthetic Theory of Wearable Art propounded by 

Charles James, John Galliano, Issey Miyake assumes that 

garments and textile embellishments can transcend their 

utilitarian function to become works of art in their own right 

objects that provoke aesthetic experience, challenge 

conventions, and express artistic vision. This theory supports 

the positioning of origami-sculpted fabric flowers as more 

than decorative accessories; they are expressions of wearable 

art. The ultimate goal of origami as applied to fashion is to 

create three-dimensional sculptural forms through folding and 
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sculpting techniques (JD Institute, 2024). Contemporary 

fashion designers have always been inspired by origami ideas 

and its sculptural forms, recognizing that origami art is a 

valuable opportunity to explore futuristic and interesting 

ideas in fashion design (JD Institute, 2024). By manipulating 

fabric into folded patterns, designers can create garments that 

seem to defy the traditional limitations of fabric, appearing 

more like sculptures than clothing (Aimeiri, 2025).Charles 

James, one of the earliest proponents of sculptural fashion 

design, was widely regarded as an architect of fabric, talented 

at manipulating diverse body shapes and forms, with designs 

that were as beautiful on the inside as they appeared on the 

outside (Wu, 2007). His work laid the groundwork for 

understanding garments as three-dimensional art objects. 

John Galliano, during his tenure at Christian Dior, 

incorporated origami-inspired elements into his collections, 

creating dramatic pieces that featured sharp angles, intricate 

folds, and showy fabric flowers demonstrating the aesthetic 

potential of folded fabric as a vehicle for artistic expression 

(Origami Resource Center, 2023). This theory validates this 

study that is to use textile origami as a means of creating 

fabric flowers that are not only visually striking but also 

artistically transforming the functional surface of a garment 

into a canvas for sculptural expression rooted in African 

textile heritage.  

The Cultural Identity Theory propounded by Anna Grosfilley, 

Stuart Hall, Anne Hollander in Textile and Fashion examines 

how textiles serve as material expressions of cultural identity, 

heritage, and belonging. This framework is foundational to 

understanding the significance of African wax-printed fabric 

as the chosen medium for this study. African wax print fabric, 

with its bold colours and intricate patterns, has become 

synonymous with African fashion and culture (Chudi-Duru, 

2025), with its vivid designs being not only eye-catching but 

also rich in meaning and history (GZ Henry Textile, 2024). 

These fabrics tell stories, reflect social status, and ancestral 

beliefs, making them more than just fashion, they are cultural 

expressions (Being Beautiful and Pretty, 2025). Each pattern, 

colour, and motif are significant, reflecting some ancestral 

beliefs and societal status, with certain prints symbolizing 

fertility, unity, or spiritual protection (Being Beautiful and 

Pretty, 2025). The Victoria & Albert Museum notes that the 

bold patterns and bright colours of African wax prints are 

interwoven with the history, artistry, and identities of the 

African diaspora, having forged part of its cultural heritage 

(V & A Blog, 2021). Beyond their aesthetic appeal, these 

textiles serve as a medium for non-verbal communication, 

with each pattern and colour depicting narratives of proverbs 

and personal expression (Your Colors, 2024). Anna 

Grosfilley, a researcher and anthropologist specializing in 

African wax print textiles, describes these fabrics as cultural 

signifiers that wearers adopt to communicate their feelings, 

aspirations, and identity to the world (V & A Blog, 2021). 

The evolution of wax print from an imported commodity to a 

cherished African textile tradition underscores a remarkable 

cultural synthesis, where a foreign technique was embraced, 

indigenized, and elevated to an art form central to identity 

(Your Colors, 2024). Stuart Hall's theory of cultural identity 

emphasizes that identity is not fixed but is continuously 

produced and reproduced through cultural practices, 

including dress and adornment. The application of textile 

origami to African wax-printed fabric in this study can be 

understood as an act of cultural production, one that 

reimagines and reinvents African textile heritage within a 

contemporary fashion context, asserting both cultural 

continuity and creative innovation. This theoretical lens 

affirms that the sculpted fabric flowers in this study are not 

merely aesthetic objects; they are cultural artifacts that carry 

the weight of African identity, history, and pride, re-

contextualized through the innovative lens of textile origami. 

Findings 

During the studio exploration, many findings were recorded, 

they are as follows: 

Visual Impact: African wax-printed fabrics, known for their 

saturated colours and bold patterns, enhance the visual appeal 

of origami-inspired fabric flowers. The intricate prints add 

depth and dimension, resulting in sculptural pieces that 

command attention as fashion accessories or statement 

components in garments. 

Structural Integrity and Sculpt ability: The medium weight 

and slight stiffness of many African wax-printed cottons 

make them well-suited for textile origami. These properties 

allow fabric flowers to hold their sculptural form effectively, 

maintaining crisp folds and defined shapes even with 

repeated handling. 

Cultural Expression and Storytelling: Each wax print often 

carries cultural significance or tells a story through its motifs. 

Integrating these fabrics into origami flowers infuses each 

piece with layered meaning, allowing wearers and designers 

to convey personal or cultural narratives through fashion. 

Versatility in Fashion Applications: Sculpted fabric flowers 

created with this technique have diverse fashion uses, 

including brooches, headpieces, embellishments for dresses, 

and even as detachable garment features. Their adaptability 

supports both avant-garde and commercial fashion contexts. 

Challenges in Technique: Achieving sharp origami folds with 

fabric, especially on complex models, presents technical 

challenges. The wax coating can sometimes resist crisp 

creasing, requiring experimentation with fabric treatment 

(such as interfacing or light starching) to improve fold 

accuracy and longevity. 

Sustainability Potential: Utilizing African wax-printed offcuts 

or remnants for textile origami supports waste reduction and 

sustainable design. This approach aligns with up-cycling 

practices, offering a creative method to repurpose vibrant 

fabric scraps into high-value decorative elements. 
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Unique Aesthetic Identity: The fusion of origami techniques 

with African textiles produces a novel aesthetic that stands 

out in the fashion landscape. The results are visually striking 

and culturally resonant, appealing to audiences seeking 

distinctive, meaningful fashion statements. 

Conclusion  

The exploration of sculpted fabric flowers using African wax-

printed fabric through textile origami techniques reveals a 

dynamic interplay between tradition and innovation in 

contemporary fashion. This synthesis not only elevates the 

aesthetic value of garments and accessories but also 

reinforces the cultural narratives embedded in African wax 

prints. By harnessing the structural possibilities of origami, 

designers can transform the bold patterns and vibrant colours 

of these textiles into three-dimensional fashion statements 

that celebrate heritage and creativity. The integration of 

textile origami with African wax-printed fabric offers fresh 

opportunities for artistic expression, contributing to the 

evolving landscape of fashion and affirming the significance 

of cultural identity within global design discourse.  
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