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      Abstract
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This Master’s thesis is an artistic process of a womenswear collection with six outfits, 
endorsed by a visual and written research. The objective of the thesis is to explore my 
personal nostalgic memories and apply them practically as a design strategy. To me 
nostalgia is a form of a positive escapism, and something we need time to time for a 
sake of wellbeing and comfort. In the collection, I tried to trigger these emotions both 
in myself and in a user, by the means of clothing and textiles. Since nostalgia can be 
seen as a cultural phenomenon, emotion and an active doing, the literature and referen-
ces used are taken from many fields. However, the focus is in fashion and studies about 
nostalgia.
I examined the different meanings of nostalgia through personal autobiography, me-
taphors of home and mediums of nostalgia, such as photographs, clothing, textiles and 
mementoes. The idea, that memories are a combination of imagination and reality, is 
pivotal for the narrative of my collection. Because of the artistic objectives, I have col-
lected relevant images to define the concept and visuality of the collection. During the 
visual exploration, I adopted Finnish artist Karoliina Hellberg`s idea of aesthetic ghosts 
as a research method, to find images that intuitively triggered nostalgic experience in 
me.
I found out, that to me romance and nostalgia are interconnected aesthetically as well as 
emotionally, hence the collection will express my personal views of romance as a visual 
entity.
As the perspective of this thesis is personal, my main goal was to endorse my skills as 
an artist and professional inside the fashion industry. However, I think the work pre-
sents new ideas of using emotionality as design research method, which can contribute 
more knowledge of artistic practises. I hope that my thesis inspires other designers to 
make emotional impacts by the means of clothing, because I think it can bring more 
wellbeing and value to the designer’s work. Thesis also provides a fashion designers 
point of view to the discussion considering nostalgia as phenomena, which I thought 
was lacking based on the framework around the topic.
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       Tiivistelmä

Tekijä: Laura Väisänen  
Työn nimi: Muisto, jota ei koskaan ollutkaan
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Tämä maisteri työ kuvaa kuuden asukokonaisuuden vaatemalliston taiteellista proses-
sia, jonka tukena ovat myös visuaalinen ja kirjallinen tutkimus. Opinnäyteyön tavoite 
on tutkia henkilökohtaisia nostalgisia muistojani ja käyttää niitä käytännöllisesti suun-
nittelu strategiana. Minulle nostalgia on yksi positiivisen eskapismin tavoista, ja jotain 
me tarvitsemme aika ajoin hyvinvoinnin ja mukavuuden kannalta. Mallistossa pyrin 
tuottamaan näitä tunteita sekä itsessäni että käyttäjässä vaatteiden ja tekstiilien avulla.
 Koska nostalgiaa voi pitää kulttuurisena ilmiönä, tunteena ja aktiivisena tekemi-
senä, olen käyttänyt lähteitä monilta aihealueilta. Silti pääpaino on muodissa ja aikai-
semmissa tutkimuksissa koskien nostalgiaa. Tarkastelin erilaisia nostalgian merkityksiä 
henkilökohtaisen historian, kodin metaphorien ja nostalgian välineiden kautta, joita 
ovat esimerkiksi valokuvat, vaatteet, tekstiilit ja muistoesineet. Ajatus siitä, että muistot 
ovat yhdistelmä mielikuvitusta ja todellisuutta on keskeinen malliston taustatarinalle.
 Taiteellisten tavoitteiden takia, olen kerännyt aiheelle relevantteja kuvia, määrit-
telläkseni malliston konseptin visuaalisesti. Tutkimuksen aikana, olen käyttänyt apunani 
suomalaisen taitelijan Karoliina Hellbergin ajatuksia esteettisistä haamuista, löytääkseni 
intuitiivisesti kuvia jotka vaikuttavat minuun nostalgisesti.
 Tajusin, että minulle nostalgia ja romantiikka ovat esteettisesti ja tunteellisesti 
yhteneväisiä, tästä syystä mallisto ilmaisee henkilökohtaisia näkemyksiä romantiikasta 
visuaalisena kokonaisuutena.
 Koska työn perspektiivi on henkilökohtainen, pääasiallinen tavoitteeni oli vah-
vistaa taiteellista näkemystäni sekä ammatillista osaamistani muodin alalla. Kuitenkin, 
työni tuo myös esille uusia ideoita tunteiden käytöstä suunnittelun metodina, mikä voi 
lisätä tietoa taiteellisista työtavoista. Toivonkin että opinnäyte inspiroi muita suunnitte-
lijoita luomaan tunne-elämyksiä vaatteiden avulla, sillä koen sen lisäävän suunnittelijan 
työhön lisäarvoa ja hyvinvointia. Tutkimukseni antaa myös vaatesuunnittelijan pers-
pektiivin nostalgian ympärillä käytyyn keskusteluun, joka mielestäni oli puutteellista 
aiheelle tekemäni taustatyön perusteella.

Avainsanat: muoti, nostalgia, muisto
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” the memory that never existed”



The Summer house, Clear  Lake, Iowa

Memories are so gentle

The house that always stays with you

Preserves it form in photos

and you were the content

The water that sloshes below the landing stage

Tall trees never felled

Smell of summer and suntan lotion

And corn on the cob

Wicker chairs on the veranda

Mother and father close at hand

and the your first sweetheart in an open Cadillac

Your first real dress

you wore it at the dance

in trembling expectation

Happiness that gives your repose

in time that never past

-Remco Cambert Clear Lake, Iowa, 
From  a film The Summer`s End by Eric Madigan Heck
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1/ Preface

My MA thesis consists of an extensive practice led project and a written study. The aim 
of this thesis is to create a women’s fashion collection with six outfits, that expresses 
my personal values and aesthetics in the field of fashion. The theoretical research exp-
lores my own personal nostalgic memories and how I have applied them practically as 
a design strategy. To me nostalgia is a form of a positive escapism, and something we 
need time to time for a sake of wellbeing and comfort. In the collection, I will pursue to 
trigger these emotions by the means of clothing and textiles. I think romance and nos-
talgia are interconnected aesthetically as well as emotionally, hence the collection will 
express my personal views of romance as a visual entity. 

The main objective for the theoretical research, is to examine the different meanings of 
nostalgia through personal autobiography, metaphors of home and materiality. Since 
nostalgia can be seen as a cultural phenomenon, emotion and an active doing, the litera-
ture and references used are taken from many fields. However, the main focus is in per-
sonal experience and fashion context. Because of the artistic objectives, I have collected 
relevant images to define the concept and visuality of the collection. During the visual 
exploration, I embraced Finnish artist Karoliina Hellberg`s fascinating ideas of aesthetic 
memories, in order to find images that intuitively triggered nostalgic experience in me. 

I will also explore the different mediums of nostalgia, such as photographs, nostalgic 
clothing and textiles. During the research, especially some garments emerged as an 
important trigger of nostalgia to myself.  These included my grandmother’s “kitchen 
dress”, a mother`s nightgown and a gable knit jumper, which I think can be considered 
a generally nostalgic garment. The aforesaid clothing, works as an inspiration to the 
design development process of my collection, as well as to the textile directions and 
print designs. 

As the perspective of this thesis is personal, my main goal was to endorse my skills 
as an artist and professional inside the fashion industry. However, I think my work 
presents helpful data of using emotionality as design research method. The Idea, that 
objects are not just consumed but experienced is already a part of contemporary design 
thinking, hence I think my work can contribute more knowledge of these type of artistic 
practices. I also think, emotionality adds wellbeing and value to the designer’s work, 
which is important to me personally. Thesis also provides a fashion designers point 
of view to the discussion about nostalgia as phenomena, which I thought was lacking 
based on the framework around the topic.
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2/ Methodology
 2/1 Grounds of Nostalgia

In my first year of Master studies, I was browsing through art websites in an effort to 
find inspiration for an ongoing course project. I found a short film shot on a Super 8 
camera by photographer/director Erik Madigan Heck titled “The Summer’s End” (Ma-
digan H. in Nowness, 26.10.2014). The film features a young woman dressed in a white 
lace dress passively posing in a barn-like setting. Grainy pictures of meadows change 
rapidly into vintage-looking home videos, while a soft-spoken voice recites a poem. 
The poem, written by the Dutch poet Remco Campert, is based on his wife’s childhood 
memories in Lake Io-wa, in the United States’ Midwest region (Nowness, 26.10.2014). 
The combination of sound and moving image, creates a dreamy atmosphere around the 
film. I have always loved poetic expressions and romanti-cism, perhaps this is why I 
felt so drawn towards this Madigan Heck`s visually appealing take on nostal-gia. In the 
end, it is peculiar how a story from another time and place felt so familiar to me. I could 
almost smell the sunburnt hay swaying in the soft summer breeze, and the feeling of 
grass against my back as I watched the blue sky through the top of the trees. I think, this 
indicated that there could be collective trig-gers of nostalgia, such as childhood memo-
ries and youth. Madigan Heck’s The Summer’s End (Madigan in Nowness, 26.10.2014) 
was the starting spark of the thesis, evoking some of the most central topics of the 
research, such as concept of fantasy and romance, mediums that trigger nostalgia and 
different mean-ings of nostalgia.

In addition to my personal interest in poetic expressions, I came across several articles 
that discussed the “nostalgia hype” from a fashionpoint of view. I think, that the exis-
ting discussion already happening aorund the topic, pointed out the relevance of nos-
talgia in contemporary context. Yet, I think the existing discussion didn`t provide as 
much designers perspective to the topic that I thought. Most of the articles were from a 
marketing and consumer point of view. Because of this, I felt I could provide some new 
knowledge to my field by using nostalgia as a design strategy and as a tool of creative 
process. 

In this chapter I will benchmark some of the essential topics that explore the concept of 
nostalgia, as well as lay out more reasons why nostalgia is a relevant topic for discus-
sion today. 

The etymology of the word nostalgia comes from the Greek nostos, “yearning for 
home”, and algos, “pain”. The term was coined by Swiss physician Johannes Hofer 
in 1688, and was used to describe the homesickness suffered by Swiss mercenaries 
fighting wars far aways from their home country (Davis, 1979, p.2) Nostalgia was not 
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Moments from Eric Madigan Heck`s film The Summer`s End  2014, which 
worked as a starting spark for the thesis process. 
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considered to be a positive feeling, but rather a symptom of mental illness. The cure 
for the disease of homesickness, or “heimweh” (Davis, 1979, p.2) was simply to return 
home. Today, nostalgia can be considered a cultural phenomenon that affects art, litera-
ture, music and design, to name a few. I would argue that nostalgia has developed into 
a wider emotional meaning than homesickness, and is an “emotion, experience, feeling, 
mood and active doing” (Xue, 2017, p.36). Symbol of home has also changed from 
being an actual place, to a need to feel home or to find comfort in things surrounding 
us. This idea of symbolic home and safety will be further discussed in the chapter three 
“ The Search for Home”. I will explore the possible new meanings of home and the 
metaphorical placement of my childhood. 

In the modern age this “hypochondria of the heart”, can be defined as the human capa-
city to grieve overtimes passed, in a manner much less concrete than the longing for an 
actual time or place that has ceased to be. Nostalgia, that ravages of longing for some-

thing beyond one’s reach’, has become an epidemic of the modern age.
(Aronowsky. C, 29.08.2014)

For me, nostalgia provides an escape from the present moment and everyday life. This 
indescribable feeling of longing somewhere else can be melancholic and comforting at 
the same time. Sociologist Fred Davis states that nostalgia is mostly a positive feeling, 
since it takes us back to the happy places in our lives, and not the traumatic ones (Da-
vis, 1979, p.18). Counter arguments were made by the cognitive psychologists Andrew 
Ortony, Gerald L. Clore and Allan Collins. They believed nostalgia to be about mour-
ning over a lost past and filled with sadness (as cited in Xue, 2017, p.34). I agree that 
nostalgia can have a darker side, or at least one that is bittersweet. Sometimes melan-
choly can take over the feeling of joy that accompanies nostalgia, especially when dea-
ling with issues concerning the present social environment. The feeling that everything 
must have been better in the past can be frustrating and depressing, as we realise that 
turning back is simply not possible. 

After pointing out the healing and comforting aspect of nostalgia, it is also important to 
analyse the possible problems of the “nostalgia hype”. Haian Xue presented different 
psychology and sociology studies in order to find the definition for nostalgic experien-
ce. She references Stern, who characterises nostalgia as “idealised” memories (as cited 
in Xue, 2017, p.38) or with so called “rosy retrospection” (Aronowsky. C,29.08.2014). 
Boym mentions a danger of nostalgia in its tendency to confuse the actual home with 
an imaginary one (Boym, 2001, p. Introduction). When designers work with brand 
archives and remakes of vintage clothing, the outcome is obviously one that has been 
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seen before. Sadie Stein comments on this phenomenon in her article “We’re Living in 
a Copycat Culture”, “recollection is so unapologetically affectionate that it borders on 
replication” (Stein, 31.01.2017). For fashion, nostalgia is more like a constant state of 
mind than a fleeting emotion. The past carries a lot of symbolism and egomania, which 
fuels creativity from things becoming distant enough to copy and not from true inno-
vation (Fury, 13.03. 2017). But as fashion designers, we still tend to lean on past. After 
all, my own collection is also based on the idea of recreation.

The idea of actual memories blending with reality and the subconscious creates an 
almost dream-like aura around nostalgia, which is central in the creative process of my 
womenswear ccollection. In fact, the whole collection narrative can be described as 
a combination of reality and false memories. By narrative I mean a story that comes 
across through mediums of images, textiles and other relevant visual material collected 
for the research. I will discuss the way in which memory can create believable fantasy 
or false memories further in chapter four, “Imagined Home”. 

Coming back to my personal need of escaping the present moment, I find myself in a 
favourable moment to feel nostalgic, considering the natural life cycle of a Western 
European person. I’m approaching the end of my academic studies, moving towards a 
professional career that seems to exist far in the future. The post-graduation pressures 
of finding a suitable job, possibly relocating in a different country, and dealing with 
student loans as well as other hardships that come with adulthood are making me yearn 
for an escape to the simpler times. Svetlana Boym, a professor of Slavic languages and 
literature, and writer of the book Future of Nostalgia, argues nostalgia is actually year-
ning for a different time, not an actual place, which seems appropriate when analysing 
the reasons behind my own escapism. Change feeds the feeling of nostalgia and makes 
us long for continuity (Boym, 2001, p. Introduction). I think as humans we are bad at 
dealing with change, as it can be a source of stress. My own reactions to change of any 
kind, from a simple change in public transport routes or a new interior plan in my local 
food store, can be a telling sign of this issue. 

Sometimes we like to think that “everything was better in the past”, as I think is the 
case in the contemporary political environment in Finland and other parts of the world. 
Many countries are leaning towards far right policies and totalitarian regimes, which 
can be harmful and stand in the way of progress. Svetlana Boyd says that the feeling of 
nostalgia can also be prospective, a “romance with one’s own fantasy” (Boym, 2001, p. 
Introduction). My collection will show a romantic approach to the concept of nostalgia, 
and it is important to define what that means to me visually. I see romance as some-
thing sentimental, almost naïve, because of its idealistic nature. A romantic garment can 
be sensual and intimate, with stereotypical feminine details such as ruffles and flower 
prints. 
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Fantasies of the past, created by the needs of the present, can say a lot about our pos-
sible future (Boym, 2001, p. Introduction), because nostalgia is about the connection 
between personal history and collective memory. Davis also acknowledged the conne-
ction between nostalgia and social mood as a reaction towards anxiety and fear in the 
present. He says that actually, nostalgia tells us more about the present moment than 
past, because we understand that something has moved into our past at this moment 
(Davis, 1979, p.7).

 2/2 Nostalgia in Fashion Context

Natalie Borecka states that “the temporal focus of fashion has changed” (Borecka, 
31.01.2017) because of the high demand of nostalgic fashion. Over the recent years, 
remakes of past fashion has been done so many times that everything vintage looking is 
pretty much “in vogue”.  I have to agree with Borecka that nostalgia is, and will con-
tinue to be, fashionable when it comes to clothes as well as in popular culture at large. 
Obviously recycling ideas has always been a creative method, specially in fashion, but 
it seems like now its trendier than ever. I would still argue that nostalgia is not only a 
trend, but it tells us something more complex about the social mood and the human 
relationship towards time and the world (Boym, 2001, p. Introduction).

“Contemporary fashion tempts customers with new identities in every changing sea-
son expressing the fragmented moralities of cultural diversity and social uncertainty”, 
described Rebecca Arnold in  Fashion, Desire and Anxiety: Image and Morality in 
the 20th century (Arnold, 2001, p.6). Demna Gvasalia has built a continuous design 
strategy around nostalgia, with his own brand Vetements, as well as during his time as 
creative director of the fashion house Balenciaga. Just recently, he literally copied the 
favourite t-shirt prints of his youth by scanning them and dropped them to customers 
with a luxurious price tag. I decided to use Vetements as an example because, based 
on my observation, Gvasalia has a particular ability to reflect the global social mood 
and political climate in his collections. He is also very transparent with the use of past 
fashion references and his personal nostalgia as a young refugee from the Soviet Union. 
Gvasalia founded Vetements in 2014, the brand currently has seven international de-
signers working alongside Gvasalia, bringing a blend of nostalgic memories into the 
collections. 

In i-D magazine’s article by Anders Christian Madsen (Madsen, 07.07.2016), Gvasa-
lia discusses the sentiment of his past as a refugee in Ukraine, after the ethnic cleanse 
in the Abkhazia region of Soviet Georgia; as well as being a young man in Germany 
experiencing an overload of Western European culture: there were so many subcultu-
res and movements to choose from, that his style changed constantly. This experience 
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a specific background (Madsen, 07.07.2016). This idea of moving from a place to anot-
her resonates with the core idea of nostalgia and with the generalised social mood of the 
Western world.

Fashion is a great signal of past times and change (Jensen, 2015, p. Fashion and Cul-
tural Memory 1-14). Experiencing nostalgia through the use of old clothes or vinta-
ge-looking new clothes can create a “fashion memory”. This memory becomes part 
of a personal sartorial biography, as well as social and cultural context. (Jensen, 2015, 
p.Fashion and Cultural Memory 1-14). Media as well as fashion tends to be nostalgic 
about its own history, hence fashion triggers its own nostalgia by “remembering the 
good old times”. This particular golden era often has a connection to the period a de-
signer feels the most connected with. For example, designer Hedi Slimane was creative 
director of Saint Laurent from 2012 to 2016, and has headed Celine since 2018. His 
collections for both of these fashion houses were heavily inspired by Slimane’s interest 
in youth culture and music, specifically the 80s rock scene. 

Also designer Raf Simons, latest creative director of Calvin Klein from 2016 to 2018 
and founder of his own homonymous brand, thrives from his stated classic references, 
“the movie Blade Runner and the band New Order” (Mower, 20.06.2018), which are 
most likely something he carries with him as an “aesthetic memory” ( Hellberg. 2015). 
I chose these three designers as examples because they have successfully increased the 
commercial value of the brands they have worked in, in the past few years. This means 
that, by referencing past youth cultures and other cultural phenomena, designers have 
hit the gold mine of desirable “style tribes” asked for by a new type of young custo-
mers. For millennials, nostalgia is not about homesickness but about discovery. Ales-
sandro Michele, creative director of Gucci (a brand surpassed the commercial success 
of Vetements, Balenciaga, etc. in 2018) said in an interview for Highsnobiety Magazine 
that he is not “interested about future - it doesn’t exist yet” (Grobe, 12.09.2018). Still 
,utopias of the past are driven by the needs of the present which ultimately influences 
the future (Boym. S, 2001, p. Introduction). Maybe the love towards these “past-ironic” 
(Grobe. M,12.09.2018) statements has a link with the need of avoiding thinking about 
the future, like Michele stated, which brings us back to the social triggers of nostalgia. 

 Retro invokes what has yet to come as well as what has passed 
 (Guffey, 2006, p.23) 

“Nostalgia is not an opposite to modern” states Svetlana Boym, but rather shows both 
“progress as well as crises” (Boym. S, 2001, Introduction). For example, we have al-
most completely abandoned pocket-sized cameras to use smartphones instead, and still 
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Designers Demna Gvasalia ( Founder of Vetements), Raf Simons and 
Allesandro Michelle ( art director in Gucci) have created succesfull 
fashion concepts around nostalgia. 
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3/Gucci A/W 2018
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we love to have the sepia-coloured filters in our photos that make them look more like 
vintage film camera images. Today’s futurism is more about imagining how the past 
could be, and maybe the new “modern” is a balance between past references and con-
temporary influences (Boym. S, 2001, p. Introduction). As mentioned before, designer 
Alessandro Michele is a virtuoso of mixing historical references with the present zeit-
geist to make a concept so desirable, that current fashion influencers went and bought 
the story like no other. This is because he was smart enough to showcase gender flui-
dity, references to the hit TV-show Game of Thrones and stopped using fur at the right 
time. This type of reflective nostalgia doesn’t exclude critical thinking and allows itself 
to search for unrealised possibilities along the comfortable past (Boym. S,2001. p. Int-
roduction). Looking back at my own creative process, the idea of balance between the 
old and new is present through the colour palette and silhouette of the collection. Even 
though clear references to 90s and early 2000s can be found, I have blended it with the 
nostalgic romantic influences.

When I started this research, I quickly realised there hasn’t been a lot of discussion 
about nostalgia from a fashion designer’s point of view. Maybe this is because nostal-
gia can be seen as a negative appropriation when it comes to the work of a designer, 
since we are always trying to create something novel and unique. The word retro often 
evokes defensive explanations and comments when it’s used to describe artefacts made 
by students and designers around me. I can still remember how amazed I was when the 
owner of the Finnish bike company Pelago claimed that their brand is not retro at all, or 
at least the association is not pursued in their design strategy. This seems odd because 
everything in that brand screams vintage aesthetic and nostalgia. The reaction says a lot 
about how, as designers, we tend to feel uneasy when someone says “that reminds me 
of….” Haian Xue discussed the same problem in the preface of his doctoral thesis “On 
Design and Nostalgia”. People working in the creative field don’t want to seem “incom-
patible with the modernist ethos” (Xue, 2017, p.17). This idea appears to be in huge 
contradiction with the general desirability of nostalgic experience (Xue, 2017, p.17).

 2/3 Methods

This thesis is first and foremost a creative process of a womenswear collection of six 
outfits, with a literature and autobiography-based analysis. It consists of a written study 
and clothing collection titled Imagined memory. I am working with the theory alongside 
the productive part, as I found this to be the most natural way of allowing both to grow 
organically, adding new dimensions to each other. 

The objective of the thesis is to explore my own personal nostalgic memories and how 
those could be applied practically as a design strategy. I will examine the different mea-
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nings of nostalgia through personal autobiog-raphy, metaphors of home and materiality. 
Since nostalgia can be seen as a cultural phenomenon, emotion and an active doing, the 
literature and references used are taken from many fields. However, the main focus is in 
personal experience and fashion context. 

The design process is the most important part of the thesis. It includes a design develop-
ment process, visual research and coordination of the collection, as well as manufactu-
ring process of actual garments. The design work started in the spring 2018, and conti-
nued until the end of spring 2019. The editorial collection of photo-graphs was taken by 
Sofia Okkonen. The photoshoot was made in co-operation with a makeup artist Saara 
Huuhtanen and Paparazzi model agency. 

Because of the artistic objectives, I have collected relevant images to define the concept 
and visuality of the col-lection. During the visual exploration, I embraced Finnish artist 
Karoliina Hellberg`s fascinating ideas of aes-thetic memories, in order to find images 
that intuitively triggered nostalgic experience in me. I will elaborate the decisions and 
methods of my visual research more in the next chapter. 

I will also explore the different mediums of nostalgia, such as photographs, nostalgic 
clothing and textiles. During the research, especially some garments emerged as an 
important trigger of nostalgia to myself.  These included my grandmother’s “kitchen 
dress”, a mother`s nightgown and a gable knit jumper, which I think can be considered 
a generally nostalgic garment. The aforesaid clothing, works as an inspiration to the 
design de-velopment process of my collection, as well as to the textile directions and 
print designs. 

As the perspective of this thesis is personal, my main goal was to endorse my skills 
as an artist and profes-sional inside the fashion industry. However, I think my work 
presents helpful data of using emotionality as design research method. The Idea, that 
objects are not just consumed but experienced is already a part of con-temporary design 
thinking, hence I think my work can contribute more knowledge of these type of artistic 
practices. I also think, emotionality adds wellbeing and value to the designer’s work, 
which is important to me personally. Thesis also provides a fashion designers point of 
view to the discussion about nostalgia as phe-nomena, which I thought was lacking 
based on the framework around the topic.

 2/4 Visual research

Photographs can be important data for a designer, and a great source of nostalgic me-
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mories. A photograph stores visual information, in order to recapture events and to feel 
nostalgic about them. It is tangible proof of the past, and a possibility to preserve and 
recapture memories when needed (Kukkonen, 2007, p. 26). A photograph is a part of 
collective memory and history, because it has the ability of crossing dimensions of time 
and place, which makes it serve as proof of events we haven’t personally witnessed 
(Koskinen, 2014, p.151). A photo expresses a desire to remember, and the act of kee-
ping one is an act of faith in the future. The cultural expectations of photography are to 
capture fleeting time and create a memory. (Edwards, 1999, p.222). 

Nostalgia has a similar way of being in the past and future simultaneously, revolting 
against the conventional idea of history and progress (Boym, 2001, p.13). But a photo-
graph doesn’t show the absolute truth of our world, and nostalgic memory is often also 
a creation of our own idealism.  There is always a person behind the camera, choosing 
where to look and what to crop off (Koskinen, 2014, p.153). I think this idea resonates 
well when discussing my own childhood metaphors and how our memory actually fun-
ctions. These topics will be further explored later on in the research, now I will explain 
some of the decisions made in the visual research part of my thesis, and what mediums 
were used to collect the data. 

 I started to go through some family photographs with an intuitive touch, not looking 
for anything specific. Of course the thought of finding pictures of clothing was on my 
mind, but somehow I was mostly drawn to pictures of flowers and places (Image  4, 
p.14 & Image 9, p.19). I have carried flowers as an aesthetic preference throughout my 
life. Perhaps this is a learned behaviour from my parents, who would bring fresh flo-
wers home every weekend and photographed every single Bougainville plant on their 
holidays to the Canary Islands. Now, I find myself drawn to flowers everywhere I go. 
As mentioned before, I used Karoliina Hellberg’s inspirational ideas of aesthetic ghosts, 
as an inspiration for the creation of a nostalgic design strategy as well as to the process 
of collecting inspirational material for my collection. Her master thesis “Haamut”, or 
“Ghosts” in English ( Hellberg, 2015, p.2), was based on Yves Saint Laurent’s farewell 
speech, in which the designer mentioned having carried aesthetic ghosts with him his 
whole career. These ghosts were adopted ideas of beauty and style that he pursued to 
enhance and understand. They are a way to observe the visual world around us and a 
trigger for aesthetic pleasure. Hellberg approached this idea in her artistic work ( Image 
5, p.15)by following emotional triggers that ultimately led to an impression of a parti-
cular emotion (Hellberg, 2015, p.8 ). Just like aesthetic ghosts, nostalgia is triggered by 
memories becoming meaningful. I can also see a connection between Hellberg’s way of 
making emotions become impressions and my own artistic interests of making gar-
ments with emotional impact. There is the same desire to visualise things in order not to 
forget them.
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I expanded the visual research from my personal photographic archives to include 
images of relevant artists, textiles and clothing. One of them is artist Milt Kobayashi 
(Image 6, p.16)., whose paintings introduce “subjects from another time and place, yet 
familiar to us” (Mayer galleries, 6.11.2018). These ethereal characters are mostly young 
women lounging in flower patterned bedrooms, naïvely dressed and unaware they are 
being observed. These works evoke something that I cannot put into words, because 
nostalgia manoeuvres in a rather abstract level and can therefore be hard to visualise or 
express. Perhaps the idea of presenting subjects from another time resonated well with 
the idea of aesthetic memories (Hellberg, 2015) as well as my own objectives. There 
was a hint of melancholy in these stagnated portraits which I found personally appea-
ling in that moment, but mostly they worked well with my subjective idea of romantic 
past. Suddenly, my emotions found shapes through someone else’s art that had affected 
me aesthetically.

In addition to Kobayashi, I collected photographs by Karl Henrik Edlund from his 
photo journal Bright Hours. He described the thematics behind the series as” some-
thing existing in the past - an uncertain place that does not exist, something fragile and 
indefinite” (Edlund 2016, p. Final words). This idea (Image 3, p.13) inspired me in a 
creation of the Imagined memory, collection concept, which was based on a blend of 
reality and false memories. Edlund`s images trigger me nostalgically, because I can find 
similari-ties between the photographs I chose from my personal archives, and the ima-
ges of countryside present in his photos. The photographs are memories from his travels 
in Northern Russia and Arctic North (in his homepage. Edlund. 2016.), which explains 
the connection I can feel when watching them. Clearly, the environment reminds me of 
the places where my memories have placed themselves; the Finnish country-side. This 
connection with home, will be further discussed in the chapter three Search for Home.

I think, contemporary artist Jesse Mocrin`s paintings express romantic playfulness and 
,naivity that interconnected with the concept of my collection. Specially the materiality
of his paintings (Image 7, p.17) isnpired me during the design development process 
of the collection.  In the painting called The visit received it looks like two people are 
playing in huge pile of fabrics. This naive composition inspired me to work in a chil-
dishly intuitive way with the silhuette of my collection. I also loved the idea of flower 
camouflage, which I wanted to mimic through the use of print and styling. Pictures 
from a photographer Viviane Sassen, in her photo series Sol & Luna ( Image 8. p18), 
shared similarities with Jesse Mocrin´s art work. The naively romantic photographs 
visualised my own romantic design universe and the concept of the collection. Also the 
theme of playfyull draping and intuity visualised in the image of a girl hiding behind 
the curtains. 
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 Photographs of Karl Henrik Edlund, from a photo journal Bright 
Hours 2018. Edlunds photos has a interconnection with my idea of 
metaphorical childhood ” the uncertain place that does not exist”, or a 
home build around fantasy. 

Im
ag

e  
3
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 Photographs of Finnish countryside. I feel that my nostalgic memo-
ries live in these spaces, which can be a part of the collective memory 
among people who identifies as a Finn or a skandinavian. Sharing nos-
talgia is an important part of the sense of belonging. 

Im
ag

e  
4
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Karoliina Hellberg approaches the idea of aesthetic memories in her 
paintings. Her method of following emotional triggers to a artistic imp-
ression, inspired me during the visual research of my collection. 

Im
ag

e  
5

2/Gobelin Lilacs and Hay 2016

1/Strawberries 2017



16

 Milt Kobayashi`s paintigs presents subjects from another space and 
time. . These works evoke something that I cannot put into words, be-
cause nostalgia manoeuvres in a rather abstract level and can therefore 
be hard to visualise or express.

Im
ag

e  
6

1/Deep Thoughts 2004

2/Bistro Around the Corner 2003
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The materiality of Jesse Mocrin`s paintings, inspired the design process 
of my collection. I loved the idea of floral camouflage and the naivity 
of the composition. In the painting above, it seems like two people are 
playing in a bed made out of drapy fabrics. This inspired me to work in 
a childishly intuitive way with the silhuette of my collection.

Im
ag

e 7

2/The Picnic 2016

1/The Visit Received 2016
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Pictures from Viviane Sassen photo journal Sol & Luna. This series of 
imagery shared similarities with Jesse Mocrin´s art work. The naively 
romantic photographs visualised my own romantic design universe and 
the concept of the collection.  

Im
ag

e 8
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Im
ag

e 9

Pictures of meadow flowers from my family albums. I have carried 
flowers as an aesthetic preference throughout my life. Perhaps this is a learn-
ed behaviour from my parents, who would bring fresh flowers home every 
weekend and photographed every single Bougainville plant on their holidays 
to the Canary Islands. Now, I find myself drawn to flowers everywhere I go. 
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Our mother is our first home and association to safety, which normally appears to us as 
a whole and secure bond (Kukkonen, 2007, p.33). In this case, mother is a metaphor 
for a place where everything is safe and harmonious. I think the sense of wholeness and 
happiness is something we are constantly trying to reach in our lives, and a home, nor-
mally provides us both. This doesn’t mean that a home is always a country or an actual 
house, but it can also be an abstract place, where we find the feeling of home at the mo-
ment (Kukkonen, 2007, p.30). I have found a home in many things in my life, and they 
have not always been actual places. For example, today as I was reading a Harry Potter 
book, I could remember myself as a child, with the same feeling of complete content-
ment and ease as I felt today. This comfortable feeling could be connected to a sense 
of home, so I intend to return back to these books from time to time, when looking for 
safety. Perhaps before people felt more nostalgic towards an actual home country, but 
today the meaning is more metaphorical than physical (Vijay, 2005, p.10). As mention-
ed earlier, nostalgia used to be considered a medical condition amongst people who had 
left their homes behind (Davis. F, 1979, p. 3). Back then, people didn’t have Internet ac-
cess to watch images of their hometowns through Google Earth, or even a phone to call 
their loved ones. This shift indicates that the definition of home has changed over time, 
mostly due to our changing lifestyle alongside the development of technology. Now, 
because of the pressures of today’s world, we are mostly yearning back to the time of 
our “childhood and youth” that is filled with enchantment (Kukkonen, 2014, pp.14-15), 
there is definitely a “need to be home at everywhere” (Boym, 2001, p.14)

Fred Davis states that nostalgia is a need that can be triggered by the following matters, 
a “present negative affect and a need for recapturing a positively remembered past, 
being able to share the nostalgic memory with the relevant others and three having 
mementoes of nostalgic memory available” (Davis, 1979, p.34). To say that is some-
thing we need to do suggests that nostalgia could be a learned emotion to cope with the 
fear of time passing by. Something similar to dealing with death through religion and 
spirituality, or with the idea that “nothing can happen to me”. If we look at our perspec-
tive of time today, we are mostly living in the future. We are constantly thinking, “what 
is my next carrier move”, “what will I do in ten years”, “when is the next holiday” or 
“what will happen to our planet due to the climate change”. This attempt to control the 
future, and finally figuring out we can’t really do anything about it, makes us uneasy. 
I think we live in a very time-centered world: people can schedule their lives for years 
ahead, and even digital clocks in railway stations show the arrival of the next train 
in hour, minutes and seconds, because “time is money”. I think time is also the new 
luxury product for the people with wealth. Things such as “staycations” or “challenging 

3/ The search for home
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yourself for a week without your smartphone” are very trendy at the moment, because 
people yearn for stagnation in a fast-paced world. Haian Xue said that nostalgia can be 
connected to a feeling of wellbeing and better self-awareness, which echoes my own 
thoughts about nostalgia being a need for easing stress about time. Reliving a nostalgic 
experience reassures that there will be more meaningful moments in our lives, which 
feels comforting (Xue, 2017, p.47).

  The object of romantic nostalgia must be beyond the present space of   
 experience, somewhere in the twilight of the past or on the island of utopia  
  where time has happily stopped (Boym, 2001, p.13) 

I recently read Yuval Noah Harari’s “Homo Deus: A Brief History of Tomorrow”, one 
of the most interesting books I have encountered in recent times. Harari states that pur-
suing complete happiness has become the main goal of the 21st Century (Harari, 2018, 
p.39). I think there is a connection with modern humans’ desire of happiness and the 
recent nostalgia hype. We are constantly trying to find reason for our existence, whet-
her it’s through emphasising the meaning of personal history, or through scientific and 
religious theories. Individualism has placed us in the centre of our attention, which has 
made us think we are mystical creatures with complex inner lives, “I am the one who 
knows the true me” (Harari, 2018, p. 337).

Personal memories, or autobiographical memories, are self-defining, which is why 
they have a significant role when discussing Existentialism. We create a narrative or a 
memoir of our lives which makes us feel meaningful and important. Through nostalgia, 
this narrative finds its rosy context, which brings us happiness and comfort. I will ela-
borate personal memories and their narrative driven nature in chapter four, “Imagined 
home”. 

“Nostalgia is often experienced collectively in particular social and cultural contexts” 
(Xue, 2017 p. 38). A great example of this is generational experience, belonging to a 
mutual history or experience of an event, or having a mutual home country. My own 
generation, a group of people now in their thirties, shares some mutual nostalgic me-
mories connected with the past. These memories are alive in objects such as Walkmans 
and cassette disks, the TV show “Friends”, and buying things from home catalogues 
instead of online stores. Using nostalgia as a design strategy is not something I came up 
with, the need for nostalgia has been influencing design, art and media as long as I can 
remember. The girl band Spice Girls just had a come-back tour, because the 90’s are 
currently very trendy and nostalgic. Finnish TV is filled with remake shows from my 
childhood and I just bought one of my favourite accessories from the early Millennium, 
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a bucket hat. I think we find our youth the most exciting period of our lives, which is 
why we are so drawn towards reminders of that particular time. Coming back to the col-
lection research, my experiences as a 90s child, living in the suburbs of Helsinki made 
the countryside seem mythical, and filled with imagination and fantasy. I think this is 
why my nostalgic childhood metaphor is not placed in the city, but in a romanticised 
rural landscape.



23

Memories are a person’s stable and safe home, to remember makes past places and 
times visible (Kukkonen, 2007, p.17).

“Nostalgic memory works such as beauty and love” (Kukkonen, 2007, p. 41), it is an 
aesthetically triggering experience that aspires us to defragmentation by pushing away 
negative experiences and leaving only rosy retrospection behind. (Kukkonen, 2007, 
p.41). Human memory has a tendency to augment the positive memories and uncons-
ciously forget the negative experiences of our lives (Xue, 2017, pp.38-39). This is why 
we often create new narratives of our own memories to remember and return to, as well 
as hide things we don’t want to face in that moment (Hyvärinen, 2014, p. 31). It can 
be seen as a “healthy coping process, because who would like to constantly linger in 
bad experiences.” (Xue, 2017, p.39). The problem with this is that it makes the sour-
ce of our memories unclear (Kalakoski, 2014, p.24). In fact, nostalgic memories are a 
blend of reality and inaccuracy because our memory is frail in separating the truly lived 
memories from fake references (Kalakoski, 2014, p.25). Svetlana Boym summarises the 
phenomenon of nostalgia to be longing for a home that “no longer exists or has in fact 
never existed” (Boym, 2001, p. Introduction), which has been one of the most essential 
ideas in the concept of my collection. 

I think we have a need to share our most beautiful memories, because they tell some-
thing profound about us. Long-term memory stores information of “the events that 
have happened to oneself” (Beike, Lampinen & Behrend, 2003, p.5). These meaningful 
events modify individual personality, motivations, and ideas about the present and the 
future. Personal memories are detailed events, containing sensorial as well as narrative 
triggers that can be relived when recollected. The autobiographical memories are impor-
tant for the nostalgic experience since they are highly emotionally charged and therefore 
meaningful. (Beike, Lampinen, & Behrend, 2004, p.5). Nostalgia is based on layers 
of history. Expectations, knowledge, experiences, culture, associations, conversations, 
and newly learned information modify already existing memories. (Hyvärinen, 2014, 
pp.34-35). The meaning of personal memories can change over time. For example, my 
childhood memories feel more significant now, due to aging and my longing for simpler 
times. Like Davis stated, nostalgia has more to do with the contrast of past and present, 
than how distant the memories actually are (Davis, 1979, p.7).

As previously mentioned, Eric Madigan Heck’s short film “The Summer’s End” brought 

4/ The imagined home
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up my own childhood memories. This anamnesis doesn’t match completely with my 
real childhood memories, yet they are influenced by the visual world that “The Sum-
mer’s End” presented: “I must have also walked there once”. Stories don’t just happen, 
they are the result of interpretation and the narrative becoming meaningful to our lives 
(Hyvärinen, 2014, p.33). Sometimes we can vividly remember events that have only 
been described to us (Hyvärinen, 2014, p.33). The same phenomenon happens when I 
see photographs of my parents taken before I was born. Karoliina Hellberg visualised 
beautifully the layers of personal history and the past, as the phantoms being captured 
in a specific era (Hellberg, 2015, p.9). “I collect ghosts of myself inside of me, who I 
reminisce of as separate people” (Sketchbook notes, 2019).  When I look at my mother 
as a young woman wearing her 90’s Levi’s jeans and gable jumper, I see a woman who 
seems familiar and odd at the same time. This version of her is sort of left behind, exis-
ting only in the age the photograph was taken.

I have always thought that I see the world through romantic lenses, hoping that life 
would be as beautiful as a movie. When I saw the film Call Me by Your Name, directed 
by Luca Guadagino (2017), I dreamed of moving to a beautifully defiled villa in the 
Italian countryside. In its garden, I would ethereally lounge wearing a white summer 
dress, drinking fresh peach juice without a care in the world. Call Me byYour Name 
(Guadagino. 2017) has not been a direct inspiration to my collection, but it really trig-
gered a feeling of escapism in me. This longing for a different life has been part of who 
I am since childhood. Perhaps this is why the need for escape has made the world of 
movies and fantasy books so attractive to me. Experiencing nostalgia carries me away 
from everyday life, to places of contentment and poetic beauty. I love a good story; and 
hence my collections are always a part of them. In the following chapter I will describe 
the collection narrative inspired by the creation of my “Imaginary home”. 

The ideal memory and reality blends in the house, which works as a metaphor of my 
childhood ( Image 10, p.25). It is an overly sensorial description of a place, where the 
story has placed itself based on a blend of references from my own childhood as well 
as from places that I can’t connect with anything specific. I usually create a detailed 
story for my collections as a part of the design process. It almost resembles a movie 
scene, with a fully visualised look through characters and props. In this case, I imagin-
ed a young woman returning to a place that could be her childhood home, or a summer 
house, set in the countryside. It is hard to tell what year it could be, because time has 
stopped in the rooms of her past. She wanders through dusty rooms, glancing through 
windows facing a wild garden, where wild grass has taken over the planted Midsummer 
roses. She is a ghost living in another dimension, camouflaging herself in the rooms of 
my imagined childhood. 
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Im
ag

e 1
0 Artist Tiina Heiska`s exhibiton Grandmother`s house, is an image interpreta-

tion of memories and nostalgia. She used the anamnesis as a tool for painting, 
not as an accurate illustration of her past. The way in which the paintings had 
been placed to the exhibition, had something cinematic in it. I can relate with 
this type of thinking, because I usually create a detailed story for my collec-
tions as a part of the design process. It almost resembles a movie scene, with 
a fully visualised look through characters and props.

2/ Window 2019

1/The horizon 2019
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In the words of Svetlana Boym, “nostalgia is about the repetition of unrepeatable, ma-
terialisation of the immaterial” (Boym, 2001, p. Introduction). These words beautifully 
express the human need for mementoes. Fashion and clothing are a fundamental part 
of our history, not only because they work as a reminder but also as a visualisation of 
time and history (Jensen, 2015, p. Fashion and Cultural Memory 1-14), this is why they 
can be strong triggers of nostalgic emotion, because of the symbolic meaning around 
them. I have a tendency to buy a piece of clothing when I travel, because wearing that 
garment again takes me back to the happy memories of my holidays. They become 
mementoes for life and hence are hard to give up on even after being worn out. I think 
clothes have a natural nostalgia around them that connects us with other human beings, 
providing a sense of belonging. Of course, sometimes we can feel an untraceable devo-
tion to things that aren’t connected with anything personal. Anja Aronowsky Cronberg 
points out in her article that young people dressing in vintage clothes usually haven’t 
lived the decade themselves. In this case, the feeling of nostalgia is imagined or part of 
a collective material memory. (Aronowsky. C, 29.08.2014). I will elaborate the concept 
of material nostalgia with my own experience of feeling belonging in artefacts made or 
worn by past generations of women in my family.

Cultural memory is a materialisation of meaningful personal and collective memories, 
such as “objects, things, images and practices” (Jensen, p. Fashion and Cultural Me-
mory 1-14). They store “sensorial data (smell, look, taste, touch and essence)” (Kwint, 
1999, p.2), which we can relive when these memory materialisations occur randomly, 
or with an aim for recollection (Kwint, 1999, p.2). The idea that objects are not just 
consumed but experienced is central to my research, because my objective or interest is 
to impact emotions, in this case nostalgia, through clothing. 

I think there are some common motives that trigger nostalgia when it comes to Western 
ideas of fashion. Textiles with lace, flower prints and patchwork quilts could be some-
thing we collectively associate with past decades. These types of textiles are also often 
used to express a romantic ideal in fashion collections. I have a personal connection 
to lace in my family tradition, since both of my grandmothers were women with great 
skills in crafts. The strong memory of crochet tablecloths and curtains are part of the 
previously described imagined home, or the home that never existed. Some of these 
textiles were also made by previous generations, which raised the idea of tradition, con-
tinuity, and memento for further exploration.

5/ Material memories
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[ While I was shopping in second hand store, seeing a 70’s “kitchen dress” triggered 
a nostalgic sensation in me. I touched the rough polyester fabric and remembered my 

grandmother working in her vegetable garden. It was a hot summer day, so the air was 
vibrating in the sun. The meadow, close to the garden, had yellow flowers, or where 

they light violet? I can still sense the gentle smell of flowers lingering in the air, blen-
ding with a smell of tobacco. Inside the house the light was soft and misty, like there 

would be dust in the air. Dried roses hanging on my bedroom window, a crochet saying 
“Ich Liebe Dich”. The tapestry was tinted towards pale gold, perhaps by the touch of 

time and dust. The hand made lace curtains moving slowly in the summer wind and yes 
flowers everywhere.]

 (Sketchbook notes, 2019 )

This recollection is a great example of how our memory creates narratives from a single 
material trigger, and it encouraged me to observe three following material memories: a 
“kitchen dress”,  a nightgown and a gable knit jumper. The link between these garments 
is they were worn by women in my family, which connects me to our shared history. 
Another important factor was the sensation of nostalgia triggered by these objects, since 
all of them had taken me back to an event or an image from my past, filled with senso-
rial outburst. Next, I will share some insights of these garments and how they inspired 
me throughout the design development process of my collection. 

 5/2 My grandmothers`s kitchen dress

[ My grandmother always wore this same type of dress, made of a cotton polyester 
blend, with 70s collars, buttons on the front and big pockets. I call it the kitchen dress 

because it seemed to be practical for household chores. It was easy to put on and wash, 
I suppose at least! It was patterned with big flowers, small flowers, stripes, and che-

cks. I particularly remember one with moss green background and lilac flowers almost 
like water lilies. I guess she wore something else as well, but this is how I remember 
her. She wore that dress even though it was out of style! That was also the difference 
between the agrarian and urban world to me, somehow the time has stopped into the 

70s aesthetic.  ]
(Sketchbook, 2019, pages.28-35 )
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From my sketchbook 2019. 
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From my sketchbook 2019.
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From my sketchbook 2019. 
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From my sketchbook 2019.
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I chose to combine the idea of a simple shirt dress with an asymmetrically draped 
silhouette. I usually work quite freely in the three-dimensional sketching of my colle-
ctions, but this time I also had more concrete clothing influences such as my mother’s 
night gown, gable jumper and the “kitchen dress”. The personal goal for the design 
development process was not to make replicas of vintage clothing, but to bring novelty 
to the designs. The silhouette of the collection began to form by working intuitively, 
almost aimlessly. I created collapsing shapes by draping fabric on a mannequin, resem-
bling a garment made out of curtains. My idea was to reach a feeling of effortlessness, 
such as a child would play dressing up with home textiles and parents’ clothing. This 
effortless play was combined with my initial idea of creating romantic garments. I did 
some further three-dimensional sketching in Photoshop in order to create a wide sele-
ction of looks to choose from. I think this method is effective, since working with an 
actual-sized draping doll can be time-consuming. 

The details of the collection are inspired by the shapes that had been accidentally deve-
loped during the design process, as well as the visual research into my grandmother’s 
kitchen dress, my mother’s nightgown and the gable jumper. I decided to use buttons 
as trimmings, because I find them to be more modest than zippers, and this works well 
with the idea of celebrating everyday garments such as the kitchen dress. Buttons are 
also nostalgic for me, as I used to play with my grandmother’s button collection by 
throwing them on the floor and re-organising them in the drawer. My favourite ones 
were shiny, yellow seashell buttons that I secretly wanted to change with the ones on 
my dress, but never had courage to ask if I could.

  
 5/3 My mother`s nightgown

[ The shimmer of silk can be enchanting! It really brings ethereal movement to clothing. 
There is a sort of unreal glow and a feeling of stagnation of time.] (sketchbook, 2019, 
pages. 38-41)

I think fashion is a mirror of who we are, hence we tend to be drawn into clothing that 
feels meaningful to us. As mentioned before, nostalgia to me is a rather romantic idea. 
For the sake of reiteration, I will go through what “romantic” means to me visually. 
Romance is something sentimental, almost naïve, because of its idealistic nature. Ro-
mantic garments can be sensual and intimate, with stereotypically feminine details such 
as ruffles and flower prints. I have an anamnesis that my mother wore silky nightgowns 
when I was young. They were possibly beige or golden shift dresses, which are a 90’s 
minimalist dress with thin straps as braces. I actually remember wearing one to look 
like an adult woman while playing dress-up with my friends. The feeling of silk was so 
luxurious, that I think my current obsession with the material comes from those early 
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experiences with clothing.

 In my collection, the memento of my mother’s nightgown is expressed mostly through 
the choice of material and material manipulation. In the beginning of the research, a 
smocking technique seemed the best choice to visualise my idea of a romantic gar-
ment. I started making samples of different patterns and finishes by using pearls, yarns 
and different qualities of fabrics, but quickly realised that the technique was very 
time-consuming and not my aesthetic at all. The outcome was very geometrical in a 
bad, awkward way, so I moved into softer gathering with heading yarn. On the final 
garments I used the effect to emphasise the waist area, and as a decorative element that 
brings out a three-dimensional surface in the material. Especially with silk, the techni-
que looked beautiful, because silk can be quite plain on its own. 

In conclusion, I would like to emphasise that my goal was not to replicate a 90’s dress 
silhouette, I wanted to express the sensuality and the silky feeling of the garment. 
That’s why I chose not to use any direct references of a shift dress, but to make my own 
version of it. Another conclusion is that the anamnesis of the particular nightgown was 
probably a blend of references from the past research into 30’s bias cut evening gowns, 
a personal obsession of mine, and perhaps from Shakespeare’s play Rome and Juliet, 
which I saw on stage last spring. I think fashion is all about dreaming and building my 
own universe, this limitless movability in the use of references is one of the most char-
ming elements of working in the fashion industry.

 5/4 Gable knit jumper

[ In that one picture I am perhaps one year old so I can’t really remember anything, but 
because I have seen this picture, I can imagine how my mother was wearing the same 
cable knit jumper and light coloured 90’s jeans, as her 30- something uniform! It is 
strange how some things feel so familiar, even though I haven’t been there myself. ]
(Sketchbook notes, 2019, pages. 46-51)

I find knitwear very nostalgic when thinking about garments that have been passed from 
generation to generation. Ì can remember my mother knitting many pullovers that might 
have never been finished, but the joy of making them made the process worth it. There 
has always been something romantic about making things by hand, such as the impreci-
seness that comes from human touch, as well as the satisfaction of the process. I con-
nect many sensorial elements to knitwear, such as the softness of hairy yarns, warmth, 
and the sound of knitting needles, all of these are very comforting and nostalgic to me. 
Specifically, a memory of wearing woolen socks made by my grandmother makes me 
smile. Those socks had a sense of modesty in them because of their simple ribbed de-
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From my sketchbook 2019. 
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From my sketchbook 2019. 
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sign and pilling caused by cheap worsted wool. She used to make them for everyone in 
my mother’s family’s side, so they were a sort of mementoes of her legacy as a mother 
and grandmother. These material memories led me forward with the Gansey “cabled” 
knitwear exploration of my collection. The nostalgic style of cable knit reminds me of 
my mother’s 90’s Levi’s and knitwear “uniform”. 

Besides the personal connection, I think the cable stitch jumper is part of the collective 
material memory, because it tends to be constantly redesigned. One could associate the 
cable knit design with bourgeois style because of brands like Ralph Lauren or Lacoste, 
but there is an interesting history behind it which presents a completely different story. I 
started the research by collecting inspirational images and literature providing knitwear 
examples. My goal was to find interesting ways to imitate the layered idea of the Gan-
sey jumper by changing the thickness and knitting style during the process. I did all 
my samples by hand, because I wanted to create a feeling of homemade and respect 
the tradition of making the original Gansey jumper. In the past, jumpers were often 
refashioned for further use when outgrown or worn out in hard conditions (Mountain, 
14.02.2017). I found the idea of continuum interesting to explore further in my own 
design because, like Gansey jumpers, nostalgia is based on layers of history. 

The original Gansey sweater was developed 400 years ago (Mountain, 14.02.2017). 
This hard-wearing and seamless knit was worn by Irish fishermen, often made by their 
wives or mothers. When a sweater was outgrown or worn out it was often passed to 
younger generations or refashioned with additional pieces. Knitting techniques were 
also handed down to the newer generations, based on collective memory. The rough 
worsted yarn was knitted tightly to ensure resistance to water and wind, as well as 
long-lasting quality. The jumper was knitted round, with draped shoulders and a squa-
re stand-up collar.  Just some double knitted seam details and underarm gussets were 
added for aesthetic reasons and to provide extra mobility. The front and back were the 
same, in case the jumper needed to be reversed due to extreme use. Every village had 
their own knitting patterns and techniques in order to identify sailors from each other 
when lost at sea. A pure silk scarf was often worn to protect the neck from the harsh 
wool quality and weather. (Mountain, 14.02.2017).

As I mentioned earlier, patchwork quilt textiles were part of the initial groundwork of 
the thesis. The idea of building surfaces and stories by inserting different fabrics to each 
other had similarities with the process of women refashioning the Gansey jumpers. The 
ideas of tradition and connection inspired me in the creation of the knitwear direction of 
my collection. I decided to connect a surface of cable knit to a surface of single knit in 
a manner of patchwork, which made the knit look fun and three-dimensional. From the 
visual research, I selected images showing jumper sleeves with extensions and worn-
out seams scrubbed due to the harsh conditions of work. These ideas are shown through 



45

the hand-knitted details that were added to the arms of the knitwear as well as the collar. 
The final garments were made with an ADF knitting machine due to time issues, but I 
still decided to add hand-knitted details in order to have crafty imperfection. Perhaps 
from time to time the fishermen’s wives used a different type of yarn, because thery 
didn’t have the resources to have the same yarns as the original one, so I decided to 
make the edges of my knitwear garments with a different colour of fuzzy mohair. This 
change emphasised the idea of continuum and refashioning. 

 5/6 Textile direction

I began the textile research by selecting images of traditional crochet techniques and 
patterns that felt meaningful to me ( Sketchbook, 2019, p.42-43). Since both of my 
grandmothers’ families were from Karelia, a region of Finland lost to Russia during the 
First World War, there was a hint of Russian influence in their craft, such as rose motifs 
and ornaments. After testing several cut-work ideas, I decided to focus on flowers, as 
they had been a persistent element from the beginning of the research. I think lace is all 
about the sensuality of transparency and cover, which I expressed with images of lace 
curtains creating shadows on the skin when the raw sunlight passes through them. In 
order to add a luxurious feeling to the lace, and reflect the “nightgown” narrative of my 
collection, I used silk as a base for the laser cut design. 

In every artistic process there is a moment when hard decisions have to be made 
through editing. Sometimes going back and browsing through sketchbook notes can 
point out what the most important elements of the research are. This time I chose to 
leave out the lace design and focused on presenting the memory of my grandmother 
kitchen dress.

Lately, my interest in painting, specifically making watercolour sketches of flowers, 
has grown, so I already had an existing archive of images to make a digital print from ( 
Skethcbook, 2019, pages. 32-35). I was especially drawn to one sample of hand-painted 
roses that felt personal to me and fit well into the previously described narrative of the 
collection. My paintings usually have an indistinct impression of flowers, following 
a personal interest in Impressionist Art (1860-1900). I wanted to preserve the sensiti-
ve nature of the original drawings by leaving some of the shakiness and the spread of 
watercolour without editing. The hazy expression also worked well with the romantic 
objectives of my collection. I earlier described flower tapestry and curtains as a part of 
the metaphorical home of my childhood.  The idea of nostalgia living as a ghost in the 
walls of my memory placement inspired me to camouflage flowers on flowers when 
styling the outfits. This added a contemporary look to the collection as well as to my 
lookbook. 
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Even though the reference to my grandmothers’ lace curtains was left behind, the feel 
of wearing curtains continued to live in the silhouette of the collection. I think that a 
collection of seven outfits can’t handle so many different material directions, hence I 
think the decision to follow my intuition by using only the flower print material was 
correct. Under different circumstances, if the collection had been bigger, I could have 
added garments made with cotton poplin, in which the laser-cut design worked best. 
My decision to work with laser-cut silk was not the best choice, since it seemed to make 
the technique look obsolete and flat. In hindsight, the best solution would have been to 
make a knitted lace design, but unfortunately my personal skills with knitwear aren’t 
that advanced, and I had to work realistically within the timeframe. 

[ I think that memories have distinctive colours that can create a full bodily and emotio-
nal experience. The feeling of warmth when thinking about past summer, and its endless 
golden sunsets. A colour yellow with the feeling of contentment when I am watching lost 

love cooking, while I draw at the kitchen table. ]

Colours from my nostalgic memories are often tinted with an unrealistic dustiness 
or shimmering hues. This association seems a funnily stereotypical idea of daydrea-
ming, almost cartoonish. In the beginning of the design process, I chose to work with 
a clichéd nostalgic colour palette that consisted of a burned yellow, burgundy, dull 
water-lily blue and moss green. The palette quickly developed in a more contemporary 
direction by introducing bright yellow and red, pale gold, and light green. Obviously, 
some of the colours are the creation of my nostalgic memories, and some were intui-
tive decisions that reflect a contemporary fashion direction. Somehow, colours always 
appear naturally during the design process, in a manner which can be hard to explain 
or visualise. Maybe this is an example of my trained creative mind, which builds an 
emotional background narrative by connecting feelings to specific colours. I previously 
mentioned that my mother’s nightgown was one of the inspirations for the clothing di-
rection of the collection, and the fact that I’m not sure if it was really golden. I can see 
that the anamnesis has a lot of influences from past research as well as films. There is a 
certain source of imagery in every designer’s mind that forms, in Yves Saint Laurent’s 
words, the aesthetic ghosts or the idea of beauty. (Hellberg, 2015, p.5).
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The goal for the research was to create a womenswear collection based on my own per-
sonal nostalgic memories. This goal was triggered by my interest towards emotionally 
through fashion, as well as personal objectives, such as need for comfort and escape to 
romanticism. In the beginning of the thesis I felt, that I have a need to find my own ar-
tistic voice as well as confidence in working with detailed design development process 
and intellectual concepts. Now, in the end of the research I am not sure if I have yet 
reached that level I was hoping for. The collection I created has a lot of positive featu-
res, but I can clearly see the confusion and doubt of myself, that was happening during 
the process. When I look back to the material I have created, I can see many missed 
possibilities and clear signals, perhaps I should have picked on from the early stage. I 
think the pressure of succeeding made me second guess every decision I am making, 
leaving the feeling of “it is not good enough” shadow the whole collection develop-
ment. 

But on a positive note, I think the collection has elements that triggers a feeling of nos-
talgia around me. My friend said that the apple green colour skirt reminds her of youth 
and hence makes her smile, which is an emotional reaction I was hoping to reach. I am 
very happy that I decided to use the flower patterned digital print, because it highlighted 
the personal tone of my research, since I actually made the original sketches by hand. 
Overall, I can definitely see some development on my professional skills during the MA 
degree, I just have to refocus on my way of doing things in order to gain back self-con-
fidence.

The focus of the written part was to explore my own nostalgic memories, and find the 
ways to apply them practically as a design strategy. The idea, that nostalgia can be 
metaphor of home, a mother, an imaginary place or a material memory, emerged as the 
most central conclusion of my work. During the research I realized how many meanin-
gs home can have; it is a symbol, interconnected with safety, and a need. As I mention-
ed before, todays nostalgia is no longer about returning to a concrete home, but to find 
home everywhere, which indicates it would be something fundamental we experienced 
in a search of belonging and security. 

I think my work presents helpful data of using emotionality as a design research met-
hod. The Idea, that objects are not just consumed but experienced is already a part of 
contemporary design thinking, hence I think my work can contribute more knowledge 
of these type of artistic practices. Thesis also provides a fashion designers point of view 
to the discussion considering nostalgia as phenomena, which I thought was lacking 

6/ Conclusion
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based on the framework around the topic. I also think this research has a potential for 
further studies, specially from the perspective of technology and development of ob-
jects triggering nostalgia. Instagram, Pinterest and other image “archives” of internet, 
provides a never-ending source of inspiration and nostalgia, hence it would be interes-
ting to analyze how those have shaped our way of remembering. Therefore I hope this 
research could be a trigger for someone else in my field to study further! 
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