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abstract
The 20th century brought a dramatic increase in speed for the movement of trend cycles in fashion and tex-
tiles, one that has further accelerated with fast fashion and mass communication of trends on social media. 
Both fashion and textile designers have had to adapt to an environment of rapid changes, in which public 
opinion might change from favourable to dismissive on a short timespan. 

This practice-based thesis explores how promptly outdated fashions can be reused as a source of inspiration in 
textile design. The observation space used in this thesis for trends and attitudes surrounding them is the vid-
eo-sharing platform Tiktok, an algorithm-based social media platform optimised for the fast spread of content. 
The purpose of this is to gain insight into the perception of trends and fashion on social media, as a further 
component to consider in the creative production of the thesis. 

This thesis consists of a background research and of a creative production. The background research outlines 
how trend cycles have been understood in the past century, and how social media affects the spread of trends. 
Additionally, the background research presents the industry of trend forecasting and the mechanics behind 
trendsetting. Using Tiktok as a direct source for observation provided real-time data of what was being dis-
cussed on the platform, which was then used as the basis for the creative production in which certain trends 
were selected for further research.

The creative production includes the selection and presentation of four fashion trends which were popular on 
Tiktok in the early 2020’s. The presentation is made in the shape of a visual research book, which was used 
as the inspiration for a textile collection. The visual research book is divided into four chapters, one for each 
selected trend. For each chapter, there is visual material showing how the trend was represented on Tiktok, 
as well as references from the past, reflecting the theme of resurgence in trend cycles. The textile collection 
serves as a curation of the influences presented in the book, and shows how these recently passed trends can 
be used as inspiration and placed in a continuity.

This thesis contributes knowledge by discussing the evolution of the cyclical nature of trends as well as the 
impact social media has on the perception of trends. Furthermore, it explores using these findings, as well as 
observation of online spaces, as an opportunity for inspiration and creation for textile design.

Key words:  trend cycles, fashion trends, social media trends, textile design, visual research, inspiration,  
  reference chain



1900-talet förde med sig en dramatisk ökning i hur snabbt trender i mode och textil rör sig framåt, en förän-
dring som har accelererat tillsammans med snabbt mode och masskommunikation av trender på sociala medi-
er. Både mode- och textildesigners har varit tvungna att anpassa sig till en omgivning karaktäriserad av snabba 
förändringar, där åsikter kan ändras från gynnsamma till avvisande under en väldigt kort tid.

Denna praktikledda forskning undersöker hur föråldrade trender kan användas som inspiration i textildesign. 
Trender och attityder gentemot dem har observerats på Tiktok, en plattform för social media baserad på en 
algoritm som är optimerad för att sprida innehåll snabbt och vitt. Avsikten med Tiktok som observationsu-
trymme är att få en inblick i uppfattningen om trender och mode på sociala medier, vilket också tas i beaktande 
i arbetets kreativa produktion. 

Denna avhandling består av en bakgrundsforskning och av en kreativ produktion. Bakgrundsforskningen ger 
en översikt av hur trendcykler har uppfattats under det senaste seklet, och påverkan sociala medier har haft 
på hur trender kommuniceras. Vidare presenteras trendprognosindustrin och mekaniken bakom trendsättande. 
Tiktok som en direkt källa för observation gav information om vad som var aktuellt, och användes som basis 
för att välja vissa trender att fokusera närmare på.

Den kreativa produktionen inkluderar urvalet och presentationen av fyra modetrender som nådde stor popu-
laritet på Tiktok kring 2020. Presentationen gestaltas i en bok av visuell bakgrundsforskning som användes 
som inspiration för en textilkollektion. Boken är indelad i fyra kapitel, ett för varje valda trend. Varje kapitel 
visar hur trenden var representerad på Tiktok, tillsammans med visuella referenser från det förflutna, för att 
uppvisa hur trender ofta återupplivas på många olika sätt. Textilkollektionen fungerar som en kuration av alla 
influenser som uppvisas i boken, visar hur dessa nyligen föråldrade trender kan användas som inspiration och 
placerar dem i en kontinuerlig helhet.

Detta arbete bidrar kunskap genom att undersöka evolutionen av den cykliska karaktären av trender, och hur 
sociala medier påverkat uppfattningen av modetrender. Arbetet utforskar också hur man kan använda observa-
tion av virtuella utrymmen som en möjlighet för finnande av inspiration och skapelse i textildesign.

Nyckelord:  trendcykler, modetrender, social media, textildesign, visuell bakgrundsforskning, inspiration,  
  referenskedja
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For a long time, I have been interested in the pro-
cesses that precede a finished design and collection. 
The mess that is ultimately translated into something 
clear and organised is an endless well of inspiration 
for myself as a designer, and a topic I explored with 
my Bachelor’s thesis in which I studied methods 
for creating visual research for textile design. With 
this Master’s thesis I want to investigate sources of 
references and inspiration and the relationship they 
have with the subsequent concluded designs. I com-
pare the chain of references to trends, both repeating 
themselves while evolving, and chose to investigate 
social media platform Tiktok as a source both for in-
spiration and analysis.

Trends move in cycles, in which the attitudes toward 
a style after it has passed its peak evolve from em-
barrassment and ridicule to nostalgic and desirable 
again (Potts & Reeves-DeArmond, 2014, p. 14). As 
a consequence of mass production and communica-
tion of fashion and textiles in the middle of the 20th 
century, the pace in which the cycle moves has accel-
erated (Sproles, 1981, p. 119). This is a phenomenon 
that has only increased in speed with the fast fashion 
industry, production efficiency, the internet and so-
cial media, to be “the fastest the world has ever seen” 

(Vejlgaard, 2014, p. 126). Taking into account that 
Vejlgaard’s quote is from 2014, one can assume that 
the forms of communication and information spread 
on social media platforms have had their impact on 
the cycle and further driven up the pace.

TikTok is a social media platform made for shar-
ing short videos, where the main idea of the app is 
its front page, the “For You Page”, which functions 
with an algorithm that learns the preferences of each 
user (Tolentino, 2019). The application has, as of 
September 2021, over one billion monthly active 
users (Bursztynsky, 2021), after only five years in 
existence. The algorithm is what makes the applica-
tion interesting and different from other apps (that 
show content of people you choose to follow), creat-
ing an endless flow of individually curated content. 
As the algorithm gets more information on what 
the user stops scrolling on, and what content they 
interact with (by leaving a like or a comment), it 
places the user in an ever more optimised content 
bubble. This system makes it possible for influences 
and trends to spread in a flash within bubbles (ei-
ther specific or bigger ones). Subsequently, they are 
then replaced equally quickly. The quick spread is 
also an attribute to the interface of the app which 

encourages users to imitate popular formats and 
memes (Tolentino, 2019). Users can add their own 
“stitched” video to someone else’s or recreate a vid-
eo of their own using a popular soundtrack others 
also use (Vázquez-Herrero et al, 2020). 

The speed and quick saturation of popular things and 
phenomena on TikTok is especially visible in the 
case of fashion content. Users see a popular video 
showing outfit inspiration, and want to recreate it and 
perhaps film their own TikTok of them wearing the 
same clothes. As long as the algorithm senses a delay 
in scrolling for a video, it will show it to more peo-
ple. This creates almost instant saturation. Trend an-
alyst and TikTok user Mandy Lee (2021) states that 
the only manufacturers that can instantly react and 
cater to current trends are fast fashion companies. 
This shows that the attitude toward popular styles 
that spread on TikTok is to view them as disposable, 
easily tossed and cheaply replaced by the next hyped 
micro trend (essentially, fad). The specific angle of 
concentrating on micro trends popular on TikTok 
(rather than recent more general trends) addresses 
the intrinsic recognisability of the equally popular 
yet short-lived trends that spread on the app.

The background research of this thesis goes into fur-
ther detail of the mechanics of trend cycles and trend 
spread on Tiktok. The creative production is an ex-
ploration into using findings from Tiktok as a source 
of inspiration. I used a few select trends, or fads, as 
case studies for the production. I started by mapping 
the influences I could find connected to each trend, 
in an attempt to showcase the progression of styles 
throughout long-term and recent fashion history. 
This was also done to illustrate the self-referencing 
nature of fashion and textiles. Using these referenc-
es, I compiled a visual research book from which 
I could select specific inspirations to translate into 
design ideas for a textile collection. The process of 
creating designs from their initial inspirational mate-
rial is a gradual story that seems to unfold infinitely, 
depending on which threads one decides to pull on.

introduction1.1
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research questions 
and objectives

1.1
This thesis aims to explore how past trends and trend 
theory (cyclicality, trendsetting, forecasting) might 
influence the design decisions in textile design.

In order to address the aim of the study, this thesis 
will investigate the following questions:

How can past trends be used as a source of 
inspiration in textile design?

How can designers represent an inspiration 
reference chain?

What do past references mean in connection to 
textile collection design?

The following objectives were set to reach answers to 
the research questions:

Collect enough information from the observation 
space to create an understanding of what is being 
represented as specific trends

Compile a visual research book showcasing online 
representations of trends together with depictions 
of their respective reference chains

Design a textile idea collection as a portrayal of a 
personal approach to using past trends as a source 
of inspiration
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methods1.2

In order to address the research questions of this 
study, I will employ methods that fit the scope of each 
question. The thesis is divided into two sections, a 
background research and a design case, that aim to 
answer separate questions and explain different fac-
ets of the topic. The background research shows a lit-
erature review investigating various angles to trend 
research, from a brief historical account of the con-
cept of trend cycles through trend forecasting to on-
line representations of trends. I also conducted an in-
terview with online content creator Tiffany Ferguson 
to acquire first-hand experiences of pressures and 
attitudes she faces in her line of work. The design 
case depicts the process of collecting and organising 
contemporary and past trend references pertaining to 
four separate styles, compiling these into a visual re-
search book, and using it as source of inspiration to 
design a textile sample collection.

The methods used for the design case in the thesis are 
in line with arts-based practices and practice-based 
research. Sociologist Patricia Leavy writes of arts-
based practices in research as “useful for research 
projects that aim to describe, explore or discover” and 
as “generally attentive to processes” (2015, p. 31). In 
order to portray any significant findings, the process 
needs to be documented (Mäkelä, 2016, p. 1). Mäkelä 
writes: “The creative process and the artefact created 
during the process are linked together inseparably” 
(2006, p. 23), meaning that the creation itself of an 
artefact in the field of practice-led design should be 
considered an essential research method. I used diary 

documentation as a method for collecting insights of 
the design process, with entries written both as I was 
working on the design case (reflection-in-action) and 
afterwards (reflection-on-action). The production of 
the thesis involved mapping visual information and 
inspirations in a visual research book, which was 
also used as a “representational tool” (Leavy, 2015, 
p. 10) to convey information that represents my own 
artistic practice and tacit knowledge. 

The design case of the thesis was initiated by re-
viewing content, comments and tone in online spac-
es, specifically on Tiktok. Sociologist Christine Hine 
(2017, p. 403) writes that these online observations 
provide significant information on current society, as 
these spaces are an integral part of everyday life. As 
the inherent nature of Tiktok is how it adapts to each 
user, any data recorded on experiences encountered 
on the platform runs the risk of sounding insignifi-
cant or messy. However, I am interested in “how it 
feels to navigate such connections” (Hine, 2017, p. 
408), as a part of an autoethnographic account of the 
experience of the app. Tiktok provides a personal-
ised viewing experience, which I have taken into ac-
count and addressed to the best of my abilities in the 
selection and analysis of trends chosen for further in-
vestigation. The findings presented in the design case 
include screenshots of comments and videos made 
by Tiktok users, attempting to show an image of the 
level of engagement I could perceive surrounding 
the trends I focused on.



18 19

background research2.
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context and history2.1
fashion life cycles

The cyclical nature of fashion and trends show a 
continuity of replacing the old with the new and 
repurposing whatever has fallen out of popularity 
with something that feels new and exciting. George 
Sproles (1981, p. 117) writes that new fashions must 
emerge from a historical sequence where current 
fashions, or trends, are “an outgrowth or elabora-
tion of the previously existing fashion”. This theory 
shows that after a trend has run its course and ended, 
for any reason, something else will immediately be 
there to replace it as a reaction, either in a similar 
vein or in a contrasting manner. There are several ex-
planations and reasons for trends to reach their end 
stage, which can range from planned obsolescence 
to boredom (Sproles 1981, p. 121). What is quite 
the common factor with any trend and fashion that 
has passed its prime once is that it usually sees an 
eventual recurrence in popularity (Divita, 2019, p. 
89-110). James Laver laid out a proposition, dubbed 
Laver’s Law (fig 1) ,  for the cyclical nature of fash-
ions in his 1937 book Taste and Fashion, with which 
he attempted to explain the different phases of at-
titudes people have toward a fashion. Laver’s law 
states that a fashion is seen as “indecent” 10 years 
before its time, “smart” as it is current and accepted 
in the mainstream, “hideous” 10 years after its time, 
all the way to “beautiful” 150 years after its time. 
What is still notable about this theory is the obvi-
ous positioning of positive connotations compared 
to the negative ones, and how they directly relate to 
the time that has passed relative to when a fashion 
is considered current (Potts & Reeves-DeArmond, 
2014, p. 14).

It might be nearing a century to the publishing of 
Laver’s Law, but there are certainly many aspects to 
his theory that still resonate today, even if the time 
spans feel quite too long for the current climate of 
the trend industry. The same attitudes might occur, 
but what Laver describes as a “fashion” existing as 
it is for over 150 years has been replaced by refer-
ring to shorter runs, such as the 20 year trend cycle 
(Pavlick, n.d.). This is a phenomenon that is due to 
the industry of mass production and communication 

of fashion that grew substantially in the 20th century 
(Sproles 1981, p. 119), producing new styles readi-
ly available for people on a scale previously unim-
aginable. The core idea of historical continuation in 
these trend cycles still remains — every new fashion 
stems from something in the past, even if the cycle 
length itself has shortened quite radically.

Sproles additionally argues (p. 117) that there are 
two different fashion cycles to pay mind to, that need 
to coexist; the “long run cycle” that situates styles 
in their societal and historical continuation, and the 
“short run cycle” that brings up more specific styles 
in a more seasonal manner. What he points out, im-
portantly, is that the short run cycles need to adhere 
to the long run cycles in order to be accepted by the 
public. Manufacturers cannot propose garments and 
styles outside the long run cycles if they wish to 
achieve any profit or adaptation from consumers, be-
cause sudden radical change in fashion can be seen as 
faddish, which traditionally is an attribute consumers 
sense will feel embarrassing to wear very quickly. 
The same steps of adaptation still apply to fads — 
from new and exciting, to widely accepted, to passé 
and embarrassing — it just happens much quicker.

fig 1. Laver’s law
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trendsetters and trend forecasters

Trends in fashion obviously spread because of the peo-
ple who wear them, and more specifically, because of 
the people who have enough influence to be the ones 
to recognise what the next thing on the horizon is. 
The previously mentioned positive connotations of a 
past trend in Laver’s law suggests that there is a point 
in the fashion cycle, after a trend is deemed passé or 
even atrocious, when a past trend evokes feelings of 
nostalgia (Potts & Reeves-DeArmond, 2014, p. 14). 
At this stage, the trend is often picked up and reused 
by people who are sensitive to what the next big thing 
might be (Nancarrow et al, 2002, p. 318). There are 
several examples, both in fashion and media, of nos-
talgia largely dictating the mainstream (as an exam-
ple, the 1970’s revival in the 1990’s). Reusing trends 
will never show the trend in exactly the same light 
though, but adapted to its current time instead (Saun-
ders, 2020). These small alterations place the current 
trend in a historical context both by referencing the 
past and altering it to modernity.

The people who are at the forefront of spreading new 
fashions are known as trendsetters (Vejlgaard, 2013, 
p. 112). They are individuals who are sensitive to 
new influences and quick to adopt new styles. Trend-
setters can be seen as embodying “cool”, an elusive 
term that can be explained (from one viewpoint) as 
describing people who exist in a space of enjoying 
and adapting styles before they become mainstream 
(Nancarrow et al, 2002, p. 314). These people define 
their own style as being in the very beginning of the 
progression of trends, adopting a new style as soon 
as (or even before) the previous one has reached the 
mainstream (fig 2). This progression is illustrated by 
Vejlgaard (2014) as a diamond, where trendsetters 
are on one of the narrow ends, mainstream adapters 
in the widest part and laggards in the other narrow 
end (fig 3). This shows that the majority of people are 
part of the mainstream adaptors, and demonstrates 
the inherent fondness people have to following and 
copying what they see others doing (Lantz, 2018, p. 
13-36). The same can be observed in professor of 
communication studies Everett Rogers’  theory of in-
novation diffusion (fig 4) (Rogers, 2003).

Trend forecasting is a business that in many ways 
emulates the work done by individual trendsetters, 
except it works in a business model of perceiving and 
sensing change and packaging it to sell the informa-
tion to businesses. In order for companies to meet the 
need of a growing desire for new styles, they have to 
calculate profitability of these styles to be able to pro-
vide them to their customers (Divita, 2019, p. 3-24). 
If a brand wants to cater to any trend, they would do 
best in engaging with it at the earliest possible time, 
which requires them to have excellent awareness, 
usually provided by trend forecasters. While the job 
of a forecaster closely resembles the lifestyle of a 
trendsetter, it requires informed layers of sensitivity 
toward cultural movements, the media, economics, 
consumer behaviour and business practice in order 
to be credible for brands to invest in (Divita, 2019, p. 
3-24). What unites the business of trend forecasting 
and the general lifestyle of people who of their own 
interest like to stay ahead of the curve is having the 
eye, meaning a special gift of observation not shared 
by just anyone. Trend forecasters also know how to 
look for the “change agents” (Divita, 2019, p. 25-46) 
who are instrumental in the acceptance of new styles 
for a larger group. These people serve as especially 
interesting targets of observation for forecasters, as 
they have proved to influence the consumption be-
haviour of the people in their environment. 

It is also worth noting that designers of any special-
isation can also technically be viewed as trend fore-
casters, as decision making and understanding future 
market needs is in the best interest of any designer 
(Divita, 2019, p. 3-24).

spread of trends

Henrik Vejlgaard argues that humans like to surround 
themselves and take inspiration from people around 
them (2013, p. 44), and mentions specifically that 
many people are not too interested in following what 
fashions celebrities and prominent people in the 
media are wearing (p. 127). According to him, the 
most powerful endorsement for new styles comes 
from “ordinary” people. This is a view also shared 

fig 2. Princess Diana, often hailed as a trendsetter, 
wearing a casual athleisure outfit that subsequently 
became a widely recreated style. Photo: Johnny 
Eggitt / Getty Images
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fig 3. Henrik Vejlgaard’s trend progression graph

fig 4. The Rogers Diffusion Curve 

by Divita (2019, p. 69-86) who specifically mentions 
that people are usually convinced by hearing about 
new styles from someone close rather than from an 
advertisement for a brand. Vejlgaard briefly touches on 
the topic of social media, stating that “in the twenty-
first century social media are playing a growing role” 
(p. 111) in the trend process, meaning that it is a highly 
effective channel of information spreading. The allure 
of social media, as opposed to traditional medias, is 
the appeal to individuals’ appreciation of genuineness 
(and personal closeness) which is easier perceived on 
social medias rather than traditional ones like films, 
television, or advertisements. Publishing content on 
social media platforms is a form of communication 
and representation of the content creator. This action 
of communication is described by Danah Boyd as a 
“social process” rather than an “individual act” (2014, 
p. 49), which shortens the distance between content 
creator and content viewer. With what seems to be an 
almost personal connection to someone you do not 
really know but feel like you do, especially if their 
content is relatable to your own life and experiences, 
the influential power of the content and its creator is 
very high (Mohr, 2013, p. 18). 

From the perspective of someone who wants to sell 
anything, a method proven very effective for influ-
encing purchases is word of mouth (WOM) commu-
nication (Wolny & Mueller, 2013), the reason being 
that people trust the judgements of people they feel 
are close to themselves in any way, as argued above. 
Traditionally, WOM communication has been con-
strained to exist in offline spaces, spread in specific 
groups of people where there is already an existing 
personal link between recommender and listener. 
With enough traction and connecting points widen-
ing the group, it grows to more widely accepted truth, 
much like how Vejlgaard describes the process of 
trends spreading from trendsetters to the mainstream. 
With the ever growing omnipresence of social medi-
as, it is natural for the phenomenon of WOM com-
munication to extend into the online world too, with 
less distinction in the hierarchy between offline and 
online communication and between the influencer 
and their audience.
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trends and social 
media

2.2

little online worlds

TikTok as an online space is, in my opinion, very 
interesting to investigate from the perspective of de-
sign, since it “has been scarcely explored in academ-
ic research due to its novelty” (Vázquez-Herrero et 
al, 2020, p. 6). The sheer magnitude of the app and 
how fashion life cycles have adapted not only to so-
cial media in general, but to the specific way TikTok 
spreads content is a fascinating aspect to consider in 
the realm of textile design.

Addressing the topic of tastemaking, Henrik Vejl-
gaard lays out the theory of specific groups of peo-
ple who have a higher percentage of tastemakers (or 
trendsetters) than people in general. He writes that 
the changing of styles is up to the trendsetters and 
their intuitive sense of change and early adaptation 
of a new style, that then through these early adapt-
ers spreads out into the mainstream (2013, p. 112). 
Considering this, it is possible to see similarities 
between the spread caused by trendsetters both be-
fore and after the age of Internet and (further down) 
TikTok. However, a new perspective of respecting 
the impact of social media needs to be taken into ac-
count. Vejlgaard writes of groups in which trends get 

their spread as “little worlds” (2013, p. 48), a term he 
uses to illustrate how influence spreads in separate 
entities within the larger context of culture in gener-
al. As a synonym for this he offers “sub-culture”, a 
term more people might relate to. What places Vejl-
gaard’s text in its own time is the angle of not real-
ly considering social media as its own little world, 
or at least as a home to several online-specific little 
worlds. Vejlgaard writes that there is a common false 
perception of media “speeding up the trend process” 
(2013, p. 125), because of media “atomising” and 
catering to specific tastes and therefore fewer people 
are influenced by the same, large outlets of media. 
With the added perspective of the mechanics behind 
algorithm-driven recommendations on social media 
it is possible to re-evaluate this claim and to offer 
new metaphors for how spread of trends occurs both 
in little worlds and their cultural context.

creating connections

The appeal of online spaces for users lies largely in 
how personal the content one views feels. Since it 
is so easy to pick and choose exactly what to keep 
viewing, which pages to revisit, and which things 

to participate in, users build a sphere of community 
and relatability around them that feels comfortable 
(Boyd, 2014, p. 9). Companies wishing to push for 
their product specifically in online spaces have to 
be aware of appealing to this appreciation for re-
latability, because the grounds of relatability lie in 
“a sense of shared commonality” (Kanai, 2019, p. 
41). The charm itself of TikTok as a platform and 
what sets it apart from Instagram is the way users 
prefer the content they are viewing to be present-
ed. The relatability factor of TikTok is higher than 
on other social media platforms because on TikTok 
users gravitate toward videos and creators that feel 
less polished than the filtered lives often presented 
on Instagram (Liffreing, 2020). It is easier to feel a 
connection with people making videos in their bed-
rooms, which in its turn can be seen to run the risk of 
leading to parasocial (one-way) friendships. These 
connections, that feel quite personal, make for a 
higher impact in opinion making than content that is 
instantly recognisable as advetisements (fig 5).

trend movement on social media

When writing of the behaviour of teenagers on 
social media in her book “It’s complicated: The 
social lives of networked teens” (2014), Danah Boyd 
emphasises that young people will use social media 
as an additional tool for communication (rather 
than a replacement for offline communication), and 
that the specific applications will change even if 
the core ideas and principles stay the same (p. 8). 
Acknowledging this, I chose to focus on the currently 
astoundingly popular platform TikTok. Owned by 
ByteDance and known as Douyin in its native China, 
Tiktok is a social media application born in 2016, 
which grew considerably in 2018 after its merger 
with lip-sync app Musical.ly (Vázquez-Herrero et 
al, p. 5). As of September 2021, TikTok has over 
one billion active monthly users, which shows a 
staggering growth from a mere 55 million in January 
2018 (Bursztynsky, 2021). It is an app for creating 
short, up to 3 minute videos, to which creators can 
choose to either add their own soundtrack and speech 
or to use pre-existing songs or sounds made by other 

fig 5. Tiktok user @saracampz is known for shar-
ing Tiktok videos of her styling eccentric maximalist 
outfits, often filmed in her bedroom and showcasing 
an unpolished approach to fashion content that feels 
very genuine to her audience.
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fig 6. Screen capture of the For You Page on Tiktok. 
At the top, you can select to view videos from crea-
tors you follow or to see a feed of videos selected for 
your preferences by Tiktok’s algorithm. The bottom 
bar has five options: the home page, the discover 
page for finding creators, hashtags or filters, the op-
tion for creating a new video, your inbox for messag-
ing other Tiktok users, and your own profile. 

The right side shows the profile picture of who’s video 
you are viewing, and below it you can see how many 
people have liked, commented and shared the video. 

fig 7. When tapping the spinning circle at the bottom 
right of a Tiktok video, you get to a page showing 
the name and origin of the sound used for the video, 
together with a feed of other videos using the same 
sound. At the bottom of the screen, there is an option 
to immediately film your own video using this sound.

Other options for creating recreating or adding to 
existing videos is to “stitch” a video (replying to a 
video by showing part of it before adding your own 
contribution) and to “duet” a video (two or more 
videos playing at the same time).

Considering the reason behind the appeal for partic-
ipating in micro trends, one can look to how Kevin 
Melchionne writes in his paper Aesthetic Choice 
(2017, p. 285): “aesthetic choices tend to be small 
choices with low stakes and relaxed deliberation”. He 
also points out that the small choices exist in a wider 
context. There is a likeness that can be drawn from 
Melchionne’s aesthetic choices to how users on Tik-
Tok engage with the content on the app — it seems 
easy and natural to follow and participate in the cur-
rent fads on the platform, because the ephemerality 
of popular content is part of how the app works, i.e. 
its context and charm. Melchionne further writes of 
a “staggering over-abundance of candidates for our 
attention” (p. 286) referring in his case to streaming 
services and other electronic entities that surround us 
on a daily basis. Again, it is possible to see this line 
of thought applied to just the one platform of Tik-
Tok, where users acclimatise to the extremely short 
lifespans of content while technically being able to 
choose to view content about quite literally anything. 
This, together with the algorithm that senses and ca-
ters to what a user likes to see, creates bubbles that are 
expected to be burst and replaced, in the comfort of a 
personally catered feed and thrill of unknown content 
entering one’s own bubble. The stakes are low, as are 
the prices of many new trendy pieces, creating a low-
risk participation threshold for users.

creators in their own videos. As opposed to many 
other social media platforms that work on a basis of 
following content creators, the core idea of TikTok 
is the “For You Page” (fig 6), which is the main feed 
giving the user videos based on the calculations of 
an algorithm that learns what the specific user likes 
to see (Tolentino, 2019). The appeal of scrolling the 
app is both the customised content and the thrill of 
not knowing what the algorithm will give you next 
(Anderson, 2020, p. 8). The algorithm senses what 
will catch the attention of a viewer by perceiving 
even a slight delay in the speed of scrolling, as well 
as what content you like or leave a comment on 
(Tolentino, 2019). This makes for a platform that is 
perfect for spreading information incredibly quickly. 
This, paired with the easy tools for recreating, 
copying and adding to videos (fig 7), leads to users 
finding it very easy and fun to participate in whatever 
challenges or “trends” are circulating on the app at 
the moment. You have to act fast before the moment 
has passed — the extremely quick spread leads to an 
equally quick saturation and subsequent boredom of 
the thing.

Fashion has its own very strong presence on TikTok, 
and it adheres to the general rules of the app as well 
as anything else. The algorithm, once you have used 
the app for long enough for it to know your pref-
erences, can place you in little bubbles of specific 
styles within the larger bubble of fashion content. 
Henrik Vejlgaard writes of the “breakout potential” 
of a trend, explaining that a trend must reach three 
goals in order to enter the mainstream. These three 
goals are that the trend must be easy to observe, easy 
to imitate and that it must be reported on by different 
medias (2014, p. 149). The bubbles created by Tik-
Tok’s algorithm see to the completion of the first two 
goals, but often fail to achieve the third. This leads 
to the potential trend becoming saturated in its own 
environment very quickly (and hence also being very 
susceptible to replacement) while never reaching a 
wider, more diverse coverage (fig 8). The very nature 
of the turnover pace on the app can be seen as lead-
ing to a trend cycle based on fads (or micro trends, as 
they are often referred to on the app), within a larger 
cycle of overarching trends (Lee, 2021).

fig 8. Comments made by Tiktok users for a video 
listing the creator’s least favourite trends from 2021
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trends as entertainment and
opportunity

A fascinating turn of events is that the concept of 
the trend cycle itself became a talking point on 
TikTok (figs 9-12), with more users being aware 
of how trends are used as an ever-renewing source 
of content, to the extent of the trends feeling ever 
shorter and vulnerable to immediate replacement. 
The fragility of the trend cycles discussed on the 
app can be attributed to what kind of trend cycle is 
talked about — more often than not, it is the short-
run cycle (very visible and made to be replaced) 
rather than the long-run one (the context in which 
short-run cycles appear).

Trend researcher and Tiktok creator Agus Panzoni 
(2021) presents the idea that the whole idea of trends 
is seen as entertainment on the app, as an ever giv-
ing source of content. The hyper focus on individu-
al popular bite sized things and phenomena on the 
app makes it easy to want to follow and be in on the 
thing, or joke, while accepting the quick change to 
the next thing. This comes down to how information 
moves online, and is comparable to how communi-
cation works through memes which often function as 
references of each other (Wiggins, 2019, p. 13).

In order for companies to keep up with the turn of 
trends in this climate, they have to make an effort 
in understanding what the demographic on the app 
are currently interested in, while attempting to stay 
away from seeming like they are trying too hard 
(Nancarrow et al, 2002, p. 315). Media consultancy 
companies are advising clothing brands on how to 
design garments specifically for the styles to appear 
well on a phone screen (The Digital Fairy, 2021). 
This evokes the advertising ideology of selling in-
dividual items as somehow revolutionary (Frank, 
1997, p. 89), as the principle for standing out on a 
small screen is to be bold and easily recognisable, 
creating an illusion of originality while adhering to 
the same set of rules. When the specific garment de-
sign is successful and reaches a level of hype boost-
ed by the algorithm and the incredible tools for cop-
ying others on TikTok, the garment becomes a fad 

of itself, bound to be copied (either directly or as a 
clear inspiration) by other companies, which leads 
to the subsequent very quick saturation both in 
mindset and market. The garments that have passed 
their very brief time in the spotlight are dubbed 
“over” quickly after their peak (Ernest, 2021), 
while people who want to stay on top of the trends 
have moved on to the next thing. This process plac-
es passé fads in a specific category of “seen”, where 
it is hard to incorporate them into a more consistent 
personal style. It can be seen as normalised over-
consumption (Prudhomme, 2021), which is part of 
the enormous negative environmental impact of the 
fashion and textile industry (Fletcher, 2008, p. 117).

fig 9, 10, 11, 12. Screen captures from four Tiktok videos made by different 
accounts, all sharing elements or styles they think will be trending in 2022.
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interview with 
Tiffany Ferguson

2.3

I reached out to Tiffany Ferguson, a YouTube content 
creator from the United States, who is known for 
her video series called Internet Analysis in which 
she looks at different online phenomena and social 
issues in a video essay format. Her YouTube channel 
has over 750 000 subscribers as of May 2022. 
Through this interview with Tiffany, I wanted to 
learn about her perspective on online culture and 
the fast pace of content through her lens both as a 
creator and as a frequent observer of internet trends. 
The interview was conducted over Zoom in January 
2022. It followed a loose structure of a selection of 
questions, but moved on more like a discussion. A 
few key questions and answers are presented below. 

Do you feel like there is a pressure of coming up 
with something new each time you post?

Oh yes, the incentive, especially if you want to gain 
a following, is how do you do something new and 
different, how do you do something fresh, but also 
how do you make sure you’re not doing the outdated 
things that are not trendy anymore. So I think there 
is a lot of pressure to “discover the latest things”, but 
it’s so hard because by the nature of it, once it’s very 
popular already to where you’d hear about it, it’s go-
ing to go out of style or not be a trend anymore.

You’ll see all of those “trend forecasters” on Tiktok, 
saying “use this sound, it’s up and coming, this will 
help you blow up”. I found that fascinating because 
it’s such a clinical way to do Tiktok, especially if 
you’re a business or if you’re trying to get popu-
lar. To me that goes too far, if I were to do that it 
wouldn’t feel natural or as fun. For a lot of people I 
know that’s how they find success.

The flip side to what feels new might be what feels 
boring. Do you have thoughts on what boring 
means for yourself as a creator?

I think there’s a natural self-consciousness and em-
barrassment about being like “oh no, am I out of the 
trends, am I out of the loop”. It’s such a whiplash 
to realise that you’re indeed getting older and that 
you’re not going to be in the same part of the internet 
as the young people. But also the internet is so big, 
nobody can know everything that is going on.

What are your thoughts on the speed of online 
content at the moment?

It’s amazing, the scale of the attention, and how fast 
you can go from a nobody to famous to hated, in like 
three days. It’s very common and so terrifying. Every 
time somebody comes up and becomes famous very 

quickly, everyone’s praising them, but very soon, it 
used to be a couple months, now it’s a couple of days 
where it feels like people’s opinions turn to “actually, 
they’re overrated, I don’t like them”.

I’m grateful for my slow growth as a content creator, 
instead of the wild peaks and valleys that come with 
being hyped up and then forgotten or hated shortly 
after. This must take a mental toll on the creator too!

To which extent do creators have responsibility 
for what they promote to their audience?

The notion that whoever has a following has a re-
sponsibility is true. It’s just that on Tiktok you can 
become a creator with that responsibility overnight 
because of how the algorithm works. In many cases, 
smaller tiktokers who go viral might not have made 
their content with the intention of it being viewed 
and influential, but it can happen.

Now that I have a pretty sizeable audience, I total-
ly understand why big content creators are careful 
with what they promote. I posted a picture of my-
self dinking a coffee with a plastic straw, and got a 
comment asking “plastic straw, really?”, and I just 
thought please, let me live. There are so many bound-
aries you have to draw. There are different standards 

for influencers and people not in the public eye for 
which you are put under scrutiny, but as a creator I 
still find myself judging other influencers for things I 
wish I weren’t judged for. 

What is your perception on content that is made 
with the intention to provoke audiences?

It’s just way more interesting hearing someone rant 
and be negative or complain about something, versus 
if you’re talking about things you love. I don’t think 
people can get as passionate or heated about things 
they love. It’s interesting to hear, for example, out of 
all the trends, which ones are the people you follow 
not into. There’s just something to it that’s intriguing. 
As a viewer you know you’re going to get annoyed 
by at least one of those things. We all click on the 
video, ready and eager to be provoked, thinking “am 
I going to agree or am I going to fight in the com-
ments about this trend”

Other topics discussed over the course of a one-and-
a-half hour interview were comment sections, the 
lack of nuance in short-format content, and how en-
demic several topics are for online spaces.

Tiffany Ferguson. Photo via @hashtagpaid on Instagram
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summary of part 2:
background research

The background research of this thesis outlines how 
fashion trends work, showing a progression in mind-
set and speed that has changed and accelerated over 
the course of the last century, leading to how trends 
are viewed as entertainment and content on Tiktok. 
Many of the same components have lasted for centu-
ries, including aversion directed toward passé trends, 
certain groups of people leading the fashion cycle 
forward, and the co-existence of short- and long-term 
trends. The advent of social media brought with it a 
boost for all of these concepts, including reducing 
the gap between influencer and audience for wider 
interpretations of word of mouth communication.

 Since Tiktok is still a very new platform compared 
to many of the theories about fashion life cycles, 
there is room for elaboration that comes with a 
longer timespan of observation of the platform. It is 
noteworthy that since trends and fads move so fast 
on Tiktok (not just concerning fashion, but also be-
haviour, sense of humour and other focal points), this 
thesis shows a snapshot of the experience of Tiktok 
between 2021 and 2022. My estimate is that what I 
have captured for this thesis will serve as memory of 
this very specific time.

The interview with Tiffany Ferguson shows a brief 
insight into the life of a content creator. The constant 
fluctuations of interest, especially on a platform as 
fickle as Tiktok, makes for an environment which is 
perfect for growing a following fast, with the down-
side being the looming threat of falling out of rele-
vancy. A conclusion can be drawn from this when 
comparing the job of being an influencer or content 
creator with how fashion trends move on social me-
dia: fads seem to be part of the inherent nature of an 
online world.
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design case3.
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references as 
inspiration

3.1
Most designs emerge from references to past crea-
tions (Eckert & Stacey, 2000, p. 524), and it is up to 
the designer to organise a representation that func-
tions as inspiration for themselves and as communi-
cation of the design intent. There are several aspects 
that need to be considered in this — such as function 
and degree of reference intended (Eckert et al, 2003, 
p. 4). Suggested by Eckert and Stacey, these could 
include “definitions of context, triggers for idea gen-
eration, and […] anchors for structuring designers’ 
mental representations of designs” (2000, p. 525). 
However, the general nature of using references to 
previous designs is its innate ambiguity (Eckert et al, 
2005, p.13). Eckert et al write that there is a risk that 
the act of using references for inspiration leads to an 
end result which is unintelligible for others, while 
also limiting the designer’s creativity (2003, p. 8). 

In order to understand references, their connection 
to inspiration, and subsequently to designs, there 
should be a presentation that provides a translation 
between source material and end product. In the 
case of the production of this thesis, with the main 
source of inspiration being content made on Tiktok, 
it was necessary to illustrate this clearly in order to 
avoid misinterpretation and to create a clear narra-
tive of cohesion. Eckert and Stacey write: “A lay 
person has little chance to understand a discourse 
based on sources of inspiration, because they are fa-
miliar neither with the sources nor the modification 
rules” (2000, p. 535). My thinking of the referenc-
es I selected from the context of Tiktok was that it 
should be recognisable to others who spend time on 
the app, yet still be understandable to someone who 
has never seen a single Tiktok video. This leads to 
the concept of shared cultural context, meaning how 
certain references or language is tied to specific en-
vironments and need to be translated to more general 
terms in order to connect to an audience outside of 
the cultural context. 

Translating this arguably tacit knowledge of trends 
and fads on Tiktok became a way to clarify referenc-
es for the production of the inspirational material. In 
order to bridge the gap between an audience that has 
never engaged with the app and the visual direction, 

references had to be clearly illustrated. It became ap-
parent that the inspiration material should be divided 
into two main categories: presence on Tiktok, and 
references beyond this, exploring the chain of inspi-
ration which places the specific fads into the contin-
uous cycle of trends. 

Eckert et al present four models of referencing (2003, 
p. 5): tolerance classes, chains, versions and ranges. 
For the purpose and theme of this thesis, I chose to 
focus on reference chains, meaning a progression in 
which one or more elements inspire the following 
design. This connects with the topic of the cyclicality 
of trends, in which certain elements of a style period-
ically reappear. The concepts of reference chains in 
design inspiration and trend cycles essentially mean 
the same thing — Eckert et al write of referencing: 
“Some aspects will usually have to be different to 
meet the constraints of the current problem” (2003, 
p. 8). The very same idea is seen in the more specif-
ic context of fashion relevancy and self-referencing 
(Lantz, 2018, p. 13-36). 

Addressing the opportunities for interpretation of 
inspirational material, I felt I wanted to be fairly 
straightforward with how I represented Tiktok in my 
chain of references, since it was the original source 
for the observed trends. Eckert and Stacey write that 
the choice of inclusion of explanations depends on 
the intent of the designer and on the context of the 
project (2000, p. 527). Since the objective was to 
simultaneously create a catalogue of inspiration for 
a textile collection and to illustrate the presence of 
trends on Tiktok, a balance was found in showing 
direct material screenshot from the app together with 
personal interpretations of the references connected 
to each trend. 

Further discussion on the validity of claims concern-
ing the chain of reference is presented in the section 
detailing the creative production.
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selecting and 
representing trends

3.2

The process of developing an idea (or plan) for the 
production of the thesis stemmed from attempting 
to illustrate something I as a Tiktok user see every-
where to people who are not familiar with the app. 
To start, the prominent fashion trends and brands had 
to be mapped. During the time of initial information 
gathering, I recognised about a dozen options to fur-
ther review. A prevailing issue during the entire pro-
cess of data collection was acknowledging my own 
role as an observer, since I was still using my own 
Tiktok account and its generated preferences to draw 
conclusions. In order to balance this subjectivity, I 
focused on how Tiktok users were talking about the 
trends (specific wording and tone) and what type of 
comments the videos got.

Since the objective of the thesis is to explore how past 
trends can be used as a creative tool for a designer, I 
wanted to make a final selection of four trends with 
enough variation to invoke different expressions. 
The selection was made in January 2022 and reflects 
trends that had recently come and gone, or that were 
prominently featured in “microtrends we’re leaving 
in 2021”-style videos on Tiktok. 

The ensuing collection and its potential of being har-
monious was not an essential ground for the selection 
of trends to investigate. Instead, the intention was ex-
ploring how it could be possible to combine contrasting 
influences by following different chains of references.

The trends I chose to work on are:

Patchwork — a trend that ties together DIY, craft-
ing, upcycling, yet also 1990’s and 2000’s fashion 
influences that in their own turn refer back to the 
1970’s because of the 20 year fashion cycle

The Hockney dress by House of Sunny — a single 
garment that became featured “everywhere” on so-
cial media, receiving a very evenly positive/negative 
response on Tiktok

Cottagecore — the largest trend of the selection and 
hardly a fad. This was chosen because of its sheer 
presence online and because of the communities that 
build around it — it’s not just fashion, but a lifestyle

Twee — a resurgence of cutesy indie fashion and 
music from around 2010 that happened when Tiktok 
users posted photos from the past era with a Zooey 
Deschanel soundtrack, wishing the style was back in 
fashion or claiming it was making a comeback, then 
facing immediate oversaturation and being forgotten 
on the app in a matter of weeks

Naturally, these four influences are quite different 
from each other in many ways, but the connection 
lies, of course, in their online (specifically Tiktok) 
popularity during roughly the same time.
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collecting the data3.3

The process of collecting the data and influences to 
refer to in the research book was alternating between 
being active and passive. The main observation space 
was Tiktok, that invites its users to keep scrolling. 
This makes for a user experience that I described in 
my process diary as “a swamp”. As one uses the app 
and is either looking to be entertained in general or 
searching for something specific, it feels like falling 
deeper and deeper into a hole from which it is dif-
ficult to emerge and to stop scrolling even though 
the experience is rather boring. What I refer to by 
writing of a process that is simultaneously active and 
passive is the data collection being the result of ac-
tive investigation and of notions found while stuck in 
the boring, endless Tiktok swamp.

Sociologist Christine Hine (2017, p. 408) writes of 
the necessity of subjectivity in some cases of online 
ethnography, stating that the data collected through 
these methods goes beyond what interviewees might 
be able to verbalise. Using self-reflection as a method 
for data collection has the possibility of describing 
feelings and experiences attached to the observation-
al space. Since the experience of Tiktok is simultane-
ously one of personal video recommendations and of 
quickly spreading viral trends, I saw it fit to embrace 
both the personal and the objective in my selection 
and portrayal of the data I wanted to collect for the 

production of the thesis. Acknowledging the subjec-
tivity inherent to this method of data collection is 
also reflected in the presentation of the results. The 
research is displayed artistically and visually, leav-
ing the findings open for interpretation.

What this method provides the process, or the anal-
ysis of it, is a multitude of possible conclusions to 
draw. These are continuously narrowed down and 
widened again during the creative process, as new 
influences enter and exit the field of attention. The 
choices of what to focus on are personally motivated 
to a certain degree (what I find motivating to elabo-
rate on and use as a basis to design from) but the data 
input itself comes from silent long-term observation 
of what other people are showing or talking about. 

Where many designers and design researchers use 
techniques such as drawing to create representa-
tions that would be impossible to account for in 
written form (Mäkelä 2016, p. 8), I think of col-
lage and literally showing others’ words as the way 
in which this thesis showcases results of research. 
The results of the observation are presented as part 
of the artistic production, free to be interpreted, yet 
displayed next to my own set interpretation: the 
textile idea collections.

above: page from process diary, written during information collaction phase
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The first stage of data collection for 
the visual research book came through 
Tiktok observation. From there I could 
get data on:

popular trends observed both casually and 
through videos such as the one in this screen capture 
listing former trends 

feelings these trends evoke in Tiktok 
users with comments both for and against them 
taken into account

how broadly the trend has spread 
specifically on Tiktok, visible in the amount of views 
certain hashtags have

connections and memories people 
associate with the trend whether it is 
presented in informative videos or as comments 
under other creators’ content

Based on these observations I was able to dive deeper on Tiktok into each trend to find videos and comments 
on specific trends. I could also find references to similar fashions and start building an extended chain of refer-
ences and influences, and assume the spread of the trend (age range, location of users talking about the trend).
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making the visual 
research book

3.4
To make a visual representation of the selected 
trends,  I made a visual research book. This is es-
sentially a compilation of influences, colours, tex-
tures and other references that tie into each theme. 
The material for the book is gathered after making 
an outline of what I, as the designer, find relevant. 
Making this distinction proved to be one of the many 
challenges of the project, because I felt it cast myself 
as a source of knowledge. Exploring, pondering and 
acknowledging the bias is very visible in my notes 
from the time of collection and compilation. It was 
noticeable that when I was concerned with “truthful 
representation” of a trend and its reference chain, the 
work itself became stagnant. My concerns related to 
myself as an authority to claim what has influenced 
what in the past. Only when the purpose of the visual 
research was reframed as a tool rather than an en-
cyclopaedia could I relax into a more streamlined 
working pace that had fewer interruptions caused by 
doubt of purpose. Additionally, I recognised from the 
beginning of the collection and compilation of the 
material for the book that it is very excessive for the 
envisioned end product. Four themes, all different, 
explored over several pages and compiled into the 
same book for one 16-piece collection could seem 
overwhelming, which it also became for a while.

When trying to find the words for what the research 
book is, or is trying to present in relation to the trends 
it showcases, I came up with the word “elaboration”. 
It felt fitting and not too restrictive, allowing me to 
use my own biases and preconceptions as well as 
more objectively “true” connections.

In some cases, influences are very easy to track in the 
chain of inspiration I wanted to portray — such as 
David Hockney’s artwork for the Hockney dress, or 
the various instances of patchwork being popular in 
fashion history. To avoid being completely expected 
and obvious, the work needed more deep investiga-
tion into influences, which was found through arti-
cles, Tiktok posts and comments, Pinterest boards, 
fashion history books, and conversations with friends 
and family. With the sheer amount of references and 
pictures collected for each theme came the realisa-
tion that influences are fractal, a notion I seemed 

to rediscover several times. “Research is fractal” is 
mentioned in my process diary as a novel discovery 
three times during a two month period. With this I 
meant that there is no end to finding more possible 
connections to show in connection to each trend — if 
you keep digging, you keep finding more material. 
Knowing when to stop was an important step in the 
creative process. 

In order to connect the elaborated trends back to Tik-
tok, screen captures of videos featuring each trend 
were included in the book along with comments on 
the videos. This was in an attempt to show the man-
ner in which the trends are being represented on the 
app for any viewer who might not be so familiar with 
it. For the screen captures I wanted to find emotion-
ally loaded comments, either speaking for or against 
the trends. Each chapter of the book also starts with 
a screen caption of the amount of views the hashtags 
representing the trend has on Tiktok, ranging from 
the lower millions up to over nine billion views. 

The process followed largely the same steps with 
each elaborated trend, or chapter, as they are referred 
to in my notes. The process generally started with:

1. Collecting and printing of images onto papers that 
fit the mood and pictures, collection of papers and 
other materials for the chapter in question

2. Organising the images into separate piles (eg. Tex-
tures, contemporary fashion references, historical 
references, etc)

3. Selecting Tiktok screen captions to use

above: page from process diary, showing how I planned to make the book
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After all the content had been collected, I started 
mapping out pages. The following list shows a gener-
al idea of how I planned the spreads of each chapter. 
However, each trend is different, so the formula was 
adapted to best fit the mood and references of the re-
spective chapters. 

1st spread: general intro, this is how the trend could 
be represented in one mood board

2nd spread: Presence of trend on Tiktok

3rd spread: Materials and patterns associated with 
the trend

4th spread: Contemporary fashion references

5th spread onwards: historical references from dif-
ferent viewpoints

My notes show me recording thoughts and feelings 
of doubt or restriction that preceded almost all chap-
ters. Planning and reorganising layouts felt easy, but 
it took a while to feel comfortable with actually glue-
ing down pictures into their permanent place. A lot 
of this doubt came from the previously mentioned 
questioning of my own role in how the trends are 
portrayed in this book.

I began viewing the book itself as a project diary, a 
way of recording data side by side with my written 
diary. Mäkelä (2016, p. 2) writes on the act of doc-
umentation when conducting research, stating that 
in many situations the subjective knowledge of the 
researcher is a source of information that can be ac-
cessed through accurate documentation. Mäkelä ref-
erences Sarah Pink, who states that visual methods 
of documentation can be more accurate than other 
methods in recording imageries (2016, p.2). Using 
this way of thinking, I saw my visual research book 
as a visual representation of my thought process, 
how it adapted and evolved throughout the period of 
time it took to make the whole book.

In the beginning of the process of making the book 
I was mainly concerned with what authority I have 
to make my claims of reference. As the project pro-
gressed I replaced the word “reference” with “inspi-
ration”, and each consecutive chapter felt easier to 
make. In my diary I noted that each chapter found its 
own expression, which I interpret to mean that even 
with all the doubt that is intertwined in the book, 
there was an intuitive approach that, ultimately, was 
present throughout.

The visual research book is shown in its entirety as 
an appendix to this thesis.

opposite; an excempt from the Cottagecore-chapter 
of the book, roughly following the structure men-
tioned above.
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Photos taken during various stages 
of making the visual research book
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chapter 1: patchwork

This trend has been visible in fast fashion haul vid-
eos, in which users have bought large amounts of 
clothes and open the packages to show off their new 
garments to their followers. Amongst other brands, 
UK-based fashion brand Jaded London launched 
patchwork-style jeans in a couple colour options. 
This particular style of jeans became very popular 
in the summer of 2021, and mass-produced by many 
fast fashion brands, such as Shein. The other large 
influence to the popularity of patchwork styles is the 
larger DIY-movement, which encourages people to 
recreate styles at home, patchwork being an accessi-
ble way to get acquainted with sewing. There are sev-
eral contemporary brands using patchwork as their 
brand DNA, such as Bode and Asai. Recent runway 
collections by designers such as Viktor & Rolf also 
showcase different interpretations of patchwork as a 
technique. The collection of references started with 
pictures of the aforementioned Jaded London jeans 
(and others like them), then finding smaller brands 
frequently mentioned and shown in Tiktok videos 
about the trend. 

Patchwork is often the result of reconstruction — 
taking a fabric or garment made for one purpose and 
adapting it for another. This leads to the search for 

fashion references of re- and deconstruction. Design-
ers such as Martin Margiela and Rei Kawakubo have 
famously rearranged traditional ways of tailoring 
and dressmaking, which felt like a fitting reference 
to draw from. Further down the line, relating to the 
DIY aspect of patchwork, I also wanted to reference 
1970’s punk style in the book. Elements of opening 
up, reassembling, and disheveling are also visible in 
the process itself of tailoring, which I found visually 
interesting to represent as a finished product rather 
than a process photo. 

There are also several traditional ways of joining dif-
ferent fabrics into something new, and of these tech-
niques the Korean patchwork technique of Bojagi fit 
well into the book. It also happens to tie in with the 
adjacent trend of exposed or accented seams.

I composed the chapter trying to echo the nature of 
the style, by layering, tearing, mixing, fraying, crin-
kling, stitching, and keeping a muted palette visible 
in many of the selected references.

opposite: pages from the patchwork chapter in the 
visual research book
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chapter 2: the hockney 
dress by house of sunny

This trend is just the one garment — a knitted green 
dress with a graphic pattern and cutouts in the back. 
The dress is by Uk fashion brand House of Sunny, 
known as one of the brands that was at the forefront 
of the broader, Instagram-popular style “avant basic”. 
The dress itself is known online for fitting most body 
types, being easy to style, and for how many celeb-
rities and models have been seen wearing the dress.

The references behind this dress are made quite clear by 
its name. The first phase of collecting material for this 
chapter was looking into David Hockney’s artwork, fo-
cusing on his pool- and water themed paintings. The 
mood of these paintings connect with a sunny Califor-
nia summer, as well as with graphic retro-style patterns. 
The cutouts and pattern on the dress are reminiscent of 
1960’s prints and fashion: playful, graphic and upbeat. 
The graphic shapes inspired me to include my own 
pattern sketches into the pages of the research book, 
exploring ways of manipulating simple elements into 
interesting patterns that could represent the same opti-
mistic retro look that is visible in the dress. Another fo-
cal point for the references behind the dress is water, the 
pattern on the dress seeming to show a representation of 
ripples in a pond or pool. This proved very inspirational 
to explore when sketching patterns for this chapter. 

The 1960’s theme of graphic patterns is further ex-
plored in the book by including catalogue photos 
from the mid 1960’s that show bold patterns, of-
ten next to smaller-scale prints. The colours in this 
chapter feature the green of the dress, the blue of 
Hockney’s pool paintings, and the tones found in in 
seaside photography from 1960’s California. These 
include orange sunsets, greyscale textures, and 
bright yellow graphics.

opposite: pages from the Hockney Dress chapter in 
the visual research book
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chapter 3: cottagecore

Cottagecore is easily the largest movement of the 
trends I chose to explore. It is a trend that in its es-
sence yearns for a “simpler time”, a pastoral, calm 
existence outside the pressures of modern society. 
When googling the term, one is shown idyllic depic-
tions of English countryside life, frilly linens, pick-
ing flowers, gardening, lush clearings in the forest, 
and historically inspired clothing. It serves as a form 
of escapism, and in many instances people who like 
Cottagecore have it as a lifestyle rather than just a 
way of dressing. That being said, because of its pop-
ularity, many typical elements and garments of the 
style have been used and recreated by large scale fast 
fashion companies.

The collection of influences for this chapter start-
ed with very generic searches online, via blogs that 
share pictures that portray the mood of the style. Old 
cottages, pastures, grazing sheep, blossoming fruit 
trees, women running in a field. The often white, 
frilly clothes are quite well represented in contempo-
rary fashion by designers such as Simone Rocha and 
Cecile Bahnsen. These two designers were used in 
the book to show the contemporary existence similar 
references and expression in fashion.

The escapism of Cottagecore is not a new phe-
nomenon, and an easy connection to find is the 
1970’s-1980’s prairie fantasy, brought by shows 
such as Little House on the Prairie and designers like 
Laura Ashley and Gunne Sax. Further back in his-
tory, the romanticisation of a simpler farm life was 
something even Marie Antoinette was said to have 
participated in, taking up residence in a cottage built 
on the grounds of Versailles, dressing in simpler, 
looser white gowns compared to the rigid and chore-
ographed life in the palace. 

I collected many pictures and materials that convey 
tactility and texture for this chapter of the book, 
feeling it should invite the viewer to touch, to im-
agine the translucency of light cottons, to feel em-
broidered details and to utilise other senses than just 
vision for inspiration.

opposite: pages from the cottagecore chapter in the 
visual research book
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chapter 4: twee

While all three previous trends have been visi-
ble both on and off Tiktok, the brief resurgence of 
“Twee” was a showcase of how quickly it is possible 
to reach over-saturation and the ensuing disinterest 
on Tiktok. Twee, in its essence, is a way to describe 
the style that was prominent around 2010 in the in-
die music/fashion blogger spheres both online and 
offline. It rose to be a trend on Tiktok as users made 
videos consisting of a selection of images of either 
the users themselves or of others wearing outfits cor-
responding to the indie style. These videos always 
had the same soundtrack by Zooey Deschanel, an 
actress and musician who was very prominent in 
popularising the style in the late 2000’s. The crea-
tors of the videos were either reminiscing about the 
past or claiming that the style was coming back into 
fashion. The comment sections under these videos 
show a very emotional response from viewers, either 
denying a comeback, showing general aversion, or 
plain confusion over why people were calling this 
style “twee” — many simply know it as indie or hip-
ster style from around 2010. 

Like what often happens with viral video formats on 
Tiktok, this too died out after the backlash, and was 
really only visible on the platform for a few weeks 
before people moved on. 

Finding references for this proved to be simultane-
ously easy and difficult, since the fad was essentially 
a memory of a specific time during which I was a 
teenager in the target audience of the style. I used my 

own memories and old online blogs to create a mix 
of things and phenomena that were as much part of 
the style as the clothes: Wes Anderson’s films, pas-
tel wallpapers, “retro” objects such as camper vans, 
typewriters, cassette tapes and ferris wheels. Two 
women, Zooey Deschanel and Alexa Chung, were 
leading influences for the style, and are also included 
in the chapter.

The styles of the 2000’s-2010’s refer back to cutesy 
fashion of the 1960’s, as well as youthful pastel-shad-
ed 1980’s clothing. Frequent elements in clothing are 
quirky prints, bows, and Peter Pan collars. To show-
case fashion references contemporary to the initial 
era in the 2010’s I chose Miu Miu’s ss10 collection, 
as well as their aw14 collection. These collections 
show pattern mixing, figurative prints and 60’s ref-
erences. Contemporary to 2022, I included looks 
from Moschino’s ss22 collection that shows brightly 
coloured skirt suits, and Shu Shu Tong’s prim, pas-
tel-coloured ss22 collection that features bows, col-
lars and knee-high socks.

opposite: pages from the twee chapter in the visual 
research book
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In order to synthesise the visual research into an 
example of using the explored influences as inspi-
ration, I designed four collections of textile ideas. 
Each chapter of the book was interpreted in four de-
signs, for a total of sixteen in the entire production. 
As the aim of designing the textiles was to explore 
using past trends as inspiration, I was not necessar-
ily aiming for complete cohesion and harmony be-
tween the four chapters. 

To freely explore the inspiration I could get from the 
chapters of the book, I chose to use different methods 
of producing the samples, including surface pattern 
design, fabric manipulation, printing and embroidery. 
The weights and possible purposes of the samples 
were taken into consideration, aiming to have a wide 
array of qualities for different seasons and garments. 
The materials used in the making of the samples are 
largely second-hand or adapted from other products. 
The samples could be used as direction to further de-
velop into functioning fabrics for fashion, and do not  
necessarily serve as finalised representations that 
could be industrially repeated. Throughout my notes 
of the process I describe the designs interchangeably 
as “sketches”, “samples” or “ideas”. All the samples 
are completed in a roughly 50x90cm size, which I 

felt was sufficient for showing the idea of the fabric 
and enough to grasp the weight and drape. 

The design process, after the completion of the book, 
started with selecting specific influences from each 
chapter of the book to further focus on. Since each 
chapter quite extensively presents material surround-
ing each trend, it was important to find more distinct 
aspects to focus on for a more clear end result. The 
selection process was largely intuitive, but informed 
by the intent to designing fabrics for fashion, tak-
ing into account which uses might have already been 
suggested on the pages of the book. I tracked the se-
lection of influences on a collection map, which is a 
tool used to visually track progress of a collection, 
with its contents updated from specific inspirations 
to sketches to final designs as it evolves. The follow-
ing text describes the design processes and produc-
tion of the collection, chapter by chapter.

the collections3.6
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First sketch of the designs for each chapter, with ideas concerning technique, weight, quality, 
pattern and name of each design. 

Screen capture of the collection map after selecting clear reference images for each design and 
completing some surface design patterns.
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The final collection map, showing photos of the finished samples. When comparing to the first 
iteration of the map, some designs show a clearer progression from sketch to final sample (some 
names even stayed the same) – others have changed completely as the collection proceded.

material sketches using various techniques made as 
part of the design process, trying to find the best 
possible way to achieve design ideas
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making the samples: selecting the right lace, dyeing grounds, printing, pinning
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I viewed this as the “roughest” chapter in the book, 
and decided the designs related to it should reflect 
this quality. There are many elements of de- and 
reconstruction within this theme which I wanted to 
explore. The earliest collection map of this chapter 
shows rough sketches of patchwork reminiscent of 
the traditional Korean art of Bojagi, basting stitch-
es, textured three-dimensional stripes, and strips of 
fabric connected by sparse threads. The sketches for 
this chapter already had materiality within them, 
and gave clear indications to me on how to approach 
making them. 

Each sample for this chapter uses stitching. Three 
of them are machine stitched (Stained silk, Recon-
structed and Net), while Placed and Traced is entire-
ly stitched by hand. I felt it was a common theme 
throughout the inspiration material, as it is about con-
necting already existing material to one another. The 
colour palette follows a rough neutral that is present 
in much of the chapter it is based on, with off-white, 
brown and black as its main colours. 

patchwork
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Stained silk

I dyed silk organza yellow and brown using woad 
and reactive dye respectively. A plan for the com-
position of the sample was made on Illustrator, after 
which pieces of the yellow, brown and non-dyed or-
ganza was cut to shape and stitched together using 
French seams. The sample is finished by steaming 
and pressing the seams flat.

Reconstructed

I dyed several different fabrics, all either cotton or 
linen, brown using reactive dyes. Due to the differ-
ence between the structure and material of the fab-
rics, the dye appears lighter or stronger on some than 
others. The dyed fabrics were stitched into pleats 
of slightly varying sizes, after which they were at-
tached together. The seams on the back were felled 
down to avoid pressing, which would have flattened 
the pleats.

Placed and Traced

I sourced a second-hand wool blazer that I “dissect-
ed” by removing its lining and interfacings. I then cut 
the wool into a rectangle of the correct dimensions, 
and laid out the interfacings and shoulder pads which 
I stitched down with exaggerated basting stitches. 
This was done to create a new topography for the 
sample, focusing on the differences in feel and drape, 
as well as on the typically invisible or temporary 
basting stitches being the most visible and deliberate 
aspect of the design. 

Net

This design was a result of exploring how to attach 
fabric by stitching and remaining a sense of transpar-
ency created by the lack of material. The design is 
made by first stitching horizontal lines using a thick 
cotton yarn on water-soluble material, then laying it 
on top of a cotton double gauze dyed to match the 
yarn and stitching vertical lines sandwiching the 
two materials together. The double gauze is then cut 
between each vertical line, and the sample is gen-
tly washed until the water-soluble material has dis-
solved, leaving only the horizontal stitching lines 
holding the gauze strips together.
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This chapter presented many opportunities for graph-
ic surface designs. I chose to focus on the representa-
tions of water within the chapter, as my interpreta-
tion of the name and pattern on the dress in question 
was that it referenced David Hockney’s pool-themed 
work, both in his paintings and in his actual deco-
ration of swimming pools. The strong stylised ver-
sion of ripples in water on the dress show a graphic 
expression that I explored by sketching using paper 
cutting. However, I also wanted to contrast this with a 
more delicate design that would represent the reflec-
tions on a pool less loudly. 

The early sketches for this chapter take heavy influ-
ence of the pages in the book, with designs direct-
ly referencing material exploration in it. Since the 
look and presentation of the dress is very summery, I 
wanted to reflect this in making designs for light- to 
medium-weight fabrics. The color palette is directly 
drawn from the most prominent colours of the chap-
ter, featuring green, blue, orange and a pale nude/
sand colour. 

the hockney 
dress by house 

of sunny
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Dunes

This design was made as an interpretation of the dif-
ferent thicknesses of the yarns used for the original 
dress, in which some parts are knitted with mohair, 
making them stand out. My design was screen print-
ed on a viscose fabric dyed with reactive dyes using 
tinted puff paste, making a fabric that is tree-dimen-
sional throughout. The pattern is a stylised take on 
sand ripples, intertwining to look like knots.

Current

I designed a pattern based on light reflections on the 
surface of water and machine embroidered the pat-
tern onto silk organza using viscose thread. The sam-
ple was then indigo dyed until it reached a hue that I 
was satisfied with. The transparency of the organza 
was important for this design as I wanted the colour 
of it to have different levels of saturation based on 
the angle or layering of the fabric.

Poolside confetti

This design was made as a direct reference to one 
of the pages in the visual research book. I used the 
same techniques to remake a continuous pattern for 
the purpose of scanning and digitising it. The pat-
tern is made by first cutting bendy shapes from a pa-
per printed with a design on it, glueing down these 
shapes on paper, cutting that into small rectangles 
and rearranging them to create a check effect. The 
finished design was digitally printed onto a cot-
ton-linen blend fabric. 

Desert rose

To further explore the technique of paper cutting and 
to reflect the large scale design on the dress, I made 
a placement design using cutouts of paper I had left 
over from the making of the book. The design was 
scanned and edited digitally to match the colours 
of the rest of the designs. This sample was digitally 
printed onto cotton jersey.
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The influences presented in the book for this chapter 
already suggested specific components and materials 
for me to use in the making of the samples. There is 
lace, ribbons, tweed, white linen and visual inspira-
tion of nature and florals. Volume is also suggested 
through billowing dresses and large, gathered and 
frilled skirts. For this chapter I had three clear direc-
tions in mind when making the collection map, us-
ing voluminous white frills and lace, a take on cheq-
uered wool, and a quite traditional floral print. The 
fourth design stayed elusive and changed direction 
many times, and was only finally decided upon after 
the first three were done and I could see what I felt 
was missing.

This trend is the most widely spread of all the ones I 
explored for the book, and felt most rooted in history 
and simultaneously visible in contemporary fashion. 
For this reason, it was initially very natural and easy 
to come up with design ideas for it. Ultimately, it re-
vealed itself to be tricky to navigate such an “over-
done” theme and to design samples that reflect both 
the theme and myself as a designer.

The colour palette for this chapter feature white, 
brown, moss green and a blush pink, and many sam-
ples include materials I also used in the making of 
the book.

cottagecore



88 89

La Flâneuse

One of the earliest design idea of the whole 16 piece 
production. I wanted to use an array of different va-
rieties of cotton and linen lace to build a voluminous 
sample. The sample also features satin ribbons that 
can be pulled to shape the sample, suggesting how it 
could be used in a garment. The sample consists of 
connecting panels supporting gathered cotton frills, 
some with lace inlay or edges. The panels are con-
nected by lace, some having a satin ribbon woven 
into them. 

Traces

This sample is created using the fabric of an unfin-
ished wool skirt I found in my late grandmother’s 
sewing cabinet. I sourced ribbons to use as appliqués 
on top of the fabric, to create a chequered fabric 
without weaving or printing the design. The ribbons 
are slightly interwoven and were machine stitched to 
the fabric.

Pastoral

This chapter seemed to me the best opportunity to 
include a traditional floral pattern. I painted the flow-
ers and made a handmade repeat of the foliage, then 
arranged the flowers onto the foliage on Photoshop. 
The final fabric is color reduced and could be printed 
on rotation printing, but in this case the final sample 
is digitally printed onto cotton batiste. 

In plain sight

As mentioned earlier, I had to wait until the three 
previous designs were made before I could see what 
I thought was still missing from this chapter of de-
signs. I found that all three previous samples were 
very busy in their expression, and wanted to create a 
sample that would use similar techniques in a more 
subdued manner. I made white cotton tassels and 
attached them to a sheer white cotton-linen blend 
fabric in a grid pattern, and hand stitched a dark red 
thread vertically to create a fine pinstripe for a touch 
of contrast and rigidity.
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This chapter felt “glossy” to me, more aligned for 
surface pattern design than other chapters that felt 
more tactile. There are elements of a retro look, to-
gether with very iconic typical graphic elements in 
pattern design, such as diagonal stripes and different 
iterations of checks and polka dots. The colours are 
bright and sweet, with lots of pinks, oranges and light 
blues. However, I included a page for this chapter in 
the book that shows a more conservative, black and 
grey take on the style. Since the trend itself is a mix of 
cute and quirky with quite traditional and conserva-
tive, I wanted to explore these elements in the designs 
for this chapter.

The designs of these chapters all contain a print, one 
of them screen printed and the rest digitally (with 
one combining the two methods). There is variation 
in scale and style between each design, all represent-
ing something distinct from the chapter in the book. I 
came to see this as a reflection of how the trend was 
represented on Tiktok, with it raising lots of confu-
sion as to what “twee” meant and being interpreted in 
different ways by different people.

twee
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On my way

This design contains a screen print that is based on a 
sketch of a vertical stripe included in the book, though 
in the sample the stripe is slanted to be diagonal. It is 
printed with melting base coloured pink on a cotton 
batiste ground dyed orange with reactive dye. White 
flock was heat pressed to the sample, attaching to the 
screen printed stripes. The pink melting base and the 
white flock give the appearance of shifting colours in 
the stripes, depending on the angle they are viewed.

Meander

This hazy serpentining print is based on a design in-
cluded in the book, made with paper cutouts glued 
onto translucent paper. The translucent paper acts as 
a blurring filter for the page beneath it, and gave me 
the idea of recreating the effect digitally. Another in-
fluence for the pattern was the soft, pastel-coloured 
background images used in the chapter. The pattern 
was printed digitally onto cotton batiste.

Full blossom

I wanted to include one very figurative print for this 
collection, as it was a common element in many 
prints of the twee style, shown in the 2010 Miu Miu 
collection referenced in the book, among others. I 
decided to make a big scale flower print, for which 
I could use the main colours of the chapter, and stay 
playful with the composition. The print was made 
digitally on Photoshop and digitally printed onto cot-
ton jersey. This design could be adapted for rotation 
printing as well.

Mix and Match

My take on the check for this chapter is a diamond 
pattern arranged into vertical stripes. The pattern 
is drawn with markers and digitally arranged into 
a repeating pattern. It was digitally printed onto a 
cotton-linen blend. Pearlescent pink polka dots were 
then screen printed onto the design, superimposing 
two separate patterns in reference to the frequent 
pattern-mixing present in many instances of the 
Twee trend.
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findings and 
reflection

3.7
The creative production of this thesis raised as many 
questions as it answered for me. I tasked myself with 
answering how I use references as inspiration, and 
to address this question I have an amusingly vague 
answer: it depends. As is visible from the description 
of each design, they all draw from different influ-
ences pictured in the visual research book, whether 
it is a small detail in the corner of a page or a more 
common theme shown over several spreads. I could 
take this to mean that the design process is a tacit, 
mysterious business, or maybe instead that using the 
method of tracing back the chain of references pro-
vides a vast pool of inspiration, ready to be reshaped 
into new designs. 

The extent to which I thought of the trends specifi-
cally as they were represented on Tiktok fluctuated 
between the chapters, probably as a result of them all 
having various degrees of specificity. A trend based 
on a method of creation, like the Patchwork trend, 
was fairly easy to comprehend and build on, using 
concrete techniques shown in the material present-
ed in the book. The Twee trend, on the other hand, 
seemed more difficult to grasp during the design pro-
cess, as it was based on a collective online memory 
of both nostalgia and contempt. For this chapter, I 
found myself getting inspired by visual elements in 
the book rather than techniques. I saw this as a rep-
resentation of how much I cared or related to each 
trend, something that inevitably happens with any-
thing you experience in your free time.

On the process of collecting and compiling the ma-
terial for the visual research book, as mentioned ear-
lier, I often doubted the authority I had in claiming 
reference chains made from the designs of numerous 
designers and artists. I also questioned my own con-
tribution in this, both with the progressions I chose 
to show in the book and in the textile collection I 
designed. I found myself wondering whether I had 
made any significant contributions with pointing out 
that essentially, design often references design. On 
the other hand, it felt like a personally very important 
finding to realise that the references I present in the 
book are all there because I think they belong there 
— ultimately, this is what I was after when chasing 

inspiration. All the trends have some presence in the 
past, but it is not my job to uncover an absolute truth, 
which could not exist in such a matter. Instead, I have 
created a system in which being informed about the 
concept of fashion trend cycles and trend movements 
inspires myself to be creative and to add a new spin 
on something that already exists in many shapes. 

Unraveling the trends I selected to work on was very 
informative and gratifying, and was a process that 
lasted throughout the making of the book. For the 
trends I had less of a personal preconception about, 
I found it easier to view them objectively and more 
methodically wind back the influences behind them. 
The ones I knew better had more moments of stand-
still that usually happened after gathering specific 
imagery I already knew of instead of organically fol-
lowing rabbit holes of articles, fashion books, Pinter-
est boards and online fashion shops. This showed me 
that there might be equal weight in creativity, intui-
tion and research when building inspirational mate-
rial from which to design. 
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I set out with a goal of exploring Tiktok and its trends 
and fads as a source of inspiration for textile design. 
I wanted to investigate the reference chains that have 
led up to the current styles being popular, as a way 
to illustrate that even the briefest of fads are root-
ed in a long line of design evolution. This was done 
with the intention of grounding and giving context to 
these fads — with an optimistic aspiration that see-
ing the bigger picture behind a style could increase 
the length of time people would be interested in it. 

The literature review and interview with Tiffany Fer-
guson provided me with information that grounded 
the idea for the production. I wanted to combine 
trend cycle analysis with literature on social media 
behaviour to reach an understanding of how trends 
move online. Through this, I was able to outline 
some similarities between the two topics, such as 
emotional reactions to recently passed phenomena 
and simultaneous long- and short run cycles of styles 
(or content). Tiktok as a platform is relatively new 
(at least compared to trend research), and there is a 
lot left to understand about how it works, taking into 
account its viewers, creators, algorithms, company 
sponsorships, political and economic movements, 
media literacy, amongst other factors.

As the production advanced, I gained knowledge 
about ways of creating or tracing reference chains, 
as well as using them as a basis for my own designs. 
I was worried about the credibility of using Tiktok as 
a starting point for the thesis, but it turned out to be 
a legitimate source of knowledge not only for what 
might be popular, but also for how people react to 
specific fads and to Tiktok as a media. There is no 
denying that the app is a giant at this moment in time, 
and acknowledging the influences and trends that are 
specific to Tiktok can be very fruitful for a designer 
to explore in order to understand the preferences of 
its demographics. 

The visual research book synthesised my observa-
tions of Tiktok, contemporary design and historical 
references, and showed my own design ideas and 
sketches. The book could be used to make much 
larger collections than the ones I made for this the-

sis, as it has 68 pages of visual information to draw 
from. The aim of the book, beyond showing inspi-
ration sources for the textile designs, was to address 
the research question of how a designer can repre-
sent an inspiration reference chain. The choice to 
explore four different themes was an exercise both 
in identifying different ways in which the references 
can be found, as well as in methods of presenting 
these findings. In my own case, I think I was able 
to answer this research question visually through the 
book, as well as through the text detailing the pro-
cess of making it.

The four mini collections of textile design ideas an-
swered the other two research questions of how past 
trends can be used as inspiration in textile design, 
and what references mean for the collection. The for-
mer question is explored through specific design el-
ements and choices, the latter by designing an entity 
of four designs that is supposed to reflect different 
references on the same chain, while hopefully stay-
ing cohesive. I feel like I achieved cohesion better 
in some of the collections than others, while the in-
dividual designs were more consistently straightfor-
ward to create. 

I feel like my own style as a designer is visible 
through the collections, even though they have 
vastly different inspiration sources. At the very be-
ginning of the project, I considered making a cohe-
sive 16-piece collection that would combine all the 
trends I explored, which evidently did not happen in 
the production in the end. This could have been a 
different challenge that would be interesting to in-
vestigate (like a “gradient” of trends within a collec-
tion). However, I think my approach throughout this 
project has given me valuable insight as a designer, 
and I hope it also shines a light on referencing and 
finding inspiration for other people.

conclusions4.
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tops / Asai,  2018
quilted jacket / BODE, 2018
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top left / Yuhan Wang, aw 2019
other photos / Victor & Rolf, ss 2020
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right / BODE, 2018
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top row / Margiela, ss 1999 / unknown / Margiela, ss 1993 / Yohji Yamamoto, 2012
bottom / Margiela, ss 2001 / Margiela, ss 1990
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left / Vionnet S.p.A, ss 2014 
right / Comme Des Garçons, ss 2013
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left / Paul Simonon in 1978
right / Vivienne Westwood, 1977
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The Hockney Dress by House of Sunny, 2020
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left / capri ensemble, designer unknown, from L’officiel magazine, 1971 
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David Hockney painting swimming pool, photo by Jim McHugh
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left / Abstract Summer Pool (paint by numbers kit) by The Modern Paint Co
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left / The Maelstrom by David Hockney, 2002

xxx

left / Mary Quant, 1960’s
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David Hockney painting the pool at the Hollywood Roosevelt, photographer unknown, 1988



xxxiii xxxiv



xxxv

right / photo by @everlinet on Instagram, 2020
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left / Rodarte ss 2021
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left / Lack of Color, 2021
right / photo by @styleidealist on Instagram, 2020
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Agua by Agua Bendita, 2018
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left / Simone Rocha, ss 2018
right / Simone Rocha, aw 2021
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left / Simone Rocha, ss 2022
right / Cecilie Bahnsen, aw 2019/2020
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left / Laura Ashley, aw 1983
right / Laura Ashley, 1970’s
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Jerry Hall by David Hamilton, 1970’s
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Gunne Sax, 1980’s
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top left and bottom right / Little House on the Prairie, 1970’s
top right and bottom left / Gunne Sax, 1980’s



xlvii

left / still from Bram Stoker’s Dracula (dir. Francis Ford Coppola), 1992
right / Lady Lemon by George Romney, 1780’s

xlviii

Marie Antoinette in a Muslin dress by Élisabeth Vigée Le Brun, 1783 
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center / still from Moonrise Kingdom (dir. Wes Anderson), 2012

liv

bottom right / Orla Kiely, 2013
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“how to create your own accidentally Wes Anserson style”, photo from hellomissjordan.com, 2019
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lvii lviii

left / Zooey Deschanel wearing Oscar de la Renta, 2013
right / Alexa Chung in 2014



lix

left / Miu Miu, ss 2010
right / Miu Miu, aw 2014
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top / Moschino, ss 2022 
bottom / Shu Shu Tong, ss 2022
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all pictures featuring clothes from various 1980’s clothing catalogues
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1960’s fashion, designer info unknown
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1960’s fashion catalogue pages, designer info unknown
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