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Abstract

The two forms of art and fashion appear in today’s society in an increasingly close
relationship. Fashion brands are willing to release avant-garde and trendy images through
collaboration with artists. Regarding the combination of art and fashion, the most relevant
research has focused on the exploration of commercial value and the analysis of forms of
art and fashion brands’ cooperation. However, there is little research on art derivatives
from the perspective of design ethics to explore sustainable design methods. It is important
to understand whether the lasting and stable characteristics of artworks can play a role in

prolonging the life cycle of fashion products when art is integrated into fashion.

This doctoral research conducted a unique navigation experiment on extending the life
cycle of fashion products through art derivative design method. The research clarifies the
impact of aesthetic emotions on consumers’ emotional durability of fashion products, and
examined whether art-derived design can be used as an effective approach to promote the
inconspicuous consumption of fashion products. The research conducted quantitative
approaches to understanding the characteristics of fashion art derivatives which
differentiate them from common fashion products and other categories of art derivatives.
These findings can be valuable to provide guidance for the theoretical research of
sustainable fashion design. The Main Research Objective (MRO) is to recommend a set of
design methods to promote sustainable fashion through a collaborative design approach of
fashion as an art derivative. Accordingly, two sub-objectives are set. The first sub-objective
(SROI) of this thesis is to identify emotional factors in art derivative design for consumers
to extend the life cycle of fashion products. The second sub-objective (SRO2) is to propose
art derivative design methods to relieve the irrational and unsustainable problems of

fashion design.

The first study to fulfill SRO1, namely Study 1, clarifies the impact of aesthetic emotions
on consumers’ emotional durability of fashion products. Four design methods of fashion
art derivatives were proposed, and 24 samples were selected for testing. There were two

questions in the questionnaire. For question 1, respondents were required to select five
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favorite products from the reference list of emotion words and rank them in order of
favorite to general. For question 2, respondents need to truthfully select the two emotional
words to express their emotional feelings for the five products based on Russell’s ‘pleasure-
arousal’ emotional model (Russell, 2003). The second study to achieve the SRO2, i.c.,
Study 2, conducted a unique experiment on whether art-derived design can be used as an
effective approach to promote the inconspicuous consumption of fashion bags. As there is
a strong correlation between inconspicuous consumption and brand image, this study
selected 87 bag designs from 19 fashion brands and 46 artists and art institutions as a
sample. The study classified how brand image is presented in bags to analyze the

relationship between brand image, art-derived design methods, and brand groups.

The finding of Study 1 suggested that the direct participation of artists in design is
conducive to better emotional value. Interviewees have the highest recognition of products
produced by artists’ direct participation in design. Besides, a significant correlation was
found between the developed period of derivatives and respondents’ preferences. The result
shows that compared to ordinary fashion products, fashion derivatives designed five years
ago can still be enjoyed by consumers, which supports that the lifecycle of art derivatives
may longer than that of common fashion products. Derivatives that experience time
precipitation may be more popular with respondents. Moreover, the study shows that the
emotions evoked by respondents’ preferred samples were mainly in-depth emotions, which
indicated that collaborative design could distinguish fashion derivatives from common

fashion products and obtain longer lifespans.

The finding of Study 2 shows that although art-derived design methods are inconsistent
across the different fashion brand groups, printing is still the most common way to present
artistic elements in fashion bags. Besides, the inherently highly distinct brand image of
fashion brand bags is weakened by incorporating an art element, which may demonstrate
that art-derived design methods can aid in developing inconspicuous design and

consumption, which can be important for a more diversified and rational fashion industry.

By evaluating the impact of aesthetic emotions on consumers’ emotional durability of art-



derived fashion products, Study 1 demonstrates that art-derivative design can trigger
consumers’ reflective-level emotions, making art-derivative fashion products different
from common fashion products and could have longer lifespans. In addition, the direct
participation of artists in design is conducive to better emotional value as consumers love
the freshness and artistic taste brought about by such cross-border cooperation.
Accordingly, it contributes to the literature on methods of improving fashion products’
emotional value. From Study 2, it is reccommended that future art-derived design need focus
on multi-material design and in-depth collaboration with artists. The study further
demonstrates the importance of artistic image expression goes beyond the brand image in
fashion art derivatives which supports that art-derived designs can be used as an effective
design method to promote the inconspicuous consumption of fashion. The research
provides an innovative design method for sustainable fashion study by promoting rational

consumption of fashion through art derivative design.

Keywords Art derivative, sustainable fashion, co-design method, emotional durability,

inconspicuous consumption
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Chapter 1 Introduction

Fashion is only the attempt to realize art in living forms and social intercourse.

Francis Bacon

The prosperity and popularity of art and fashion collaboration have gradually become an
inevitable trend of "art popularization”. Art derivative is a kind of special commodity,
which has both artistic value and certain use value by combining art and commodity. This
particularity makes the design methods of art derivatives different from that of traditional
commodity. Recently the phenomenon of associating with artists has become quite notable
in the fashion market as part of a “crossover trend”. Through fashion collaborations with
artists or art institutions, the design elements of fashion brands can become more stylized,
diverse, and fresh (Joy & Belk, 2022). However, regarding the combination of art and
fashion, the most relevant research has focused on the exploration of commercial value and

the business model of art and luxury fashion brands’ cooperation(Chailan, 2018; Roederer

%, 2020). As luxury businesses are prone to collaborate with contemporary artists or

absorb artistic elements from classical artworks to maintain the fiction of rarity, exclusivity
and sophistication. (Kapferer & Valette-Florence, 2016). However, there is little research
on art derivatives from the perspective of design ethics to explore sustainable design
methods. Excellent artworks have the characteristics of persistence, profound spiritual
connotation. Therefore, in addition to the economic value gained by fashion brands in the
commercial field, it is more important to transfer the spiritual connotation and aesthetic
value of art to fashion products through art-derived design methods. Thus, it is important
to understand whether art derivative design can play a role in enhancing the emotional

durability and prolonging the life cycle of fashion product.
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1.1 Research background

1.1.1 The status of fashion art derivative design

With the rapid growth of social material productivity, the arrival of the era of creative
economy, and the gradual expansion of the creative class, People's consumption focus is
gradually shifting from material consumption to spiritual consumption Besides, the
development of network media enables the general public to understand today's art
information, and then begin to consume art symbols. The rise and popularity of the
development of art derivatives have gradually become an inevitable trend of "art
popularization". The sense of fashion is extremely sharp, and in the process of the gradual
commercialization of art, fashion has played an extremely important role. With the help of
the characteristics of fashion, art has completed its own full commercialization process in

the process of frequent communication and dialogue with fashion.

Cooperation between art and fashion has long existed. For instance, the famous lobster
dress was co-created by the Spanish surrealist artist Salvador Dali and fashion designer
Elsa Schiaparelli(Cohen & Stone-Richards, 2021). In addition, pop artists, for example
Andy Warhol, not only became a source of inspiration for fashion brands, but themselves
constantly approached and collaborated with fashion brands. These cases can show that
there are many similar attributes between art and fashion, so that their boundaries are
difficult to distinguish (Kastanakis & Balabanis, 2012). However, in the early days of
fashion and art cooperation, there was no large-scale commercial cooperation until the
1960s, pop culture developed rapidly, and was greatly sought after by the young generation,
which led to subversive breakthroughs and changes in the fields of art and fashion,
changing the aesthetic taste of the public across the times. The value of art is no longer
only displayed in museums for tourists to visit, it is more in a variety of media as the carrier
of People's Daily life. Fashion is also no longer only for the upper class exclusive haute

couture, it has become a new fashion vane with faster mass garment production.

Fashion products absorb elements of art and culture to increase the brand premium, and the

brand value comes from many elements such as history, culture, art, craft and service.
12



Artistic elements make the value of the brand constantly enlarge. In terms of the
combination of art and fashion, the most relevant research focuses on the relationship
between luxury brands and artists or art institutions. However, nowadays fast fashion
brands were taken as cases to illustrate the form and significance of cooperation between
mass fashion and artists (Michel & Willing, 2020). Behind the boom of art derivatives, the
related design methods and theoretical research are not systematic. Therefore, it is
necessary to conduct research on the design of art-derived fashion products, and to explore
the rational art-derived cooperation forms of fashion products from the perspective of

sustainable fashion development.

1.1.2 Existing sustainable problems of fashion art derivatives

The fashion industry is one of the most dynamic and profitable industries, yet it is also one
of the most polluting industries in the world. After the rapid rise of fast fashion brands,
popular products quickly occupy the market and quickly die out at the speed of lightning.
Modern fashion presents the trend of products with short service life and a lack of intrinsic
value. The rise of the cultural and creative industry, on the one hand, drives the linkage of
the art and fashion industry, on the other hand, because a large number of products lack
thinking about environmentally sustainable design in the design and development stage
and are more chasing business benefits, so the homogenization problem appears. And the
artworks are mostly reflected in the form of simple pattern printing and replication. It can
be seen from the current art design and product positioning of major museums in the online
platform that there is design homogenization in art derivatives. Art derivatives should
possess artistic beauty, high quality, and sustainable significance, rather than fast fashion

products that can easily be abandoned.

At present, there is a lot of research on the sustainability of fashion industry, mainly from
the sustainable development of environment-friendly fabrics. In addition, Fletcher (2013)
has studied the influence of people's emotions on the life cycle of fashion products.
However, there are few scholars involved in the sustainable design research of art

derivatives. Regarding the combination of art and fashion, the most relevant research has

13



focused on the relationship between luxury brands and artists or art institutions (Codignola
& Rancati, 2016). Besides, lots of research have been conducted around art shops and art
products in art institutes, such as art gallery, and museum (Caldwell, 2000; Kaya & Yagiz,
2015). But regardless of whether fashion brands collaborate with artists to maintain the
fictions of rarity, exclusivity and sophistication (Kapferer, 2014; Kapferer & Valette-
Florence, 2016) or whether artists enhance their reputation through cooperation with
fashion brands, most of the current art derivatives design practices are based on commercial
cooperation models. Similarly, related studies on art derivatives mostly focus on the
exploration of commercial value (Kim et. al., 2018) and the analysis of forms of
cooperation (Kaya & Yagiz 2015; Michel & Willing, 2020). However, there is little

research on art derivatives from the perspective of design ethics.

Besides, fashion art derivatives have its special characteristics which makes it different
from other fashion products. Art and fashion have different characteristics. It is difficult to
reasonably integrate the two to retain the characteristics and aesthetics of the art in line
with fashion trends and popular needs. In the current design research, many people think
that art derivatives are simply printing a picture on a silk scarf, bag, or shrinking a sculpture
into jewelry. This straightforward design approach is the most common design way
currently. These designs have many disadvantages, which will directly lead to the public's

misunderstanding of art derivatives and reduce the quality of art derivatives.

In addition, the characteristics and concept of fashion art derivatives are unclear. The
unclear concept of fashion art derivatives will affect the relevant design practice and
theoretical research. As the concept of Fashion art derivatives has a certain similarity with
other concepts, such as ‘Cultural and Art Authorization’, ‘Creative Product’, and ‘Fashion
Art’. How to distinguish the characteristics and concept of ‘fashion art derivatives from

others need to be analyzed and defined.

14



1.2 Research objective

The Main Research Objective (MRO)of this thesis is to recommend a set of design methods

to promote sustainable fashion through enhancing emotional factor in derivative.

Accordingly, two sub-objectives are set. The first sub-objective (SRO1) of this thesis is to
identify emotional factors in art derivative design for consumers to extend the life cycle of
fashion products. The second sub-objective (§R0O2) is to propose art derivative design
methods to relieve the irrational and unsustainable problems of fashion design. There is a
strong relationship between SROI and SRO2. While achieving SRO1 the key emotional
factors of fashion art-derived can be determined to further propose innovative sustainable
fashion design methods through art derivative. And the fulfillment of SRO2 will provide
rational and sustainable design methods by effectively enhancing the emotional value of
fashion products through art-derived design. In essence, achieving the SROI and SRO2
will accomplish the MRO. Figure 1 demonstrates the flow of sub-objectives to fulfill the
MRO.

In addition, Figure 2 shows the relationship between research questions and three studies
taken in the research. It can be seen that Studyl was conducted in order to solve SROI to
test the relationship between respondents’ preferences and aesthetic emotions and the
effectiveness of promoting emotional durability and sustainable fashion consumption
through art derivatives design methods. Thus, the results of study 1 can answer the SROI.
For SRO2, study 2 take fashion art derivative bags as an example, tests the role of art
derivatives in promoting inconspicuous consumption. Besides, during the Pilot Study, The
Chinese Spring Festival clothing were taken into analysis as a case study on consumer
preferences for design characteristics to understand if art derivative can be a sustainable

design method in spring festival clothing design.

15
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Figure 1 The flow of research objectives
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Figure 2 The relationship between research objectives and studies
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1.3 Significance of this research

This doctoral research conducted a unique navigation experiment on extending the life
cycle of fashion products through art derivative design method. The research clarifies the
impact of aesthetic emotions on consumers’ emotional durability of fashion products, and
examined whether art-derived design can be used as an effective approach to promote the
inconspicuous consumption of fashion products. The research conducted quantitative
approaches to understanding the characteristics of fashion art derivatives which
differentiate them from common fashion products and other categories of art derivatives.
The design method proposed in this paper will provide valuable suggestions for art
derivative design and sustainable fashion design. In particular, through the exploration of
design research methods in the aspect of emotional design, it is hoped that the research will
propose the design methods of extending the life cycle of fashion products from the

emotional level.

Through Study1, this research clarifies the impact of aesthetic emotion on consumers’
emotional durability of fashion products. The design method which may enhance the
lifespans of fashion art derivatives by arousing consumers' aesthetic emotions are
investigated. The study further clarify the influence of different derivative design methods

on consumer emotional durability.

Then, in Study 2, fashion bags were taken as research object to investigate how art-
derivative design can be helpful to promote inconspicuous consumption in fashion. In
addition, this study expands the brand research scope of inconspicuous consumption,
innovatively analyzing and comparing the brand image performance of accessible core
brands, affordable luxury brands, and mass fashion brands. This study proposes a co-design
method for promoting the inconspicuous consumption of art-derived fashion bags by
exploring the current design methods used for art-derivative fashion bags and identifying
the correlation between art-derived fashion bags and the characteristics of inconspicuous

consumption.
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1.4 Structure of the thesis

As shown in Figure 3, this thesis is comprised of the following seven chapters:

Chapter 1 (Introduction) presents an overview of the Doctoral Research, which includes

the research background, research objectives, significance, and structure of the study.

Chapter 2 (Literature Review) states the contextual frame of the research based on the
related literature of fashion art derivative, emotional aesthetics and durability,
inconspicuous consumption, and sustainable fashion design methods. Thus to understand

the research gap of current research of art derivatives and sustainable fashion.

Chapter 3 (Product classification and design methods of art derivative) presents the
current classification, cooperation forms of art derivatives, then the design methods of
fashion and art collaboration concluded. This study classified art derivatives into three
categories according to function, theme, and artistic form. Thus, the research scope
involved in the research of fashion art derivatives was determined. In addition, there are
four forms of cooperation derived from art, including Independent development,
Authorization development, and Cooperative development. Then the main design methods
of the cooperation between fashion brands and art institutions or artists are summarized.
The summary of the classification and design methods of fashion art derivative design in
this part will help to select and classify cases in study 1 and study 2. A case study is carried

out to further verify which design method is more effective for sustainable design.

Chapter 4 (Study 1) interprets the research methods and approaches were used to obtain
data for study 1. Details of the research experiment design, process, sampling, the

conditions of the experiment, and data analysis procedures are provided in this chapter.

Chapter 5 (Pilot Study) explains the literature review of spring festival costume, design
methods, questionnaire design and survey process. Then, the results and conclusion are

summarized.

Chapter 6 (Study 2) introduced the current research status of fashion bags. Then design

methods and approaches used to obtain data for study 1 were interpreted. Details of the
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research experiment design, process, sampling, the conditions of the experiment, and data

analysis procedures of study 2 are provided in this chapter.

Chapter 7 (Discussion and Conclusion) Discuss and conclusion from study 1, Pilot Study
research, and from study 2. Besides, the study’s contribution to Knowledge Science, as

well as the limitations and future research.

Chapter 8 (Limitations, contribution, and future study)
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Figure 3 Diagram of the Structure of the thesis
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Chapter 2 Literature review

The literature review of this study is divided into four parts. Firstly, the study understands
the definition and development status of fashion art derivatives and preliminarily
understand the basic characteristics of art derivatives. Secondly, the research status and
definition of emotional durability are discussed, so as to determine people's aesthetic
emotional needs on fashion products. Thirdly, the definition and characteristics of
inconspicuous consumption will be analyzed to determine the demand for the intrinsic
value of fashion products. Then, based on the above literature review, this study
summarizes the research gap existing in the current research status of fashion art

derivatives.
2.1 Review of fashion art derivatives design

2.1.1 Art derivative

Art derivative borrowed the term ‘derivatives’ from the financial industry. There is no
generally agreed definition of art derivatives. The vocabulary most closely related to it is
derivative work. Derivative work can be broadly understood as a transformation of human
knowledge and culture, including cultural, scientific and artistic aspects (Scotchmer, 1991).
From a copyright perspective, derivative work should have its integrity and independence
rather than rote and uncreative work (630 F.2d 905 (2d Cir, 1980); 536 F.2d 2008). As

derivative work needs to create ‘New Work’, art derivative also needs to be an independent

creative product, which may recast, adapt or represent the original artwork.

As a kind of cultural capital, art can be transformed into social and economic capital
through specific carriers, and Art derivative is one of the main forms of transformation
(Ranson, 1987). The concept of art commercialization is not uniform. The concept of
‘Aritification’ is also frequently used. ‘Aritification helps social stratification motivation
of consumer demand and fosters more humanistic motivations (Kapferer, 2014). In China,

scholars and the public are used to the term art derivatives. Art derivatives are defined as
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public consumer products derived from art symbols with certain artistic added value (Gao,
2016; Li, 2015). Art derivatives are essentially industrialized works with characteristics of

“production, standardization and homogenization” (Liu 2018, p.111).

The rise and development of art derivatives are directly related to the development of
cultural and creative industries around the world. The term "cultural and creative
industries" originates from the 1980s in the UK. Howkins (2002), a British economist,
defined the concept of creative economy, covering the essence of creativity, how to have
creativity, business model operation and intellectual property rights, and comprehensively
explained the feasibility of creative economy and its foresight for the future. British
researcher Hesmondhalgh & Pratt (2005) focused on a series of key discussions and
arguments on the generation of cultural industries, discussed the change and continuation
of cultural industries, and evaluated the influence of cultural and creative industries on the
generation of the future world by evaluating the mutual influence among politics, economy,

and culture.

In addition, there are many studies on the art economics of museums, which also enlightens
this study. As Ernst et al put forward suggestions for the sustainable design and
development of art economy in museums, arguing that artworks can be a tool for

imagination and cooperation to help create a sustainable business culture (Ernst et. al.,

2016).

2.1.2 Fashion art derivatives

The term fashion art derivatives focuses on fashion products based on art derivatives,
which combines the characteristics of fashion and art derivatives. The combination of art
and fashion has long existed. Fashion brands are willing to release avant-garde and trendy
images through collaboration with artists. Through art collaboration, fashion brands show
Avant-grade brand characteristics and a more advanced image, and it can be refreshing and
obtain a new life (Chailan, 2018). Fashion cooperating with artworks is usually called ‘co-
branding’ or ‘Artification fashion’. By collaborating with the arts, fashion brands can

enhance their brand image and deepen their influence. Art and fashion integration tend to
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display a win-win scenario for both sides (Kim et al., 2018).

As table 1 shown, previous research which related to the collaboration between fashion and

art can be mainly divided into three sections: The relationship between art and fashion,

Artists collaborate with luxury brands, and the relationship between art derivatives and

consumer needs.

Table 1 Previous research on the collaboration between fashion and art

Categories

Art and

fashion

Artists
collaborate
with luxury

brands

Author

Saisselin & Remy  (1959)

Boodro, Michael. (1990)

Zelenko, Lori Simmons. (1981)

Chailan, C. (2018).

Joy, A., & Belk, R. W. (2022)

Kapferer, J. N. (2014)

Riot, E., Chamaret, C., & Rigaud,

E.(2013)

Joy, A. (Ed.). (2022).

Stefania Mase, etal., 2022

Castriota, G. (2022).

22

Title

From Baudelaire to Christian Dior: The Poetics of

Fashion

“Art and Fashion.”

“Is Fashion Art?”

Art as a means to recreate luxury brands’ rarity and

value.

Why luxury brands partner with artists.

The artification of luxury: From artisans to artists.

Murakami on the bag: Louis Vuitton’s

decommaoditization strategy.

The Future of Luxury Brands: Artification and

Sustainability. Walter de Gruyter GmbH & Co KG.

Multivariate Statistical Analysis of Artification Effect or

Customer-Based Brand Equity in Luxury Brands

The transition to the new world: how luxury and art are

dealing with NFTs: Bulgari as a case study.



Massi, M., & Turrini, A. (2020) When Fashion Meets Art: The Artification of Luxury

Fashion Brands. In The Artification of Luxury Fashion

Brands

Chailan, C (2018) Art as a means to recreate luxury brands' rarity and
value.

Kapferer, J. N. (2014) The artification of luxury: From artisans to artists

Codignola, F., & Rancati, E. (2016) The blending of luxury fashion brands and contemporary

art: A global strategy for value creation.

Zhang, J., & Kim, C. Y. (2020). Research on the Influence of the Collaboration between
Fashion Brands and Artists on Consumer Needs-
Centered on the Collaboration Series between Uniglo

and KAWS

Kim, K., Ko, E., & Lee, Y. I. (2012) Art infusion in fashion product: The influence of visual

Art art on product evaluation and purchase intention of
derivatives
consumers
and consumer
needs Hagtvedt, H., & Patrick, V. M. Art infusion: The influence of visual art on the
(2008). perception and evaluation of consumer products.

Firstly, the relationship between fashion and art has long been debated. The French artist,
Saisselin (1959) asserted that fashion is a part of art, and that aesthetics are the main
characteristic of both fashion and art. Wilson (1987) considered fashion as a form of visual
art. However, Zelenko (1981) firmly insists that fashion can not be seen as art, because the
vitality of art is invisible and higher than life, while fashion is a material product closely
related to daily life.

Secondly, most research on the combination of art and fashion is on luxury fashion. From
a business value point of view, Chailan (2018) believes that fashion brands show Avant-

grade brand characteristics and a more advanced image through artistic collaboration.
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Collaboration with art is a way for brands to upgrade products and enhance creativity and
brand influence (Kapferer, 2014). Through fashion collaborations with artists or art
institutions, the design elements of fashion brands can become more stylized, diverse, and
fresh., thus attracting the attention of consumers (Joy & Belk, 2022). The fashion bag
industry is facing de-commoditization changes due to the emerging markets of developing
countries (Conejo et. al., 2016). Mass fashion brands have strongly influenced traditional
luxury brands: The younger positioning of mass brands has prompted the transformation
of these traditional luxury brands (Truong et. al., 2009). While collaborating with artists is

an effective way for luxury brands to innovate and rejuvenate (Michel& Willing, 2020).

Thirdly, as there is a huge market potential for art and fashion cooperation, some
researchers pay attention to consumer needs of fashion art derivatives. Kim analyze the
fluence of visual art in fashion brands and tried to understand if art infusion can help to
enhance consumers' positive impression of fashion brands(Kim et. al., 2012). Hagtvedt &
Patrick (2008) argue that the sense of luxury would spill over from artworks into products,
leading to better product reviews by consumers. However, in contrast to a large amount of
design cooperation cases, the studies on art-derived fashion products from the perspective

of consumer demand is very limited.

In addition, the study collects a large number of related research on the characteristics of
fashion and art, so as to summarize the characteristics of fashion art derivatives. As shown
in Figure 4, the characteristics of fashion products, Ciarniené & VienaZzindiené (2014)
advocates that the characteristic of the fashion industry is “volatility, velocity, variety,
complexity and dynamism” (p. 63). Fashion has aesthetic value and attracts consumers
through its external aesthetic sense (Saisselin, 1959). However, as a commodity, the
commercial attributes of fashion products are its most basic characteristics. Fashion
products are used by consumers and have use value (Zelenko, 1981). The relevant analysis
of the characteristics of artworks is comprehensive. A large number of art critics, and art
research literature provide interpretations on the characteristics of art for this study. It can
be seen that art has aesthetic value, and is a reaction of social culture, with strong cultural

value. In addition, art has stronger vitality than other types of objects. No matter the original
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pottery or Renaissance artworks they still retain their artistic vitality and are constantly
being passed down and moved by generations of people. In addition, it is often said that art
has no borders and that excellent works of art can be loved by people of different regions

and races (Wang, 2010).
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Figure 4 The characteristics of fashion products and artworks |

Based on the above explanation of art and fashion, Figure 5 illustrates the position of
fashion art derivatives, art derivatives versus normal fashion products, artworks in the 2*2
dimension. Due to the biggest difference between art derivatives and common fashion
commodities lies in artworks’ cultural, aesthetic, and spiritual value, which need to be
inherited and reflected in derivatives through innovation (Kapferer, 2014. 375). Jiaru and
Kim (2020) admitted that, by cooperating with artists, fashion products could stimulate the
emotional characteristics of artworks. The value of art derivatives comprised the value of
art itself and the value of its art carrier (Zhang, 2017). Zhang (2019) affirmed that the

personal charm of an artist could contribute to the enhancement of the individuality of
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fashion brands.
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Figure 5 The characteristics of fashion art derivatives

2.2 Review of sustainable fashion

Fashion and sustainability seem to be a pair of contradictory words (Chouinard, 2008).
Fashion is characterized by innovation (Aakko & Koskennurmi-Sivonen, 2013)and fashion
is always pursuing change. As a result, the rapid development of the fashion industry makes
it face serious social problems, such as environmental degradation, the exploitation of labor
in undeveloped areas, excessive chemical substances and water consumption, and harm to
animals (Flether, 2013). What's worse, irresponsible consumption propaganda and planned
obsolescence fast fashion industry bring endless harm to our society (Bly et al., 2015).
Thus, sustainable fashion has emerged as a widespread term that try to reduce the harm to
the environment and society. Since 2001, a lot of research on sustainable fashion has begun
to emerge, and has reached a peak of research in 2017 (Mukendi et al., 2020). Therefore,
it can be said that the research scope of sustainable fashion is the whole process of fashion
products from design and production, supply chain, sales and marketing, consumer
purchase and use, to the termination of product service life and recycling. Since this
research is based on the correlation research of two key factors of consumer demand and

design of sustainable fashion, In the following, literature review will be conducted on both
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sustainable fashion consumption and sustainable fashion design. Through combination

with the relevant theories of sustainability in recent years, this study will understand the

current research basis and find out the existing research gap. Table 2 shows the main

previous study on sustainable fashion consumption and design.

Table 2 Previous study on sustainable fashion consumption and design

Categories Author

Tey, Y. S., Brindal, M., &

Dibba, H. (2018)

Lundblad, L., & Davies, I.

A. (2016).

Mukendi et al. (2020)

McNeill & Moore (2015)
Sustainable

fashion and

consumption

Han et al., (2017)

Title

Factors influencing willingness to pay for sustainable apparel: A

literature review

The values and motivations behind sustainable fashion

consumption

Sustainable fashion: current and future research directions.

Sustainable fashion consumption and the fast fashion conundrum
fashionable consumers and attitudes to sustainability in clothing

choice

Staging luxury experiences for understanding sustainable fashion

consumption: A balance theory application

Branddo & da Costa (2021)Extending the theory of planned behaviour to understand the

Bly et al., (2015).

Niinimaki, (2012)

Sustainable |Alberta Bernardi et al.

fashion design |(2022)

Fletcher, K. (2013)

effects of barriers towards sustainable fashion consumption

Exit from the high street: An exploratory study of sustainable

fashion consumption pioneers

Proactive fashion design for sustainable consumption.

Key success factors to be sustainable and innovative in the textile

and fashion industry: Evidence from two Italian luxury brands.

Sustainable fashion and textiles: design journeys.
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Aakko & Koskennurmi, |Designing sustainable fashion: Possibilities and challenges

(2013)
Armstrong & LeHew Sustainable apparel product development: In search of a new
(2011) dominant social paradigm for the field using sustainable

approaches

Claxton & Kent (2020)  The management of sustainable fashion design strategies: An

analysis of the designer’s role

2.2.1 Sustainable fashion consumption

Sustainable development is defined as “development that meets the needs of the present
without compromising the ability of future generations to meet their own needs” in Our
Common Future, also known as the Brundtland Report (Keeble, 1987). As the nature of
fashion is based inherently on the continuous process of change and the pressure to become
new or be perceived as new, the fashion industry always strives for novelty, producing new
garments in response to fast-moving consumer demand. Conversely, the term ‘sustainable’
is essentially associated with longevity or maintenance at a certain level,; it is derived from

the function of ecosystems that assist themselves over periods of time.

Fashion is also a complicated concept to define. Fashion can be a broad concept, including
one in a certain period or region in the field of clothing, lifestyle, and so on. Fashion can
be seen as a cultural industry that establishes the aesthetic and practical dimensions of our
clothing habits. Researchers of fashion philosophy regard modern fashion consumption as
a tragedy. Svendsen (2006) stated that fashion can be seen as an aesthetic philosophy or
ideology of consumption, and modern fashion consumption is no longer driven by demand
but by desire. According to the famous fashion philosopher Georg Simmel, the objective
spirit of modern fashion consumption overwhelmed the subjective spirit, which causes the
subject to passively always follow changes in fashion trends (Wild, 2016). Jonathan
Chapman(2009, 31) states a trend from “Human-to-human engagement” to “Human-to-

product engagement”, which contributes to endless desires and a wasteful society. Fashion
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is irrational, and its key feature is the pursuit of ‘new’, which leads to the tragedy of fashion
consumption (Svendsen 2006; Zhang Aihong 2015). Mukendi et al (2020). sorted out 465
articles of research significance from 6200 studies related to the theory of sustainable
fashion, and divided sustainable theory into two types, "pragmatic change" and "radical
change". The pragmatic change is a step-wise approach to promote sustainable fashion,
which retains traditional models and sales channels. A radical change insists on a
fundamental revolution, which holds a negative attitude towards the previous fashion
industry and hopes to achieve sustainability through the innovation of fashion. Both
theories of sustainability involve the process from production to purchase, use and

recycling.

According to ‘the fashion system’ by Barthes (1990), the difference between practical,
functional fashion products and fashion images leads to the ‘continuous desire’ of fashion
consumption(Cox et al., 2013). Users’ participation may promote attachment but is not
necessarily positively correlated with products’ lifespans because consumers will treasure
the products rather than use them. Scholars advocate for ethical fashion, and the overlap of
fashion and sustainability started its movement in the early 2000s. Currently, more
consumers are concerned about fashion ethics, and consumers are willing to pay more for
sustainable fashion (Niinimiki, 2012). Fletcher (2012) believed that sustainable fashion
lies not only in the sustainable research of materials and styles themselves but also in the
sustainable research of consumers’ consumption behaviors. Fletcher further indicated that
there is no practical benefit for the fashion industry in extending the product’s life cycle,

so it is effective for consumers to extend the durability of fashion products proactively.
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2.2.2 Sustainable fashion design

Design is an important bridge between consumer needs, social economy, and culture, as
well as the ecological environment. The importance of design to the sustainability of all
aspects of the fashion industry is beyond doubt. The design will affect and even determine
the sustainability of all aspects, including the selection of raw materials, fabric production,
printing and dyeing, production, marketing, use, and final recycling(Armstrong & LeHew,
2011; Lawless & Medvedev, 2016). Hur and Cassidy further emphasized that the early
design and development process can affect 80% of the life cycle of a product, but many
design practitioners lack an understanding of sustainable design and adopt very limited
methods for sustainable design (Hur & Cassidy, 2019). As figure 6 shows, today's
sustainable products can rely on professional sustainable software in the design phase, such
as, Life Cycle Analysis (LCA), Eco-design Web, and The Life-Cycle Design Strategy
(LiDS) Wheel. However, there is a lack of understanding and use of these existing
sustainable design tools (Kozlowski et al., 2019). However, existing tools mainly focus on
evaluating existing products and their impact on the environment, and tools are less focused
on innovative design solutions to support sustainability. Thus, there is lack of design-

oriented approaches and tools to support sustainability in fashion design.

Methods of Sustainable Fashion Design
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Figure 6 The methods of sustainable fashion design
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However, designers often find it difficult to balance other design criteria such as aesthetics,
style, color patterns of fabrics, and cost with sustainability. For example, Kumar suggests
promoting sustainability by combining traditional crafts with fashion. The use of traditional
techniques such as embroidery, batik dyeing and pleat can enhance the appearance and
beauty of clothing and thus make clothing have a longer life cycle (Rajeev Kumar &
TJPRC, 2017), but these methods are often time-consuming and require more funds.
Therefore, a large number of researches on sustainable fashion focus on the research and
development of environmentally friendly fabrics for clothing (Ibharim & Tajuddin, 2021).
According to Braungart and McDonough (2009), sustainable fashion needs to be
sustainable from raw materials, and it is recommended to achieve sustainability through
material recycling and reuse. Fletcher advocated the design for recycling (DFR) as well as
design for disassembly (DFD) which take the source of clothing fabric as the starting point
of sustainable design (Fletcher, 2012). Besides, environmentally friendly dyes, printing,
and surface treatments of fabrics can also take into consideration as sustainable design
strategies. A theoretical model of "considered take and return" is drawn by (Aakko &
Koskennurmi-Sivonen, 2013), which advocates sustainable design from the source,
improves the functional design of clothing, and encourages slow fashion design. On this
basis, people's understanding of the importance of environmental protection has been
further improved due to the ravages of COVID-19 around the world. Niu, et al. (2020)
emphasized that the worldwide pandemic impact is an opportunity to re-adjust traditional
clothing purchasing and wearing habits and suggested simplified and neutral clothing style
design as a method of sustainable design. Niu, et al. (2020) further suggests removing the
complicated decoration and advocating green environmental protection.

Therefore, it is suggested that sustainable fashion design should have very clear goals and
concepts to practice sustainability. It can be seen that the current approach to sustainable
fashion design focuses on the sustainability of clothing fabrics and sustainability from the
perspective of clothing recycling and reuse (Claxton & Kent, 2020). However, fashion is
an extremely complex system, and consumer attitudes and emotional needs have a great

impact on the sustainability of clothing, but related research is still relatively scarce.
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Mukendi et al (2020) believe that design is necessary to meet the needs of consumers in
terms of design concept, process and production from the perspective of consumer
preferences and the complexity of sustainability. Niiniméki (2012)advocated a sustainable
design for fashion products that through emotional satisfaction and enhancing the quality
of products can extend the fashion products’ lifetime. Kate Fletcher (2012), who explores
the optimized fashion lifecycle in her book Sustainable Fashion Design, says that clothing
is discarded not because of quality, but because the user's emotion for the garment is lost.
Therefore, it is very necessary to conduct further research on sustainability from the

perspective of emotional needs.

2.3 Review of emotional durability and Aesthetic emotion

Consumption of fashion products includes three main aspects, the purchase, use procedure,
and discarding (Mukendi et al., 2020). These three aspects are directly related to the
psychology of consumers. Therefore, based on the understanding of fashion and
sustainability, this study will further explore the innovative methods of sustainable design
from the perspective of consumers’ emotional needs towards fashion products. This study
mainly studies and sorts out the literature from two aspects: the Emotional durability of

fashion products and the aesthetic emotion of fashion products.

2.3.1 Emotional durability of fashion products

As early as the end of the last century, scholars began to pay attention to the impact of
emotion on sustainable design. Jonathan Chapman, an important scholar in the study of
sustainable design, is an important advocate of Emotionally durable design, Through the
emotional test of more than 2,000 electronic product users, he proposed six main factors
that affect durability and influence effectiveness. Among them, "Narrative™ accounts for
the highest proportion (24%), which mainly comes from the special connection between
consumers and products, such as access methods or special story expression of products.
In addition, the "Surface", that is, the physical changes of the product during use, and the

"Detachment” ability of the product, whose function and connotation are gradually
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discovered during use, both play an important role in prolonging the life cycle of the
product(Chapman, 2009). Besides, Donald A. Norman, a famous cognitive psychologist,
divided emotional design into three levels: the instinctive level, the behavioral level and
the reflective level (Bagnara & Smith, 2006). Fashion products mainly trigger consumption
desire from instinctive sensory stimulation, which is easy to cause consumers to lose
interest and discard after a short period of use of the products (Norman, 2002). There is an
important connection between the weak durability problem of Volkswagen products and

the "planned obsolescence design™ initiated by General Motors (Wang & Zhang, 2011).

Studies show that the actual service life of many products is only about 60% of the
reasonable life of items (Ji &Lin, 2022). However, studies show that when people assign
specific values to products from emotional aspects, they will cherish and use these products
more carefully, and they are willing to continue to use them through repair even if they are
damaged. From this point of view, enhancing emotional durability design can also be

regarded as the advocacy and inheritance of the good virtue of industriousness and frugality.

In 1966, Raymond Vernon, an American economist, put forward the product life cycle
theory, which pointed out that once a product came out, it would go through the process
from birth to maturity until aging (Vernon, 1966). Current product life cycle theories are
mainly divided into two types: the economic life cycle of marketing and the material life
cycle of sustainability theory. From the perspective of economic life cycle, product life
cycle refers to the effective marketing time after the product is put on the market. From the
perspective of sustainable design, the life cycle of a product is the whole process from the
extraction and processing of raw materials, use, recycling and final waste disposal. As we
all know, modern fashion updates are constantly accelerating. There is always a gap
between the image and function of the product and the latest fashion products advertised
by the media, which leads to the "continuous desire" of fashion consumption
(Barthes,1990). As Barthes (1990) emphasized in The Fashion System, the intrinsic value
of fashion products is gradually missing. In the past, people need to pay more money, time
and labor to get the clothes they desire, and they have strong emotional sustenance for the

purchase of clothes. However, nowadays, fast fashion allows consumers to constantly
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update their wardrobe at a low price, and users' feelings for clothing become more shallow.
Clothing has become a "lifelessly object” and a "means to achieve business goals". Thus,
how to improve the intrinsic emotional value of products is an effective way to study the
improvement of product durability. Chapman (2009) proposed factors to improve product
durability based on consumers’ behaviour and experience, among which narrative, surface
and attachment are confirmed to account for the heaviest proportion in the experimental
results. Burns (2010) categorises the causes of products obsolescence, which include

aesthetic, social, technological and economic.

Norman (2003) concluded three levels of design: reaction level, routine level and reflection
level. Norman believed that the real aesthetic feeling comes from the level of reflection,
which goes beyond appearance to the overall impression and deep thinking of the product.
Concurrently, he believed that most fashion products achieve pleasing effects through
sensory stimulation belonging to the instinct level. Besides, the real aesthetic feeling comes
from the level of reflection, which goes beyond appearance to the overall impression and
deep thinking of the product. Through the combination of Fletcher’s concept, it can be
realised that the research of consumer behaviour and the reflective of products need to be

considered.

2.3.2 Aesthetic emotion

The process of aesthetic emotions is complicated. Regarding the perception of artistic
aesthetics, traditionally, the interpretation of aesthetics is often associated with the positive
emotional response related to beauty. Contemporary art critics hold the opinion that the
aesthetics of artworks can generate both positive and negative (Shimamura 2012). Li (2013)
proposed four main measurement items for psychological research on aesthetic experience:
reaction time, fluency of cognitive processing, pleasure and arousal, and cognitive load.
Wang described art appreciation as a complex thought activity of ‘sensual pleasure and
rational satisfaction’ (Wang, 2010, 99). The complexity of the aesthetic process can thus

be found.

Artistic aesthetic emotion is subjective. So it is essential for viewers to have high arousal,
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attention and cognitive engagement to achieve aesthetic experience. Creusen and
Schoormans (2005) believed that aesthetic value expressed by the shape, colour or size of
characteristic products is very personalised and varies from person to person. Besides,
Wang (2010) pointed out that the emotion of art is constant from creation to appreciation.
The aesthetic emotion contains abundant rational factors, and the sympathetic emotion

aroused by the aesthetic process will remain an aftertaste in the heart of the object.

Figure 7 shows the relationship between Russell’s emotional level theory and chapman’s
emotional durability theory. The aesthetic process is pleasurable. Russell (2003) argued
that aesthetic value and hedonic value appear simultaneously. Successful product design
often provides consumers with these two values (Li, et al., 2013). Neuroscientific research
has confirmed that aesthetic visual stimuli are associated with higher reward values in the
brain than ugly visual stimuli (Cap¢ et al., 2008). “visual properties bear the potential be
aesthetically experienced or at least affect aesthetic preferences”(Leder et al, 2004, 490).
According to Bloch et al. (2003) the aesthetic response to a product is a positive emotional
response. Products with high aesthetic value can trigger stronger profit-oriented emotions,
such as happiness and excitement (Desmet et al., 2001). Related research demonstrated the
positive emotional impact of ‘art infusion’, arguing that the sense of luxury would spill
over from artworks into products, leading to better product reviews (Hagtvedt & Patrick,
2008). Jiaru and Kim (2020) admitted that, by cooperating with artists, fashion products
could stimulate the emotional characteristics of artworks. Related research demonstrated
the positive emotional impact of ‘art infusion’, arguing that the sense of luxury would spill
over from artworks into products. Based on the above relevant theoretical research,
aesthetic emotion is characterised by complexity of process, subjectivity, emotional
continuity and aesthetic pleasure. The complexity and subjectivity of the process of art can
promote the expression of narrative, while the persistence of emotion and aesthetic pleasure
can enhance attachment emotion. Besides, according to the interpretation of fiction
(Chapman, 2009), consumers feel delighted through an in-depth understanding of the

product, which is consistent with the emotion of fiction.

35



Therefore, it can be seen that enhancing artistry in the product may help consumers reflect
complex artistic emotions in the process of relationship with the product through purchase
and use. Such a design method based on a reflective layer may be helpful to improve a

product’s emotional durability.
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Figure 7 The relationship between emotional level theory and emotional durability
theory

2.4 Conspicuous and inconspicuous consumption

Collaboration with artists was taken as a method for luxury brands to maintain their
uniqueness. Therefore, the research on art-derived fashion products cannot jump out of the
research on luxury garments. However, the cooperation between fashion and luxury
garments has been studied in both commercial value for luxury brands and how artists can
enhance their own popularity through fashion cooperation. This study innovatively
discusses the effectiveness of art derivatives towards the non-conspicuous consumption of

fashion based on the research purpose of sustainable fashion. In the process of collecting
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and organizing the cases of cooperation between art and fashion, it is gradually found that
the highly conspicuous brand logo of fashion products is constantly replaced by artistic
images. Therefore, in the study of fashion luxury consumption, the increasingly important
relationship between non-conspicuous consumption and art-derived design will be

reflected.

2.4.1 Conspicuous consumption

The term “conspicuous consumption” can be traced back to Thorstein Bunde Veblen’s
prominent book, The Theory of the Leisure Class (Banta, 1973), which describes the term
as the wealthy class showing off their economic power, wealth, and status to others through
extravagant consumption. Previous studies have mostly defined “conspicuous
consumption” as the behavior of purchasing goods of high quality and high price (Bagwell
& Bernheim, 1996). Veblen and Galbraith pointed out that conspicuous consumption
mainly has two motives: discrimination contrast consumption and status-promoting
consumption (Banta, 1973). Discrimination contrast consumption means that the higher
classes want to be distinguished from the lower social class through conspicuous
consumption. Status-promoting consumption is when a lower social class emulates a higher
social class through conspicuous consumption, thereby promoting its own social status. A
similar argument is that there are two typical consumer tendencies in luxury consumption,
namely, the Bandwagon and Snob Effects (Kastanakis & Balabanis, 2012). These
motivations are similar to the bandwagon effects and snob effects often mentioned in
relation to fashion consumption. The main characteristics of bandwagon effects are
conformity and assimilation (Bindra et al., 2022); however, bandwagon effects emphasize
attachment to a certain group rather than showing off, while status-promoting consumption
emphasizes the realization of class crossing through consumption. Discrimination contrast
consumption, conversely, means that higher classes want to be distinguished from lower
classes through conspicuous consumption. Discrimination contrast consumption is similar
to snob effects in that it reduces the consumption of a certain product that people are keen
to buy and turns to the consumption of unique and niche products to show their uniqueness

(Das et al., 2021).
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Conspicuous consumption is influenced by individualism and materialism ((Ptudowska et
al., 2021). Therefore, when conspicuous consumption continues to expand and
individualism cannot be realized through conspicuous consumption, the psychology and
demand of discrimination contrast consumption manifested as conspicuous consumption
slowly turn to inconspicuous consumption. Throughout history, however, conspicuous
consumption has become more visible in the discrimination and comparisons of the upper
classes due to the relative scarcity of materials and the long-standing ban on luxury goods.
Take the prohibition of luxury goods in ancient Rome as an example, the power class
passed laws to restrict the gradually emerging wealthy people from sending signals through
a lavish lifestyle (Dari-Mattiacci & Plisecka, 2010).The same happened in ancient China,
valuable colors, as well as precious jade decorations, were not available to ordinary people.
In this social context, the social significance of having a luxury that can only be used by
the privileged is self-evident. However, with the development of the social economy,
today’s conspicuous consumption has become a common mass consumption behavior. The
extensive population mobility further encourages people’s desire to identify themselves
through conspicuous consumption (O’Cass & McEwen, 2004). In addition, the popularity
of credit cards has allowed more ordinary people to spend in advance, making it easier to
buy luxury goods and encouraging conspicuous consumption among the middle class
(McCollough, 2020). Previous studies have found that the motives for conspicuous
consumption differ according to gender (Segal & Podoshen, 2013). Conspicuous
consumption by men aims at embodying status and wealth and attracting women; however,
the direct motivation for women’s conspicuous consumption is the comparison with other
women and the psychology of vanity (Wang & Griskevicius, 2014). But with the
improvement of women's social status, women's consumption are also more rational and
independent (Titton, 2019). And more women are starting to think about the sustainability
and ethics of fashion. In terms of regional conspicuous consumption, Chipp et al. ( 2011)
argued that conspicuous consumption is more pronounced in less economically developed
regions. Long-standing restrictions on consumption in emerging consumer markets have

led to conspicuous consumption psychology, meaning goods imported from developed
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countries are more attractive in underdeveloped or emerging consumer markets. In other
words, when the market expands, consumers gradually step out of the psychology of
conspicuous consumption and spend more rationally, linking the gradual emergence of a

trend of inconspicuous consumption with the development of the economy.

2.4.2 Inconspicuous consumption

Luxury for the masses and the death of class are important causes of inconspicuous
consumption (Eckhardt et al., 2015). Newly affluent consumers tend to obtain social
recognition by imitating the luxury consumption behavior of the upper class and
distinguishing themselves from the “ordinary people” with lower consumption abilities.
Thus, the symbolic function of luxury goods weakens, and the upper class begins to
deliberately avoid “popular” luxury goods (Berger & Ward, 2010). Previous studies have
defined inconspicuous consumption as avoiding obviously labeled consumer goods and
using subtle signals to help people communicate and understand each other(Berger & Ward,
2010; Han et., 2010). Inconspicuous consumption products usually carry subtle labels that
are understood and appreciated only by a limited number of people(Eckhardt et al., 2015;
Zhan & He, 2012). However, Pludowska et al. (2021) argued that this explanation of
inconspicuous consumption is overly narrow and proposed two types of inconspicuous
consumption: cost-of-information inconspicuous consumption and cost-prohibitive
inconspicuous consumption. Cost-of-information inconspicuous consumption refers to the
consumption habits of people who have a disciplined life They are willing to pay more than
for ordinary goods to buy low-carbon and environmentally friendly goods but look for low-
key and simple commodities. Cost-prohibitive inconspicuous consumption is biased
toward experiential consumption, such as education, self-investment, and travel. These
high expenses are mainly focused on high quality and environmental health, reflecting
effective cultivation and, thus, personal values and uniqueness. In a broad sense,
inconspicuous consumption can be considered as the consumption behavior of more
refined consumers with an elevated taste that focuses on personal experience and high

quality.
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People who stand at the top of the pyramid intentionally distance themselves from the
image of luxury symbols to obtain wider social recognition by conforming to the behavior
of the mass group (Belk, 1985). There are three main forms of non-conspicuous
consumption: shunning obvious brand logos, avoiding products with high visibility and
recognition, and paying extra attention to cultural and spiritual experiences (Zhao, 2019).
With the maturing of consumer psychology, increasing numbers of consumers demonstrate
inconspicuous consumption psychology and behaviors, preferring low-key and rational
consumption (Eckhardt et al., 2015). In purchasing luxury goods, more consumers tend to
pay attention to intangible elements such as a sense of quality, cultural artistry, and
experience instead of superficial, formalized, and tangible symbolic elements. Additionally,
Eckhardt et al. (2015) suggested that it is necessary to consider whether inconspicuous

consumption is a new way of showing off.

Figure 8 illustrates this process and the main reasons for the formation of inconspicuous
consumption. Firstly, in the traditional conspicuous consumption stage, due to the obvious
social class status, material shortage, and many other social factors, discriminatory
conspicuous consumption was formed (Belk, 1985). This kind of consumption is obvious
in the consumption of luxury products that are more difficult to obtain or require a lot of
labor cost and time cost to make. Conspicuous consumption has become more visible in
the discrimination and social comparisons of the upper classes due to the relative scarcity
of materials and the long-standing ban on luxury goods. Then, the second stage is the
prevalence of conspicuous consumption. Social welfare and public education has brought
cultural homogenization which weakens the boundaries of consumption classification. And
luxury for the masses and the death of class are important causes of inconspicuous
consumption (Eckhardt et al., 2015). In addition, the popularity of credit cards has allowed
more ordinary people to spend in advance, making it easier to buy luxury goods and
encouraging conspicuous consumption among the middle class (McCollough, 2020). As
the symbolic function of luxury goods weakens and the upper class begins to deliberately
avoid “popular” luxury goods (Woodside, 2012), when the market expands, consumers

gradually step out of the psychology of conspicuous consumption and spend more
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rationally, linking the gradual emergence of the trend of inconspicuous consumption with
the development of the economy (Halwani, 2021). Thirdly, the rise of inconspicuous
consumption, consume luxury goods no longer for showing off, but for the pursuit of high-
quality life, especially in countries such as France and Italy, which have a tradition of
luxury consumption(Sedikides & Hart, 2022). Besides, consumers are aware of the
negative effect of conspicuous consumption, which causes them to appear narcissistic and
brings about debt (Sedikides & Hart, 2022), which in turn leads to more sensible
consumption. Social factors have led to the gradual collapse of the basis of conspicuous
consumption, and inconspicuous consumption has become a new consumption orientation.
With the maturing of consumer psychology, increasing numbers of consumers preferring
low-key and rational consumption (Berger & Ward, 2010; Eckhardt et al., 2015). In
purchasing luxury goods, more consumers tend to pay attention to intangible elements such
as a sense of quality, cultural artistry, instead of superficial, and tangible symbolic elements

(Eckhardt et al., 2015)

Previous studies have defined inconspicuous consumption as avoiding blatantly labeled
consumer goods and instead using subtle signals to help people communicate and
understand each other. However, Pludowska et al. (2021) argued that this explanation for
inconspicuous consumption is overly narrow, and proposed two types of inconspicuous
consumption: cost-of-information inconspicuous consumption and cost-prohibitive
inconspicuous consumption. Cost-of-information inconspicuous consumption refers to the
consumption habits of people who have a disciplined life. They are willing to pay more
than for ordinary goods to buy (e.g.) low-carbon and environmentally friendly goods but

look for low-key and simple commodities.
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Figure 8 Influential elements of conspicuous and inconspicuous consumption.

2.5 Synthesis of research findings

Figure 9 shows the relationship between the four parts of the literature review in this section.
According to the definition and development of relevant literature on art derivative, fashion
art derivative possesses commercial value, aesthetic value, and functional value with
creative and spiritual significance. Different from common fashion products which pay
more attention to the development of commercial value and satisfies basic use function,
fashion art derivatives pay more emphasis on artistic expression. In addition, some fashion
art derivatives can also have the characteristics of longer vitality than ordinary products

because of the transfer of artistic value.

Besides, aesthetic emotion is characterized by complexity of process, subjectivity,
emotional continuity and aesthetic pleasure. The complexity and subjectivity of the process
of art can promote the expression of emotional durability elements, such as narrative and
attachment. Therefore, through collaboration with artists or art institutes, fashion product
may help consumers reflect complex artistic emotions to improve fashion product’s
emotional durability. Artistic derivatives can transform certain artistic emotions into

fashion products and enhance the emotional value of fashion products.
In addition, the rich connotation of artistic derivation can not only arouse aesthetic feelings
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but also conform to the characteristics of inconspicuous consumption which emphasizes
internal value. Inconspicuous consumption products usually carry subtle labels and
emphasize the cultural connotation behind the products and avoid the consumption of
superficial symbols. Rather than showing off the characteristics of consumption which is

similar to the characteristics of artistic derivation.

From the current literature review on sustainable design, it can be seen that the
sustainability of clothing has always been a problem that perplexes society and is also a
problem that the fashion industry is trying to solve. At present, the research on the use of
sustainable design evaluation tools and the development of sustainable fabrics is relatively
in-depth, but research on the promotion of sustainable fashion from the emotional aspect
is very scarce. Therefore, this study advocates art-derived design methods to enhance the
intrinsic and emotional value of fashion products with artistic emotion and artistic
aesthetics, so as to achieve sustainable design, which is of great research significance and

innovative in theoretical research.
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Figure 9 The synthesis of research findings
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Chapter 3 Product classification and design method art

derivatives

The third part of the dissertation is to sort out and analyze the classification methods and
main design methods of art derivative products. This will help to understand the research
scope of fashion art derivatives and support relevant samples for further analysis. Besides,
the classification and grouping of design methods lay a foundation for Study 1 and Study
2. Some of the content of part three comes from the analysis of the product classification
and design method of art derivatives mentioned in the previous references. Some comes
from the relevant information in the official websites of fashion brands and online stores

of art institutions participating in art derivative design.

3.1 Product classification of art derivatives

Based on the literature review of art derivatives, this study classified art derivatives in three
categories according to function, theme, and artistic form (Fig. 10). This classification can
clearly explain the type and scope of products involved in the fashion art derivatives of this
study. Accurate and comprehensive classification can help to determine the scope of

research.
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Figure 10 The classification of art derivatives
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3.1.1 Classification according to the function

According to the practical functions, art derivatives can be divided into two types, that is
derivatives with practical functions and non-use, experimental derivatives.

Derivatives with practical functions include clothing, household goods, stationery, and
many other category products which not only continue the characteristics and beauty of the
artwork but also has practical value. Take the product classification on the official website
of the British Museum shop and the Palace Museum shop of China as an example, there
are many similar product types between the two museum stores, that fashion is one of the
major categories which belongs to the derivatives with practical functions. As shown in the
figure 11, jewelry, fashion, and accessories can be seen in the two museum stores. In
addition, the British Museum also has products specially developed for children, which
involve children's clothing products. As practical derivative products, after absorbing
iconic elements from the original artworks, fashion products have become more valuable,
which have a connection with the original while maintaining independence. Thus fashion
art derivatives have a wide range of markets, and the importance of related research is
beyond doubt. The counterpart of practical derivatives is experiential derivatives which are
mainly composed of a game or theme park adapted from the artistic symbols in film and

television and animation works.
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Figure 11 Product classification of the British Museum shop and the Palace Museum
shop
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It can be seen that the products in museum art stores are basically products with use
functions, rather than used. Experience-based art derivatives have become increasingly
popular in recent years, and the most popular one is NFT (Non-fungible Token). Consider
the case of Blake Kathryn, a 3D artist with a surrealist futuristic aesthetic whose
multidimensional creations span a wide range of subjects and industries. Catherine is
currently one of the leading digital artists in illustration, icon and branding. Kathryn have
cooperated with fashion brands such as Jimmy Choo and Fendi, which can be shown in
figure 12. In addition, the famous artist Takashi Murakami is also keen to release digital

encrypted art products on NFT platforms.

‘_.

Figure 12 NFT art derivatives by Kathry

3.1.2 Classification according to the theme

Through sorting out the design works of art derivative products, it is found that art
derivative products seem to have many types of products, but their basic themes are fixed.
Art derivatives can be divided into four types according to the theme, they are Cross-border
cooperation derivatives, Exhibition theme derivative, Festival limits derivatives, and Film

and anime theme derivatives.

Cross-border cooperation derivatives

Because of the added value of art, art derivatives will be favored by brands in business,
thus giving rise to derivatives of cross-border cooperation. The diversity of art derivatives

makes the objects of cooperation also diversified. Cross-border cooperation derivatives
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have two main modes, that is cooperation between institutions and brands, and cooperation
between artists and brands.

Firstly, is Art institutions collaborate with fashion brands. Some brands with cultural vision
hope to improve the added value of their products, and they will cooperate with institutions
related to culture and art to improve the cultural attributes of their products, so as to achieve
topical and profitable effects by means of art. Among them, fashion brands or some
household brands often use this cooperation strategy. The museum also hopes that through
cooperation with the outside world to enhance their own cultural influence, while the
income from the cooperation is incorporated into the daily operating expenses of the
organization. For example, the classic cases include the cooperation between the Taipei
National Palace Museum and the famous Italian designer Alessi, the collection of sneakers
developed by China Dunhuang Art Academy and Sports fashion brand Li Ning in 2020 are
typical cases of cooperation between brands and institutions. There are basically two types
that art institutions can corporate with fashion brands: the combination between art
institutions and fashion brands and art institutes carry out independent research and
develop fashion art derivatives for their own art shops.

Then is the artists collaborate with fashion brands. The relationship between fashion brands
and art seems to be inextricably linked, especially for luxury brands with artists.
Collaborations between artists and fashion brands can take two forms, artists can directly
cooperate with fashion brands and participate in the design of fashion derivatives, taking
fashion products as a material carrier to convey their own artistic ideas. Besides, Artists
can grant fashion brands the right of their artworks by means of artistic authorization, and

the fashion designers can make appropriate innovations based on the original artworks.
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Exhibition theme derivative

Specific exhibitions by artists or representative artwork of art institution often accompanied

by artistic derivatives of the relevant exhibition theme. Take The British Museum Shop as

an example, its official website store is dedicated to artworks inspired by its collection or

specific art exhibitions. Including, inspired by Ancient Egypt, Inspired by Greece, Inspired

by Lewis Chessmen, etc. As Figure 13 shows, There are 53 fashion products under the

ancient Egypt theme, and 11 fashion products the Ancient Greece theme of the British

Museum shop.
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Figure 13 The theme of art derivatives of four museum shops

The importance of fashion in the museum's thematic art derivatives is visible. In addition,

in the website of the art store of the Victoria and Albert Museum in the UK as well as the

Palace Museum in China, fashion art theme derivative are profound in different art theme
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exhibition. This shows that the study museum thematic derivatives are an important design
method research content of fashion art derivatives, based on this, this study will carry out

a specific analysis on the design method of museum art derivative products in study]l.

Festival limits derivatives

Festivals can create huge business opportunities. The development of derivatives will refer
to the sales mode of festivals. Festival theme derivatives vary differently in countries and
regions because the regional customs and festival culture are distinctive. For example, in
winter, China will launch many art derivatives according to the festival theme of the Spring
Festival. Many art institutions or artists are involved in the design and promotion of related
derivatives. For instance, in the special collection “Lunar New Year 2022 the French
fashion brand Dior and the American artist Scharf cooperated to create the totem series of
tiger stripes, which mainly reflected the Chinese charm with blue and white porcelain. In
addition, Gucci launched a special collection of clothing inspired by the early paintings of
the brand illustrator Vittorio Accornero in 2022 which is popular for its romantic and
artistic style. In addition, festival derivatives will also reflect seasonal characteristics, and
the design of festival art derivatives needs to take seasonality into account. Such as
Christmas holiday limited clothing products, often winter clothing which reflects a strong

festive atmosphere.

3.2 The derivate modes of art derivatives

3.2.1 Independent development

As the name implies, independent development means that institutions or individuals
develop art derivatives by themselves and supply the entire industrial chain, including sales.
This development mode can be close to the original intention of the developer, as well as
the temperament and spiritual connotation of the original work itself, and its advantages
are reflected in the following: first, the developer can fully control the design process of

the derivative products, have absolute autonomy over the derivative products developed,

49



and the products produced can best meet the requirements of the developer. Besides,
developers can make full use of their rich art background, rich collection resources and
other advantages to efficiently develop derivative products with unique styles, so that
consumers can form a better memory of the museum or art gallery when purchasing the
products. In addition, the self-development method eliminates the cost of commissioning
others to design, and the profits from the sale of art derivatives can maximally support
institutions and artists. For example, the development of art derivatives by Han Meilin, a
famous Chinese artist, belongs to the mode of authorization. The artist Han Meilin has a
perennial cooperative factory to help complete the production of products. The factory is
only mechanically executing electronic data and extremely explicit design ideas for art
derivatives. The cooperation over the years makes the cooperation between the artist and
the factory more tacit, guiding what kind of materials and what kind of process can better
achieve the effect. For some designers, as an intermediate link, there is often a big gap
between the design draft and the object, such as color difference, luster of the fabric, texture,
and fineness of the process, which are difficult to control and regulate (Zhou, 2016). The
art derivatives of the National Museum of China are also typical forms of independent
development. The National Museum of China has set up its own design department, which
is affiliated with the museum's exhibition planning and artwork department. In the design
and development process, the designer mainly designs independently, and then displays the
design scheme in the digital platform of the museum, and then cooperates with the
corresponding factory for production. The museum's own design department has a good
understanding of its own museum collection, so the design can achieve an in-depth

exploration of the value of the museum art.

3.2.2 Authorization development

Some institutions and individuals have difficulties with independent research and
development in the development of art derivatives and lack designers and product
production equipment proficient in creativity. Therefore, cooperation with commercial
brands to design and develop derivative products has become a common choice for

institutions, which has also given rise to institutions specializing in "art authorization", and
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among them, the crucial point is "authorization". art authorization covers the exploitation,
reproduction, operation, and marketing of artistic copyright. Internationally, the art
derivative market is called the "authorization" market, which essentially indicates that
"authorization" is the "core" for the development of art derivatives. At present, there are
three main forms of art authorization in the world: product authorization, digital
authorization, and original copy authorization.

Among them, product authorization refers to the cooperation relationship between the
brand and the artist or the owner of the intellectual property rights of the artwork to obtain
the authorization for the production of the artwork, and transfer the representative
characteristics of the artwork, such as shapes, patterns, and other images, to the product, so
that it becomes an art commodity with artistic characteristics that can be copied and sold.
Compared with ordinary products, art derivatives have higher added value. Digital
licensing refers to the acquisition of digital pictures of artworks by photographing the
original artwork and then applying the pictures to various kinds of media. Original
reproduction authorization is the right to obtain equal reproduction of the original artwork
for the sale of imitation products. For example, the reproduction of prints and the imitation
of artworks in the museum's collection. The art derivatives of the Palace Museum in China
are more in the form of authorized development. In 2011, the Palace Museum formulated
its product development guidelines to provide standard guidance for the development of
derivatives related to the Palace Museum. Besides, V&A Museum's art derivative
development system also belongs to authorization development. V&A Museum has
suppliers in many countries around the world, which can design and develop according to
local needs. However, the development is limited. Out of respect for artworks, the
development of derivatives is strictly limited, which also restricts the innovation of

derivatives to a certain extent.

3.2.3 Cooperative development

Some brands hope to improve the added value of their products and will cooperate with
institutions related to culture and art or cooperate with artists to develop specific products

by means of art to enhance the cultural attributes and social status of the brand. Therefore,
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cooperative development is a common means for the development of art derivatives.
There are many modes of cooperative development, depending on the identity of the
partner, most of them are two-party cooperation, or three-party cooperation, or even multi-
party cooperation, usually cooperation between institutions and manufacturers, or tripartite
cooperation between institutions and manufacturers and artists, etc. The advantage of
cooperative development is that it can realize the sharing of resources, and also make the
original art have a broader communication channel.

In addition, art brands are keen on of holding modern art exhibitions, take Salvatore
Ferragamo as an example, has been associated with the Biblioteca Nazionale Centrale,
Gallerie degli Uffizi, Museo Marino Marini and many other museums. Let the fashion
brand not only launch fashion products but also in the promotion of art and high-grade
style. Dior and Hermes have held many exhibitions in collaboration with artists. In addition,
some fashion brands even have their own museums, which often display exhibitions on
fashion-related topics. The fashion show of many fashion brands actually combines the
language of artists, and the fashion show becomes more like a visual art exhibition, which

is another place for art and fashion cooperation.

3.3 Design methods of fashion art derivatives

The cooperation between actual art and fashion has long existed. The famous Spanish
surrealist artist Dali cooperated with fashion (Cohen & Stone-Richards, 2021). In addition,
Pop artists represented by Andy Warhol can not only become the source of inspiration for
fashion brands, but also artists themselves are constantly approaching fashion and
cooperating with fashion brands, such as Louis Vuitton's cooperation with the famous
contemporary pop artist Yayoi Kusama and Jeff Koons (Castriota, 2022). These cases can
show that there are many similar attributes between art and fashion, so their boundaries are
difficult to distinguish (Kastanakis & Balabanis, 2012). In addition, LVMH, the world's
largest fashion group, is also regarded as the contemporary Medici, the patron of art,

constantly cultivating and supporting the development of art (Castriota, 2022). or the
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famous fashion designer Schiaparelli is also an art, is also fashion design works (Stent,
2011). It has been 16 years since the China-Korea fashion art Exhibition was held in China
in 2007, and a theme has been launched every year. The design cases provide a rich research
object for this study, based on this, as figure 14 shown, this research proposes three design
methods for fashion art derivatives, that is copying the images of artworks, reprocessing

the images of artworks, and diversifying the expression of artistic language.
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Figure 14 Design methods of fashion art derivatives
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3.3.1 Copying the images of artwork

The most common way of artistic derivation to reflect artistic elements in clothing is to
choose the image of the original artworks and then transfer it to the fabric through the
method of printing, The methods can be used in fashion products such as clothes, bags,
scarves and so on. It can be tried in almost any situation where the image can be applied,
but this approach is a common development method in the early days of the popularity of

art derivatives, and such derivatives tend to appear uncreative and crude.

3 Vencent &Yves Saint Laurent 4 Andy Warhol& Gianni Versace

Figure 15 Copying the images of artwork method

As figure 15 shows, image selection is the most widely used and most effective way in the
design strategy of art derivatives. The originality lies in the different processing methods
of an image used by designers. Such as zooming in locally or grabbing an interesting part
of the image and redesigning it. These wonderful parts are fully extracted and utilized to
make the products interesting and influential, and more attractive to consumers. Copying
and printing the images of artworks are the most used methods for art derivatives. Take the
V&A museum for example, as an internationally licensed museum in art and design, V&A
was founded at the Great Exhibition of 1851 in London and is now the world's largest

museum of decorative and applied arts. Its collections have many patterns, which can be

54



directly placed on the products, such as mobile phone cases. The database of the V&A
museum has established a completely digital system that supports the designer’s derivative
works. In addition, the bags of the "Master" series by Jeff Koons, the famous American
contemporary pop artist’s collaboration with Louis Vuitton, also uses the method of
copying the images of classic artworks. Jeff Koons takes the images of Van Gogh, Rubens,
Titian, Monet, and other Masters of the works the replica is directly printed on the surface

of the bag.

3.3.2 Reprocessing the images of artwork

Reprocessing the images of artwork is a more creative design method compared with the
direct copying of the image of the artwork. Designers seize a certain feature of the original
art (such as an ornament, font, pattern, color, material, or image) from the original art,
refine and highlight it for the redesign. After sorting out the relevant works, it is found that
there are two main ways to reprocess the image of the artwork. One is that the designer
absorbs the image of the artwork as inspiration and re-designs. The other is that artists
directly participate in the design and actively combine their own artistic characteristics and
symbols with the brand and product categories they participate in the design.

Firstly, it is a very common design method for designers to draw on the image of artworks
as inspiration for redesign. For example, the Palace Museum selected the famous dyeing
and weaving patterns of the clothes of the imperial concubines as patterns and applied them
to clothing products. However, the patterns are not used directly but restructured and colors
are reprocessed, and the clear logo pattern has a high degree of identification. These
patterns of the Palace Museum are widely used in the Tote bags and umbrellas in the
Museum shops. Compared with simple and direct pattern copying, this design strategy
obviously requires designers to have keen judgment and the ability to refine symbols, and
understand consumer needs and market needs, so as to design products that meet the public
aesthetic and maintain their own artistic quality in the process of continuous exploration.
In addition, Figure 16 shows other cases of designers redesigning artistic images. Among
them, No.1 is the cooperation model between the Louvre and the Japanese fashion brand

Uniqlo. The most representative work of the Louvre, Mona Lisa, is combined with the
55



classic works of Mondrian. The image of Mona Lisa is redesigned, the hand part is enlarged,
and the tone is reprocessed. Breaking the classical temperament of the Mona Lisa, the T-
shirt pattern is more fashionable. No. 3 also adopts a similar design method to segment and
integrate two classic oil paintings in the Louvre, reflecting a sense of modern fashion.

No. 4 shows the most famous example of artists participating in the redesign is the
collaboration between LV and Takashi Murakami. In the design cooperation, Murakami
carried out a rich imagination to design the new Monogram, the classic totem of LV, so as
to combine the century-old brand culture with the new artistic image and bring new
development prospects to the brand. After continuous creation and modification, in 2003,
Murakami made a design for the classic '"Monogram Multi' of LV. The unique application
of mushroom, cherry blossom and other patterns, created a "cherry blossom bag", that
attracted the attention of consumers. Before that, LV's classic pattern had always been three
colors. Takami Murakami replaced the original three colors with dozens of bright and
beautiful colors, which made LV's calm and even somewhat old style suddenly become
young and lively, and also won the love of young consumers and expanded the customer
group. Murakami also used his artistic style and work to redesign Louis Vuitton's flagship

store in Paris in 2006.

3 Louvre & A. cloud 4 Takashi Murakami & Louis Vuitton

Figure 16 Redesigning artistic images method
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It can be seen that the method of redesigning artworks can retain the characteristics and
temperament of artworks, but also in line with the needs of the structure and pattern
modeling of fashion products so that the product arrangement is more harmonious and

more fashionable.

3.3.3 Diversifying the expression of artistic language

Diversifying the expression of artistic language refers to the derivative expression of
artistic images in a way with diversified materials and three-dimensional design expression.
It can be mainly divided into two categories: Stereoscopic representation artistic language
and Semi-stereo, multi-material represents artistic language. Among them, part of the
three-dimensional representation of artistic images is aimed at three-dimensional artworks,
such as sculpture, fiber art, and other art forms, and the artistic images are reduced and
functionalized. Sculpture works are used as local decorations, such as necklaces, metal
decorative parts of bags, and local decorations of shoes. In addition, there are also planar
paintings after language extraction, and then converted into a three-dimensional form. This
way of expression in the museum art derivative has a variety performance.

In addition, the semi-stereoscopic artistic language which uses a variety of materials to
reflect the artistic language through texture effect, such as collage, fold, hollow out and
other processing methods. Compared with the planar artistic language, it is richer in the
aesthetic sense of technology. In addition, compared with the three-dimensional design
method, it has a wider usage space.

However, due to the cost of semi-three-dimensional processing, there are very few cases in

the current art derivative design. As shown in Figure 17(Dior Lady Art 2: Dior Taps 10

New Artists To Reinvent Their Signature Bag | Sleek Magazine (sleek-mag.com), the

famous Lady Dior handbag invites artists from different countries to participate in the
artistic design of the handbag. The artist's unrestrained imagination and superb artistic
expression have given Dior bags with new life, but the texture technology of these
handbags 1s complex, so it is only a limited product for high-end consumers. However,

these artistic designs can give inspiration to the fashion industry. Through technological
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innovation, it is also feasible to design and apply this semi-three-dimensional artistic

processing method in mass fashion products.

Figure 17 Lady Dior by artists
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Chapter 4 Methodology

4.1 A Summary of Research Design

This study mainly uses questionnaire survey and professional evaluation method to obtain
data and further carry out analysis. Study 1 is an analysis of the effectiveness of art
derivation as a design method for promoting aesthetic emotion (SRQ1). On this basis,
through the case of Chinese traditional Spring Festival clothing in Pilot Study and the case
of fashion bags in Study 2, this paper analyzes the promotion effect of art derived design

method on fashion sustainability and inconspicuous consumption (SRQ?2).
4.2 Research method of Study 1

4.2.1 Hypothesis and experiment design

The aesthetic nature of artwork is non-utilitarian, stable and permanent (Ognjenovi’'c 1997).
Therefore, it is important to understand whether the lasting and stable characteristics of
artworks can play a role in prolonging the life cycle of fashion products when art is
integrated into fashion. In this research, art derivation will be tested as a sustainable design
method that has the potential to prolong the life cycle of fashion products. The main
objective of this study is to investigate the design methods that may enhance the lifespans
of fashion art derivatives by arousing consumers’ aesthetic emotions. The sub-objective is
to clarify the influence of different derivative design methods on consumer emotional

durability.
In this research, we tested the following hypothesis:

Hypothesis 1: Consumers are most interested in derivatives designed by artists in

collaboration with fashion brands.
Hypothesis 2: AD developed by art institutions is least liked by consumers.

Hypothesis 3: Most of the respondents’ choices of emotional words for their favourite

products are in the range of Pleasant-Calm and Pleasant-Excited, which shows a positive
59



aesthetic emotion and emotional durability towards fashion art derivatives.

Hypothesis 4: Respondents’ age has a certain influence on their preferred design methods.

Hypothesis 5. Respondents’ age has a certain influence on their aesthetic emotion towards

AD.

Hypothesis 6: There is no direct correlation between the designed year of AD and how
many consumers like it. Products designed 5-10 years ago can still be welcomed by

consumers.

Hypothesis 7: Different design methods may affect respondents’ aesthetic emotions

towards fashion art derivatives.

As figure 18 shows, the research method and process can be divided into four parts. The
first part includes the design of the experiments and determining the art derivative samples.
The second part includes the two-question survey. The third part includes data collection
and the sorting of the responses to the questionnaire, including data on interviewees’ ages,
favorite derivatives, and emotional words. The fourth part includes comparative analyses
of the variable factors of the derivative samples and the variables generated by the

questionnaire.

The questionnaire design and survey process draws on theoretical foundations and research
methods of Kansei Engineering. As Kansei Engineering is a comprehensive
interdisciplinary discipline developed in the 80s of the 20th century between design,
engineering, and other disciplines (Lee et al., 2002; Nagamachi, 1995), its concepts and
research contents will not be repeated here. Lokman explained many research models of
kansei engineering, which is an important theoretical basis (Lokman, 2010). This study
draws on the theoretical basis and research methods of emotion research to design the
survey to obtain respondents' emotional feelings about the samples. As the 18th-century
German philosopher Baumgarden believed that aesthetics was actually the science of
perceptual cognition (Gregor, 1983) . Therefore, it will be helpful for the study of aesthetic

emotions to learn from the analysis of the aspects of emotional perception research.
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Based on this, this study collected respondents' feelings about stimuli in different fashion

product samples mainly through questionnaire and convert these feelings into quantitative

data.
. :: M2 :E"-""i\;]-:; --------
Design " M1 i o M4
Darivative etheas Artist & Brand Artist artwork i Institute & Institute
Experiment Fereeeoeeooooe e e e e SRR A
samples | b i i ;
: Time developed {i  Before 2017 2020-2021
. Q1 Select top 5 favourite : z ;
Questionnaire | | Interviewees |! derivatives P Q2 slatEiiie em.otlonal words |
: 1+ for each favourite products
: from the 24 samples i
Data . . . ‘
collection || Age groups Favourite derivatives Emotional words

Data analysis

Favourite " . : ‘ Lo .
dbrvaties Design methods 5 Favourite derivatives Emotional words
|
i Design methods Age groups Age groups

Figure 18 Diagram of research process and hypothesis

4.2.2 Grouping of design methods

To test HI, H2 and H3, it is essential to clarify different design methods of AD. Based on

relevant research on museum AD design methods (Kaya, 2015) and collaboration between

artists and luxury brands (Michel & Willing 2020), this study summarises four design

methods of fashion art derivatives:

Artists can directly or indirectly participate in the design (Jiaru & Kim, 2020). Researchers

divide artists' cooperation with fashion brands into the following two categories, according
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to the way artists participate in the brands: Method 1 (M1): Artists directly cooperate with
fashion brands and participate in the design of fashion derivatives, such as Louis Vuitton
launching graffiti bags, which were designed by Stephen Sprouse (Michel & Willing 2020).
Method 2 (M2): Artists grant fashion brands the right to use their artwork using artistic
authorisation, and fashion designers can make appropriate innovations based on the

original artwork.

The art derivative design methods of art institutions mainly include being designed by the
institutions’ own design team and entrusting other brands to design and produce (Gao 2016).
Researchers divide art derivative design methods of art institutions into the following two
categories: Method 3 (M3): The combination of art institutions and fashion brands. A
typical example is the collaboration between museums and luxury brands (Kastner 2014;
Bai2017). Fashion brands can collaborate in the form of a tribute to a deceased artist whose
artwork belongs to an art institution to recreate the artist's classic works in fashion (Zhang
& Kim 2020); Method 4 (M4): Art institutes conduct independent research and develop
fashion art derivatives for their own art shops. The design methods are mainly the
patternization of classical art elements, equal scaling of original works of art and the
redesign of original artworks based on the aesthetics and needs of modern people (Kaya &

Yagiz 2015).

4.2.3 Data collection

An experiment was designed to measure the emotional durability and sustainable
consumption of fashion art derivatives. Using a questionnaire survey, respondents will
answer two questions based on observations and impressions of high-definition images.
The experiment was conducted in a college with an art design major and a shopping mall
with a high concentration of fashion consumers in northeast China through field research
and interviews. Sixty-five respondents took part in the experiment, including 10 teachers
majoring in art design, 28 undergraduates and postgraduates majoring in art design, five
clothing store managers and 22 customers in a shopping mall. The age distribution of the
interviewees is from 18 to 50 years, which was divided into three groups: 28 respondents
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in the 18-25-year-old group; 21 people in the 26—35-year-old group; 16 respondents were
over 36 years old. The researchers mainly used interviews and questionnaire methods to

communicate with the interviewees and guide them to answer the corresponding questions.

The experiment was divided into three parts. First, samples of the experiment were
determined, and then a questionnaire was designed. Finally, the questionnaire results were

statistically analysed.

4.2.3.1 Determination of Samples

Considering the influence of AD based on different design methods on consumers’
aesthetic emotions, the samples used in this study will be selected according to the type of

design method.

In this study, great attention was given to the comprehensiveness of the artistic expression
styles of the samples. The researchers selected 24 fashion art derivatives, six pieces in each
group, according to the four main design methods of the AD (Fig. 18). Our samples were
selected based on numerous papers on AD, microblog articles related to AD in online media,
and products with great attention on online sales platforms. Therefore, the distribution of
samples should not be too concentrated on one type of fashion item. Instead, samples may
cover the main fashion product types and design methods of current AD. The samples we

chose in the experiment possess the following characteristics:

First, the design and development years of the samples are from 2007 to 2021 as fashion
products updated rapidly. For example, among the 24 products, eight samples were
designed five years ago; nine were designed in 2-3 years, and seven new products were
designed within one year. Through the analysis, researchers may judge the endurance of
fashion art derivatives. Second, the classification of the samples is evenly distributed. Each

group included a mix of high-end brands and mass fashion. In addition, each group had
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both clothing and accessories samples.

M2

M3

M4

Figure 19 Samples of study 1

Table 3 shows the category distribution of the 24 samples, with a total of 10 clothing,
accounting for 41.7%, and 7 bags, accounting for 29.2%. In addition, there are 6 scarves
and 1 pair of shoes. Since the study mainly considered the relationship between sample
design methods and respondents’ emotion, thus the categories of sample were not used as
an analysis variable. And the possible influence of the categories of sample on respondents'
selection was not taken into consideration. The study mainly analyzes emotional
vocabulary on 24 samples, and the following is a detailed explanation of the research

survey process.

Table 3 The items of the 24 samples

Design method Scarf Shoes Bag Cloth Total
M1 2 1 2 1 6
M2 0 0 1 5 6
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M3 1 0 2 3 6
M4 3 0 2 1 6
Total 6 1 7 10 24
Table 4 The information of samples
No. | Group | Artist Fashion brand Artistic style Year
1 M1 Kzeng Jiang Louis Vuitton Pop art 2018
2 M1 Bukky Baldwin Josefinas Pop art 2019
3 M1 Jack Pierson Dior Pop art 2017
4 M1 James Jean Prada Ilustration art 2018
5 M1 Yayoi Kusama Louis Vuitton Pop art & abstract art 2012
6 M1 Ding Yi Hermes Abstract art 2007
7 M2 George Sowden & Nathalie du Pasquier Valentino Abstract art 2017
8 M2 Jean-Michel Basquiat Herschel Pop art 2020
9 M2 Gilbert&George Supreme Pop art 2019
10 M2 KAWS Uniglo Pop art 2016
11 M2 Raymond Pettibon Dior Pop art 2019
12 M2 Grant Levy-Lucero Acne Studios Pop art 2019
No. | Group | Art Institution Fashion brand Atrtistic style Year
13 M3 George Stubbs Stella McCartney Classical art 2017
14 M3 Dunhuang Academy China Ling Ning Classical art 2021
15 M3 Jeff Koons Louis Vuitton Classical art 2017
16 M3 Dunhuang Academy China Shangxia of Hermes | Classical art 2017
Classical art& abstract
17 M3 Louvre Uniglo 2021
art

18 M3 Louvre A. Cloud Classical art 2020
19 M4 National Museum of China None Classical art 2021
20 | M4 The Palace Museum None Classical art 2019
21 M4 Summer Palace None Classical art 2018
22 M4 Dunhuang Academy China None Classical art 2020
23 M4 Tian Jin Art Museumé& Mucha None Classical art 2019
24 | M4 V&A & Kristjana S Williams None Illustration art 2020

Third, the design methods of the samples are obvious. For example, No. 6 is a free artistic
creation by Chinese artist Ding Yi’s. The artist used abstract cross-symbols to express
‘Chinese rhythm’. No. 5 is a famous case of collaboration with artists in the fashion

industry.

Besides, the artists or archetypes of artworks involved in the samples abound in artistic

styles. For example, M1, M2 are mainly pop and abstract art, and M3 and M4 are mainly
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classical art. Thus, the researchers can clearly understand consumers’ emotions about

combining different artistic styles and fashion.

Moreover, the samples selected in the experiment eliminated logos and other brand
identification. The researchers wanted to understand consumers’ judgments based on the
design of the product itself rather than the brand or the age of the product. During the
investigation process, the researcher only showed the respondents the picture of the product
in figure 19. Still, the background information of the product in table 3 was uninformed to

the respondents.

4.3.3.2 Questionnaire design

There were two questions in the questionnaire. For Q1, respondents were required to
select five favourite products from the reference list of emotion words and rank them in
order of favourite to general. Besides, for the Q2, respondents need to truthfully select
the corresponding emotional words from the table 4 to express their emotional feelings
for the five products. The requirement is that each sample corresponds with two emotional
words. The most important thing during the questionnaire design is the choice of
emotional words; determining the accurate sentimental words can help researchers
quickly obtain and sort out consumer comments. Regarding collecting and defining
emotional vocabulary, American psychologist James A. Russel believed that human
emotion has two relatively independent dimensions: the ‘pleasant and unpleasant’
dimension and the °‘excited and calm’ dimension. Through in-depth interviews,
Edwardson (1998) summarised the most commonly used emotional words of consumers.
Marsha(1997)summed up 16 categories of consumer emotions. Jia et al. (2016) classified
the sentiment vocabulary of product evaluation based on a fine-grained sentiment analysis
model. Jia et al. (2016) proposes a fine-grain sentiment analysis method and classifies
Chinese emotional vocabulary based on HowNet dictionary. The emotional vocabulary
and sentiment analysis in this paper are used as the theoretical basis for determining key
emotional vocabulary, which is of great help to the selection of emotional vocabulary in

this study. Kousta’ research shows that abstract words have advantages in dealing with
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the choice of emotional vocabulary(Kousta et al., 2011). Abstract emotional words such
as novelty, surprise, and excitement are often used in the public perception of art
(Pelowski & Akiba, 2011). Therefore, in this study, based on Norman's (2003) theory of
emotional hierarchy, abstract emotional vocabulary was sorted out from three emotional
levels. As figure (20) shows, first, the reaction level feeling is mainly from the color,
shape, theme elements for the interviewee stimulus, this type of emotional vocabulary is
relatively more exciting and strong, such as excited, frightening, dizzy, etc. Secondly,

for the emotion of Routine level, the feeling of comfortable and functional of the samples
need to have need to be understand, the main emotional vocabulary in this aspect is
relatively mild, such as comfortable, relaxed, harmonious and so on. For the emotion of
Reflection level, as The aesthetic experience was regarded as the ‘appreciation of beauty’
(Gregor, 1983). However, contemporary art critics believe that the aesthetics of artworks
can generate positive emotions alongside anger, fear and other emotions (Shimamura
2012). Therefore, the deeper emotional vocabulary selection in this part to show a more
permanent emotional impact of the artwork on people, including, thought-provoking,
imaginative, uncontrolled, et al. The study was based on Russell’s ‘pleasure-arousal’
emotional model, Jia et al.’s (2016) and Kousta et al. classified sentiment vocabulary of
product evaluation, Different dimensions, positive and negative words are involved,

commonly used for aesthetic emotional evaluation 20 emotional keywords were

determined.
Emotional Level
Theory Fashion Products Respondents Kansei
(D. Norman,2003)
SR - ~ - N
Reaction Element content, Excited, Blatant, Magnificent, Dizzy,
Level color, shape Chaotic, Frightening, Factitious
. J . J
—\ s ~

(" Enjoyable, Comfortable, Relaxed,

Functionality, . : .
Y Friendly, Rational, Interesting,

Routine Level S
practicality, comfort

N Y y L Harmonious y
H N . .
( ‘ Connotation, (" Thought-provoking, Painful,
Reflection ‘ » , T
Lovel storytelling, history Content-rich, Imaginative,
¢ and value ) L Sentimental, Uncontrolled )

Figure 20 The method of emotional vocabulary selection
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Table 4 Emotional vocabulary set in the questionnaire and the distribution of the most

frequently selected emotional words

Reference list of emotion words

W1 Enjoyable W2 Excited W3 Blatant
W5 Interesting W6  Comfortable W7 Relaxed
W9 Content-rich W10 Rational W11 Harmonious

W13  Imaginative W14  Uncontrolled W15 Painful

W17  Sentimental W18 Chaotic W19 Frightening

W4

W8

W12

W16

w20

Magnificent

Friendly

Thought-
provoking

Dizzy

Factitious

4.2.3.3 A Survey of personal wardrobe analysis

Based on the research above, this study also launched an analysis on wardrobe surveyfor

young people. So as to collect more data about the relationship between the use cycle of

clothing and emotion. This survey adopts an intensive survey of the relationship between

young people' emotions and clothing life cycle. Each one need to organize and analyze

his/her wardrobe within one week. Figure 21 specifically shows the content of the

wardrobe survey. Firstly, each participant needs to organize his or her closet and find

clothing or accessory (bag, shoes, etc.) which has been worn for the longest time. Then,

questions need to be unanswered. 1) How the clothing and accessories were obtained? there

are three alternatives to the question, self-purchase, gifts from others, and DIY (do it by

myself). 2) How long have the clothes or accessories been worn? 3) Answer in depth the

reasons for getting used to the item.
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Types Longevity Obtained Frequency Reasons
(Multiple choice)

Self purchase Often wear Practical and
’ G H e thaLn11 M b [ - easy to match
years (L1) (A1) (F1) .
Accessories Gifts from Not often , )
- 1-2Year (L2) others [ wear Nice design
(T2) (R2)
(A2) (F2)
( "Used to wear
13-4 Year (L3) | DIY (A3) .| seldom now | Comfortable
(F3) (R3)
More than 4 Special
Sl meaning (R4)

Figure 21 Content of personal wardrobe survey

4.3 Method of Pilot Study

4.3.1 An overview of Pilot Study

Chinese people have the tradition of wearing new clothes on the first day of the lunar New
Year, which means a huge business opportunity for the clothing industry. However, from
the perspective of environmental protection and sustainable design, festive clothing has
caused a great waste of resources. This is because many of the clothes with a strong Spring
Festival flavor are not suitable for daily wear after the Spring Festival is over. In the Spring
Festival of the following year, new-year clothes will be purchased again, resulting in a low
utilization rate and a serious waste of clothes. Besides, the Spring Festival is in the coldest
season of the year, and most of the clothes require more materials and are harder to degrade
than the clothes for other seasons. However, there are very few studies on Spring Festival
clothing from the perspective of sustainable design. Therefore, this study is of great
research value not only from the perspective of market economy and enterprise demand
but also from the perspective of environmental resources. The main purpose of this study
is to propose a sustainable design of Chinese Spring Festival clothes based on consumers'
preferences. To that end, this study seeks to answer two questions: What are the preferences

of consumers at different ages in purchasing Spring Festival clothing (RQ1)? Can the
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design characteristics combining art derivation and Spring Festival theme better meet the
preferences of consumers (RQ2)?

Based on a questionnaire survey and analysis of consumers' preferences for Spring Festival
clothing, this study attempts to compare the traditional design characteristics with the art-
derived design characteristics to test whether the latter is more in line with consumers’
preferences, and thus can be more sustainable. A questionnaire survey was conducted
concerning festival costume consumption during the period when consumers most
intensively purchased Spring Festival products for the 2022 Chinese Spring Festival. The
survey results indicated that consumers have greater interest in incorporating classic
artworks (art-derived design characteristics) into the costumes than simply incorporating
obvious auspicious symbol elements (traditional design characteristics). In addition, it was
found that the tradition of purchasing and wearing new clothes still prevails in China
nowadays, and Spring Festival clothing continues to be in great demand. Because of this,
research about how to design sustainable festival costumes is of great social and practical

value.

5.3.2 Questionnaire design

A questionnaire survey and statistical analysis of the collected data were conducted. The
specific research process includes three stages: questionnaire design, questionnaire survey,
and questionnaire data analysis. As shown in Figure 22, in order to answer the two
research questions raised in this study, the designed questionnaire was mainly divided into
two parts: understanding of consumers’ preference for spring festival clothing at different
ages (RQ1) and comparison of traditional and art-derived design characteristics based on
consumer preference for spring festival clothing (RQ2). In addition, the respondents were

divided into three age groups: 18-25, 26-35, and 36-45. The study then analyzed whether
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there is a significant difference in the responses across different age groups.

Questionnaire

Age groups of respondents

18-25 26-35 36-45
Part 1 Part 2
Preferences for Spring Festival Comparison of two types of design
clothes (RQ1) characteristics (RQ2)
Apparel Traditional design Art derivative
category Colour Theme/elements (Group A) design (Group B)

Figure 22 The relationship between the questionnaire and the research questions

Figure 22 shows the two demographic questions (see, Part 1 of the questionnaire consisted
of ten questions (Q3-Q12). The purpose of these questions was to understand the
consumers’ tendencies toward buying Spring Festival clothes, and their preferences for
categories, styles, and colors of spring festival clothes across different age groups. The
second part of the questionnaire evaluated the preference of the respondents for products
grouped according to two design characteristics: clothes with traditional design
characteristics and clothes with artistically derived design characteristics.

From a large number of Spring Festival fashion products available in the market, the
authors selected ten Spring Festival costumes with different characteristics to be evaluated
by the respondents (see Figure 24). The sample of ten pieces of clothing was divided into
two equal groups for analysis. Clothing items in Group A were of traditional festival style
and two obvious features could be observed. Firstly, bright colors such as rich red and
golden color were frequently employed as the main color in the product design. Secondly,
the Spring Festival elements were prominent as well.

For example, elements like zodiac images were often adopted straightforwardly and
displayed prominently, so that people can feel the theme of the Spring Festival at a glance.
Clothing items in Group B had a more artistic style of design expression. Three of the five
items were jointly created by artists and fashion brands (No.6, 7, and 8). No. 9 is a museum

art derivative, and No. 10 is an artistic silk scarf created by students of art colleges based
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on the theme of the Spring Festival. Group B expressed the elements of the Spring Festival
in a restrained or implicit way. The colors used are not limited to traditional red and gold,
but are more diverse, such as high-brightness colors, black and white colors, as well as
Chinese blue and white porcelain colors. The design of Group B did not directly highlight
the festive atmosphere of the Spring Festival but presented it in a romantic, free and implicit
way. Take the zodiac theme for example, the image of the zodiac in No.1 highlighted the
festive atmosphere with bright red and gold colors. However, the same zodiac theme in No.

6, 7, and 8 did not explicitly create any festival atmosphere in design.

Spring Festival clothing survey

Q1, Q2 Basic Information of interviewees

Part1
Q3 Spring Festival is coming, will you buy new clothes for yourself? [ Iyes [[INo
Q4 Do you usually buy yourself new Spring Festival clothes every year? [ Yes [[INo
Q5 What kinds of new clothes do you plan to buy this Spring Festival? (Multiple
options) [JOutwear [1Dress [1Sweater [ITrousers/ Skirt L]Accessories
Q6 Did the Spring Festival clothes you bought last year have auspicious colors (such
as red, gold, etc.) or auspicious patterns (Chinese zodiac, "fu'charact, Chinese knot,
etc)? [ IYes [INo
Q7 Do you often wear the auspicious colors and patterns of Spring Festival clothes
you bought last year in your daily life?_|Yes [ INo
Q8 Which of the following clothes do you prefer when buying Spring Festival clothes?
[IClothes with joyous feeling of Spring Festival
[IDon't care whether the clothes have festival theme, just good-looking and practical
is OK
Q9 What color do you prefer when choosing clothes for the New Year?
[ Joyous colors such as red and gold
[] Don't care if it's a festive color, just choose my favorite color
Q10 Do you prefer clothes with auspicious elements when buying Spring Festival
clothes for your family (parents, children)? [JYes [INo
Q11 Do you prefer to buy limited-edition clothing or accessories with the theme of
Spring Festival? [Iyes [[INo
Q12 Would you like it better if the auspicious traditional elements of artworks in
museums were integrated into Spring Festival clothes and accessories? [ Yes [[INo

Part 2
Rate the following spring-theme fashion products according to your own personal
preference. (Minimum 1 point, maximum 5 points)

Figure 23 Survey questions of Pilot Study
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Finally, it should be noted that when designing the questionnaire, the authors deliberately
presented the two groups of products in a disordered way to avoid potential bias in the

responses.

Group A sample (traditional design characteristics)

1 zodiac themed scarf by 2 Charms series "Hong 3 Year of the tiger special 4 Women's limited edition 5 Earing by Pomellato
Louis Vuitton Kong" by Harry Winston bag by Fendi shoes by TOD'S

Groups B sample (art-derived design characteristics)

R CRRECERRCRANERRERREGRERH
PrErra i e s, e
i § h

e
Wi
6 Year of the Tiger special 7 Year of the Tiger special 8 Tiger pattern bag by 9 “Ice play" scarf by Forbidden 10 Monster “Nian" themed

scarf by Cos clothing by Dior Gucci City Palace Museum Scarf (designed by Xiao Zijia)

Figure 24 Grouping of sample clothing items according to their design characteristics

4.3.3 Data collection

The data for this study was obtained through a combination of online and offline random
questionnaires. Firstly, the researchers randomly surveyed customers in two shopping
malls in northeast China and collected 36 valid questionnaire responses (29% of the total).
Secondly, the researchers published an online questionnaire through a website and received
a total of 90 valid questionnaire responses (71% of the total) from different regions of
China. Thus, a total of 126 valid cases was the effective sample size for this study.

A key aspect of this questionnaire survey was timing. In order to truly understand the
preferences of consumers during the holiday period, the researchers decided to conduct the
survey from January 10 to February 4, 2022. This questionnaire survey period is from the
Laba Festival of the Chinese lunar calendar until the first solar term of spring. This is the
time when people make preparation for the Spring Festival. Thus, the data obtained during
this period was accurate to analyze the consumer preferences for the purchase of Spring

Festival clothing.

73



4.4 Research Method of Study 2

The research process of study 2 was divided into three parts: 1) Determining the samples
for the survey; 2) collating the basic information of the samples, including whether printing
technology was adopted and the year of sample generation; and 3) selecting five peer
experts with many years of experience in design and art to evaluate the design method of

the sample, brand image, and clarity of the design.
4.4.1 Determining the survey sample

The samples were of great importance to this study. A collection of artists and arts
institutions that infuse artistic elements into fashion brands to inspire design innovation
have created several products that are eagerly sought after by consumers and highly
regarded by the fashion industry, with art-derived design bags being particularly
prominent. The brands’ classic bags provide the canvas for artistic collaborations, and
among the numerous fashion bag brands, research samples were selected according to
Rambourg’s (2014) widely accepted brand grade division method, the “pyramid of luxury

brands”, shown in Figure 25.

[ UitraHigh End |

[ Superpremium ]

<50000
[ Premium core ]
<5000
Accessible | Louis Vuitton, Dior, Prada,
<1500 L core ) Gucci, Loewe...
([ Affordable | Coach, MCM, Lacoste,
<300 L luxury J Bampo, A. Cloud...
Everyday
Prince Points inUSD | Luxury 2

Figure 25 Brand grouping according to the pyramid of luxury brands
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This method categorizes fashion brands into six luxury categories based on brand
positioning and product price range. According to the pyramid theory of brand division
standards, Premium core brands are those whose products cost more than $5,000,
Accessible core brands are those whose products cost between $1,500 and $5,000, and
Affordable luxury brands are those whose products cost between $300 and $1,500; those
priced under $100 are called Everyday luxury brands. According to this division principle,
Hermes, a top fashion brand, is located at the dividing line between super premium and
premium core, with most luxury fashion brands being categorized between accessible core
brands and affordable luxury brands. However, Hermes has only ever worked with artists
to develop scarves or art exhibitions, so it will not be included in this study. Another
influential luxury bag brand, Louis Vuitton, is keen on art co-branding and is located at the
dividing line between the premium core and accessible core groups. Gucci, Prada, and
other brands are in the accessible core group according to most of their handbags’ market
prices, while Coach, MCM, Lacoste, and others are in the affordable luxury group.
Everyday luxury, at the lowest end of the pyramid, mostly comprises everyday life
products, including cosmetics, perfume, and coffee, as well as fashion brands such as
Eastpak, Kipling, Herschel Supply, which are included according to their market prices. In
this study, these brands are referred to as mass fashion brands (MFBs), which is the more
commonly used name in the fashion industry research (Lee, 2018; Lloyd, 2010), replace
the everyday luxury category in Rambourg’s pyramid model.

Figure 24. Brand grouping according to the pyramid of luxury brands (Rambourg, 2014).

To select specific bag brands, this study referred to the classification of luxury bag brands
by Doss and Robinson (2018) and the Apparel Ranking 50 produced by the British brand
evaluation agency Brand Finance (2022). Sample selection was carried out by combining
market pricing, brand concepts, and other relevant information about fashion brands that
use art derivatives. This led to the selection of six accessible core brands (ACBSs), six
affordable luxury brands (ALBs), and seven MFBs, for a total of 19 fashion brands for the

analysis.
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The next step was determining the specific design cooperation cases of art-derived fashion
bags. The samples in this study included fashion products that are aesthetically pleasing,
functional, and have marketing value. In addition, our sample selection included no more
than two samples for each art-derived design series, and the two samples needed to have
different styles, colors, patterns, and other aspects. As Table 5 illustrates, 86 art-derived
fashion bags were chosen as samples for the study, which were collaborations between 19
fashion brands and 46 artists (the work of the artist Jean-Michel Basquiat has been used by
both Coach, an ALB, and Herschel Supply, an MFB). The co-branded fashion bag designs
of four art institutions were also selected, including two handbag collections by the British
Museum and the National Museum of China in collaboration with Chinese brand Bampo,
which 76pecializes in “original art handbags.” A chic casual handbag collection by
China’s Yongle Palace Museum and Belgian brand Kipling and a collaboration between
the Louvre and A. Cloud were also included. Judging by the distribution of the samples,
the collaborations between ACBs and artists were the largest in terms of the number of
participating artists and the number of works. In addition, ACBs had the longest
collaboration duration with artists, beginning in 2001, while ALBs and MFBs only started
working with artists 15 years later. Among the numerous design collaborations, the highest

proportion of artists (60%) participated in ACBs.

Table 5 Description of the three sample groups

Number of Number of Number of Year groups of samples
Categories of brands )
brands artists samples | 20012010 2011-2017 2018-2022
Accessible core brands
6 31 51 6 21 24
(ACBs)
Affordable Luxury brands
6 14 22 0 3 19
(ALBs)
Mass fashion brands
7 8 13 0 1 12
(MFBs)
Total 19 53 86 6 25 55
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4.4.2 Basic information of the samples

To understand the trends of fashion brands involved in art-derived fashion, it is necessary
to demonstrate the clarity of brand identities of art-derived design bags at different periods.
In terms of the brands involved in the design of art-derivative bags, we found that from
2001, when LV released a design collaboration with Stephen Sprouse with its graffiti
collection, until 2022, if we divided the year group according to the average distribution
time (from 2001 to 2022, according to the average distribution time), there would be very
few cases in the first two year groups (2001-2007 and 2008-2014), and most bag designs
would be concentrated in the most recent year group (2015-2022). Thus, we divided the
86 samples into three year groups, 2001-2010, 2011-2017, and 2018-2022, so that the
case distribution would be more suitable for analysis and comparison. But even with this
division, all bags in the three groups from 2001 to 2010 accounted for only 7% (6), while
2011-2017 accorded for 29% (25), and those produced after 2018 accounted for 64% (55).
As Table 6 shows, only after 2011 did a small number of ALBs and MFBs begin using art-
derived designs. However, from 2018 to 2022, numerous art-derived design works
appeared in the three brand groups. This demonstrates that art-derived design is a design
trend dominated by luxury brands, which has become recognized by the public in recent
years.

However, in the analysis of the basic information of the bag samples, apart from the
obvious information of the year groups of these samples, the information of whether there
is an obvious logo on the bag can also be used for preliminary statistics. An analysis of
whether the brand images were reflected in the art-derived fashion bags showed that 80%
(41) of ACBs, 40% (6) of ALBs, and 25% (5) of MFBs retained their brand image. The
chi-squared results illustrated a significant difference between a bag displaying a brand
image and the three brand groups, indicating that the performance of ACBs’ brand image
is still very important: Even with the integration of artistic elements, the brand image was
still visible. But this analysis only focused on the obvious message of whether the bag
contained a brand identity. Next, the relationship between the bag design method and the

brand image will be analyzed in more detail.
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Table 6 Contingency table showing the brand images of the three brand groups

Brand image  Accessible core brand:  Affordable luxury Mass fashion brands  Total

brands
No image 10 9 15 34
Have image 41 6 5 52
Total 51 15 20 86

The chi-square statistic is 21.6229. The p-value is .00002. The result is significant at p < .05.

4.4.3 Evaluating the samples

To determine the bags’ brand image visibility and primary design method, five design and

art professionals were selected to evaluate the samples. Due to the large number of samples,

the experts selected for the analysis needed to be patient, have excellent observational

abilities, and be sensitive to patterns. As illustrated in Table 7, the participants in the

evaluation were over 30 years old, and all were female. Years of edification in art and

design and women’s fashion acumen made them well-suited for this assessment, which

required rapid image capturing in a short time.

Table 7 Basic information about the professionals involved in the evaluation of samples

NO. Gender Age Occupation Working experience
No.1 Female 37 Fashion design 13 years
No.2 Female 40 Fashion design 16 years
No.3 Female 39 Painting 13 years
No.4 Female 33 Art and crafts 8 years
No.5 Female 43 Graphic design 19 years
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The five professionals involved in the evaluation needed to analyze 86 samples. Due to the
large number of samples to be evaluated, the problem was simplified. As illustrated in
Figure 26, the estimator needed to answer two questions. The first question (Q1) was about
the performance of the brand logo. We divided the bag brand image into three categories:
the brand image was extremely distinct, or the logo appeared in the main location (T1); the
logo was not in the main location, but the brand image was still visible (T2); and the brand
image was barely visible (T3). For the second question, the participating researchers
categorized the bag design methods. Based on a preliminary analysis of the design methods

of the art-derived fashion bags in the sample, four main design methods emerged.

Q1 Which of the following three options accord with

o [ ey v s g S Q2 Which of the following design methods do you think this bag

uses? (single choice)

choice)
Type 1(T1) Type 2 (12) Type 3(13) M1 M2 M3 M4
Logo 1s not in the . Dominated by
. Brand mage 1s Brand mage barely . .
Sample . L. - main location, but " : Rebrandmg the Strengthenmg brand image and Multiple
. Samples distinct/logo i the visible ) -
Number the brand image is brand image the art style supplemented by materials
mam location L
still visible artistic elements

Figure 26 The two questions for the evaluation

Method 1 (M1). The artist’s typical artistic style or artistic elements are combined with the
brand’s monogram or logo to rebrand the brand through artistic elements. Louis Vuitton
and Takashi Murakami are typical cases of this method. Gucci’s collaboration with Ken
Scottin 2021 is also an artistic expression of the brand’s traditional logo. The logo or brand

monogram is endowed with the personality of the artist or contains unusual and interesting
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patterns. This changes the traditional pattern of silence and monotony, giving the brand
new vitality.

Method 2 (M2). The main part of the bag reflects the artistic pattern and elements; when
seeing the bag, people see the art of the bag, or the artist’s temperament is very prominent.
The collaboration between Louis Vuitton and Yayoi Kusama is a typical sample of this
category, as the overall pattern featured on the bags comes from Kusama’s representative
works.

Method 3 (M3). The bags are still dominated by brand image and supplemented by artistic
elements. With this method, the brand logo or image is prominent, and artistic elements are
only featured on part of the bag or appear in a relatively fuzzy pattern.

Method (M4). The main basic characteristics of the bag do not change, but the artist makes
small changes to the local and traditional materials and adds adornments such as metal
buckles or handles. This partial participation in the design does not change the brand image
of the bag and differs from the decorative form of patterns as in M3. While this design
method may increase the difficulty of the production process, the artistry is reflected in
interesting ways.

As Figure 3 illustrates, each participant gave their evaluations on all 86 samples one by
one based on their personal feelings and judgments. As a result, answers from the five
participants provide 430 answers for each question, which will be sorted for further

analysis.
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Chapter 5 Results of Study 1: identify emotional factors in art
derivative design for consumers to extend the life cycle of

fashion products (SRQ1)

5.1 Results of study 1

For H1 and H2 of study 1, the study calculated the relationship between the favourite
products of 65 interviewees and the design method derived from art. According to the
questionnaire, each respondent gave five favourite products, with a total of 325 choices.
As shown in Table 8, derivatives belonging to the design method of M1 Artist + Brand are
selected the most times, which shows that H1 is established. However, among the four
design methods, the number of IDs selected for the M4 Institute was not the least. Therefore,
the data shows that the design method of M4 did not affect the interviewees’ preference

which means hypothesis 2 is not true.

Table 8 The results of respondents’ preferences and design methods (H1 & H2)

Design Method Count of Respondents ID
Artist + Brand 96
Artist artwork 63
Institute + Brand 89
Institute 77
Sum 325

As figure 27 shows, through the corresponding selection of emotional words for the five
favourite designs, the top five are W14 Uncontrolled, W13 Imaginative, W9 Content-rich,
W17 Sentimental and Interesting. It can be seen that the emotions evoked by the
respondents’ favourite products are diversified. Consumers like the products’ own rich
content that can enable the respondents to be uncontrolled and arose in-depth thinking, not
just sensual stimulation and external beauty. This supports the research objective of study

1 that good design of fashion art derivatives can trigger consumers’ reflective-level
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emotions, making AD different from common fashion products and could have longer

lifespans.
Words No. Emotional words Frequency Ranking
wi4 Uncontrolled 82 1
W13 Imaginative 77 2
W9 Content-rich 73 3
W17 Sentimental 48 4
W5 Interesting 47 5
W7 Relaxed 46 6
Wiz Thought-provoking 38 7
W10 Rational 38 7
Wil Harmonious 37 8
w2 Excited 35 9
W6 Comfortable 31 10
Wil _ Enjoyable . 31 10
Excited |
@ W2 Excited W16 Dizzy
. W1 Enjoyable W3 Blatant
_ .' W12 Thought-provoking
@ W5 Interesting
W4 Magnificent @ W14 Uncontrolled
' | . W13 Imaginative W18 Chaotic
Pleasant Unpleasant

W Friendly . W10 Rational
. W1l Harmonious

. W6 Comfortable

W19 Frightening
.' W17 Sentimental

W20 Factitious

'.' W9 Content-rich -
W13 Painful

W7 Relaxed

Calm

Figure 27 The distribution of the most frequent selected emotional words

In the theory of emotion classification, Russell's emotion classification model based on

happiness and intensity has been widely recognized ( Larsen&Diener,1992;

Reisenzein,1994) . Based on Russell’s ‘pleasure-arousal’ emotional model, this study

analysed the distribution interval of emotional words selected by respondents to their
favourite five products. In this study, the study divide these emotional words into four

sections: Unpleasant Excited, Unpleasant Calm, Pleasant Calm and Pleasant Excited.
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Researchers divided the samples into less preferred and preferred groups according to the
count of samples of the top five products being selected. Thus, explain the relationship
between preference and aesthetic emotional (H3). According to Table 9, the distribution of
the most preferred and less preferred emotional words was both in the range of Pleasant
Excited and Pleasant Calm. A chi-square test was performed to examine the relationship
between preference and emotion. The relationship between these variables was
insignificant, X2 (1, N=650)=1.17 p =.75. The result indicates that regardless of whether
the respondents preferred or less preferred, the aesthetic emotions of respondents towards
fashion products were positive. It can be further informed that AD can transform the artistic
value of artists or original works into fashion products and provide consumers with positive

emotions.

Table 9 The relationship between preference and the range of aesthetic emotions

Unpleasant Excited Unpleasant Calm Pleasant Calm Pleasant Excited  Totals

Less preferred 58 (55.93) [0.08] 41 (37.16) [0.40] 70 (73.95) [0.21] 75 (76.95) [0.05] 244

Preferred 91(93.07) [0.05] 58 (61.84) [0.24] 127 (123.05) [0.13] 130 (128.05) [0.03] 406

Totals 149 99 197 205 650

The chi-square statistic is 1.1739. The p-value is .759262. The result is not significant at p < .05.

As shown in Table 10, all interviewees were divided into three groups according to their
age. First, the researcher made a statistic test to examine the significance of design methods
and respondents’ age. The 18-25 years old group liked M1 Artists + Brand the most and
M4 Institute the least. However, M4 Institute is the most popular design method for the
26-35-year-old group, followed by M1 and M3. The selection of the above 36 group was
relatively average, and M1 was slightly higher than the other three design methods. The
Chi-square statistic results show that the P-value was .54, indicating that there is no obvious
relationship between age and design method (H4).

Table 10 The relationship between respondents’ age, preferred design methods and
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emotional words

Pleasant Excited Pleasant Calm Unpleasant Calm Unpleasant Excited

18-25 87 (88.31) [0.02] 85 (84.86) [0.00] 40 (42.65) [0.16] 68 (64.18) [0.23]
26-35 65 (66.23) [0.02] 67 (63.65) [0.18] 34 (31.98) [0.13] 44 (48.14) [0.36]
Above 36 53 (50.46) [0.13] 45 (48.49) [0.25]  25(24.37) [0.02] 37 (36.68) [0.00]
Totals 205 197 99 149
P-value The chi-square statistic is 1.4913. The p-value is .960068. The result is not significant
atp<.05.
M1 M2 M3 M4
18-25 42 [0.01] 31[0.55] 41[0.18] 26 [1.55]
26-35 28 [0.29] 18 [0.27] 28 [0.02] 31[1.51]
Above 36 26 [0.24] 14 [0.15] 20 [0.17] 20 [0.06]
Totals 96 63 89 77

P-value The chi-square statistic is 4.9941. The p-value is .544568. The result is not significant

atp <.05.

Then, the researchers compared the emotional words associated with favourite products
chosen by all three age groups. The statistical results showed that most of the emotional
words selected by the three age groups belonged to the range of Pleasant—Excited and
Pleasant—Calm. Word range in unpleasant was the least selected by respondents. However,
through the Chi-square test, the p-value of the relationship between the four emotional
words groups and the three age groups is not significant, the p-value is .096, which shows
that there is no obvious difference between respondents’ age groups and their aesthetic
emotion towards their favourite products (H5). However, in this research, we divided the
24 samples into three periods according to the samples’ development time, which is
between 2017, 2018-2019 and 2020-2021. The researchers made a statistic on the
preference of the samples selected as the top five favourites in the three time periods to
illustrate the relationship between the developed time of the samples and respondents’

preference. As most of the preferred products were developed before 2017. As shown in
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Table 11, the AD, which was developed five years ago, is still popular with the respondents.
Considerably, this result can support that fashion art derivatives are different from common
fashion products and that their artistic vitality is longer. Besides, a Chi-square test of
independence was performed to examine the relationship between preference and the
developed time group. The relationship between these variables was significant, X2 (1, N

=325)=59.14, p <.00. The time of products will influence respondents’ preferences.

Table 11 The relationship between the developed time of samples, respondents’
preference and aesthetic emotion

Preferred Pleasant Excited  Pleasant Calm Unpleasant Calnr  Unpleasant

Excited

Before 2017  118(84.95) 72 (61.18)[1.91] 53 (58.80) [0.57] 28 (29.55) [0.08]41 (44.47) [0.27

[12.86]

2018-2019 42 (60.59) [5.70] 52 (58.03) [0.63] 61 (55.77) [0.49] 29 (28.02) [0.03]42 (42.18) [0.00

2020-2021 43 (57.46) [3.64] 81(85.78) [0.27] 83 (82.44) [0.00] 42 (41.43) [0.01]66 (62.35) [0.21

Total 203 205 197 99 149

The chi-square statistic is 4.4801. The p-value is .611992. The result is not significant at p < .05

Preferred Less Preferred
Before 2017 118 (84.95) [12.86] 18 (51.05) [21.40]
2018-2019 42 (60.59) [5.70] 55 (36.41) [9.49]
2020-2021 43 (57.46) [3.64] 49 (34.54) [6.06]
Total 203 122

The chi-square statistic is 59.1494. The p-value is < 0.00001. The result is significant at p < .05.

Table 12 also shows the relationship between the samples in different periods and the
emotional range of the interviewees’ aesthetic emotion words. Also, Chi-square test result

was 4.4801, and the P-value was .618, which shows there is no significant relationship

85



between samples’ developed time and respondents’ aesthetic emotion.

Through the statistic of the relationship between the four design methods and the four
emotional ranges measure the influence of different design methods on the aesthetic
emotions of interviewees (H7). Table 12 shows that both M1 (artist + Brand) and M2 (artist
artwork) have a significant impact on consumers’ Pleasant Excited emotions. M3 (Institute
+ Brand) and M4 (Institute) may raise the emotion of Pleasant and Calm the most. Through
Chi-square statistic, it can be seen that there is a relationship between consumers’ emotions
and different design methods. The significance of the test is 0.00, which supports

hypothesis 7.

Table 12 Comparison of the relationship between design methods and aesthetic emotion

Unpleasant
Unpleasant Calm Pleasant Calm Pleasant Excited Row Totals
Excited

Artist + Brand 48 (44.01) [0.36] 24 (29.24) [0.94] 50 (58.19) [1.15] 70 (60.55) [1.47] 192

Artist artwork 39 (28.88) [3.54] 26 (19.19) [2.42] 18 (38.19) [10.67] 43 (39.74) [0.27] 126

Institute +Branc 37 (40.80) [0.35] 28 (27.11) [0.03] 69 (53.95) [4.20] 44 (56.14) [2.62] 178

Institute 25 (35.30) [3.01] 21 (23.46) [0.26] 60 (46.67) [3.80] 48 (48.57) [0.01] 154

Column Totals 149 99 197 205 650

The chi-square statistic is 35.1101. The p-value is .000057. The result is significant at p < .05.

5.2 Data analysis of wardrobe analysis experiment

A total of 48 young people aged between 18 and 20 years participated in the personal
wardrobe analysis experiment. Through sorting out the results of participants' analysis, the
study made data statistics according to five items: Types, Longevity, Access ways,
Frequency, and reasons. From Table 13, it can be seen that R4 has the greatest impact on
longevity by comparing the relationship between longevity and reasons. The Chi-square
test was conducted, and the result shows that the p-value is.562633, which shows that there

is no obvious connection between the life cycle and reasons. The practicability, comfort,
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and special meaning of clothing have a great influence on the life cycle of clothing, but the
experimental data shows that the special meaning is of great importance. This shows that
the study of emotional design is as important as the aesthetic feeling and comfort of
clothing or accessories.

According to Table 14, 19 of the 48 students kept their longest-lived clothes for three to
four years. Two students had the longest-lived clothes that lasted less than a year. By
comparing the relationship between service life and usage frequency in Table 12, it can be
seen that clothing or accessories that have been kept for 3-4 years are the most frequently
used, and no one chooses F2 during this period. The results suggest that clothing that is
not newly purchased may have a longer lifespan, clothing that is three or four years old is
often retained for its usefulness. Unfortunately, the chi-Square test cannot be carried out

for further detection due to the existence of digit 0 in the data.

Table 13 Data analysis of the relationship between longevity and reasons

Longevity R1 R2 R3 R4
less than 1 year 2 1 1 1
1-2years 8 3 5 7

3-4 years 10 10 8 10
more than 4 years 5 10 2 11
Sum 25 24 16 28

The chi-square statistic is 7.7196. The p-value is .562633. The result is not significant at p < .05.

Table 14 The relationship between frequency and longevity

Frequency Less than 1 year 1-2 year 3-4 year More than 4 years Sum

F1 2 8 15 5 30
F2 0 2 0 5 7
F3 0 2 4 5 11
Sum 2 12 19 15 48

According to Chapman's theory, the service life of the product would be affected by six

factors, including Narrative, Detachment, Surface, Attachment, Consciousness, and Fiction.
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The top three factors were narrative (24 percent), surface (23 percent), and attachment (16
percent). According to students' emotional descriptions of their clothes, it can be found that
the clothes with the longest life cycle can be divided into two types, shown in Figure 28,
29. The cloth or accessory has special meaning to the student. The cloth or accessory is
convenient and practical, and the classic style is easy to match. The emotional factors
carried by the clothing selected by students in this research can be classified into two
categories: attachment and Narrative. For example, the three clothes in the top row of
Figure 27 are received as birthday gifts or commemorative gifts, which have special
emotional significance for the student. The three clothes in the bottom row of Figure 4 are
mostly related to attachment. According to the description of students, some of these
clothes accompany them through the most difficult time of the college entrance
examination, some of the clothes are considered to be lucky clothes.

The clothes in Figure 28 are not emotionally related to the students' description but are

simply considered to be of good quality, simple and practical.

1 The most enduring costume (Attachment and Narrative) 2 The most enduring costume (Classic style)

Figure 28 The samples with special meaning Figure 29 The samples with classical style
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Chapter 6 Results of Pilot Study and Study 2: propose
Innovative art derivative design methods to relieve the irrational

and unsustainable problems of fashion design (SRQ2)

6.1 Results of Pilot Study

40 males and 86 females participated in the questionnaire survey. In terms of age
distribution, 40% (51) of the respondents were 18-25 years old, 23% (29) of the
respondents were 26-35 years old group, and 37% (46) of the respondents were 36-45 years
old.

6.1.1 Results of Part 1 of the questionnaire

Regarding Q3 of the questionnaire, Table 15 shows that a larger proportion, about 71% (90
respondents) of the respondents indicated that they would buy new Spring Festival clothes
for the 2022 Spring Festival, and only about 29% (36 respondents) indicated otherwise.

In order to estimate whether there is a significant relationship between the “willingness to
buy”’(new Spring Festival clothes) and the “age range” of the respondents (a relationship
between two categorical variables), Pearson’s Chi-square test is appropriate (Field, 2015,
721). Because the significance value (p-value) from the chi-square test was not less than .05,
then no significant association was found between number of respondents willing to buy
and the age range they belong to.

Regarding Q4 of the questionnaire, Table 16 shows that about 53% (67) of the respondents
stick to the tradition of buying new clothes every year and about 47% (59) of the
respondents indicated that they do not buy Spring Festival clothes every year. The results
of the Pearson Chi-Square test show that there is a significant association between the
“tendency to buy every year” and the “age range” of the respondents (p =.03). And a closer
inspection reveals that the lower the age, the more the number of respondents who seem to

usually buy Spring Festival clothes every year (depicted with blue arrows in Table 14).

89



Table 15 Contingency table showing the number of respondents willing to buy this year
according to their age range

(Will you buy new Spring Festival clothes for yourself

Q3

this year?)

Yes No Row totals
18-25 39 12 51
Age range 26-35 19 11 30
36-45 32 13 45
Column totals 90 36 126
Chi-square statistic =1.6, p-value = .45 (not significant at p <.05)

Table 16 Contingency table showing how many respondents usually buy every year
according to their age range

Q4 (Do you usually buy yourself Spring Festival clothes

every year?)

Yes No Row totals
18-25 30 21 51
A A
Age range 26-35 20 10 30
36-45 17 28 45
Column totals 67 59 126

Chi-square statistic = 7.13, p-value = .03 (significant at p < .05)

Regarding Q7 of the questionnaire, the data summarized in Table 17 indicates that most of

the respondents don’t often wear the auspicious colors and patterns of Spring Festival

clothes in their daily life. About 40% (50) of the respondents wear the auspicious colors

and patterns of Spring Festival clothes they bought last year in their daily life, and about

60% (76) of the respondents don’t wear the clothes. A Chi-square test was conducted to

analyze the association between the utilization rate of “auspicious colors and patterns of




Spring Festival clothes bought last year” and respondents’ age. However, no significant

association was found between utilization rate of Spring Festival clothes bought last year

and the age range of the respondents (p = .20).

Table 17 Contingency table showing the utilization rate of auspicious colors and

patterns of Spring Festival clothes bought last year and respondents’ age range

Q7 Do you often wear the auspicious colors and patterns of

Spring Festival clothes you bought last year in your daily

life?)
Yes No Row totals
18-25 17 34 51
Age range| 26-35 16 14 30
36-45 17 28 45
Column totals 50 76 126

Chi-square statistic = 3.26, p-value = .20 (not significant at p < .05)

Regarding Q12 of the questionnaire, the results in Table 18 show that most of the

respondents —up to 76% (96)— indicated they would like it better if the auspicious

traditional elements of artworks in museums were integrated into Spring Festival clothes

and accessories. However, the results of the Pearson Chi-Square test show that there is no

significant association between the “preference for integration of auspicious traditional

elements of artworks in museums and Spring Festival clothes and accessories” and the “age

range” of the respondents (p =.57).

Table 18 Contingency table showing respondents

b3

preferences of elements of artworks

in museums integration with Spring Festival clothes and accessories” and their age

range

(Would you like it better if the auspicious traditional elements

Q12
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of artworks in museums were integrated into Spring Festival

clothes and accessories?)

Yes No Row totals
18-25 41 10 51
Age range | 26-35 23 7 30
36-45 32 13 45
Column totals 96 30 126
Chi-square statistic =1.14, p - value = .57 (not significant at p < .05)

6.1.2 Results of Part 2 of the questionnaire

Figure 30 shows the results of the second part of questionnaire. The respondents rated ten
Spring-Festival-themed fashion products according to their personal preference. A 5-point
scale was used (1 was the minimum rating and 5 was the maximum rating). An initial
descriptive analysis shows that a larger number of respondents gave highest ratings to
Group B products (art-derived design characteristics) than to Group A products (traditional
design characteristics) —142 cases vs 123 cases. Conversely, more respondents gave lowest
ratings to products of Group A (traditional design characteristics) —84 cases vs 61 cases.
But did the respondents give higher ratings to Group B products than to Group A products?
To answer this question, a paired-samples t-test analysis was conducted to compare the

mean ratings of Group A with the mean ratings of Group B.

The test result shows that the sig. (2 - tailed) by paired Samples test = -2.360, Sig. (2 -
tailed) = 0.020 < 0.05. Table 19 shows, the test result indicates that there is a significant

difference between the evaluations of Group A and Group by respondents.
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160 142

123
120
84

80 61

40

Group A
Products with traditional
design characteristics

Group B
Products with art-derived
design characteristics

© Number of respondents who gave highest preference rating (5 points)

© Number of respondents who gave lowest preference rating (1 point)

Figure 30 Number of respondents giving the highest and lowest preference scores

Table 19 Paired Sample T-test of mean ratings of Group A and Group B

Paired Samples Test

Group A Products Paired Differences t df Sig. (2-tailed

(Average ratings) - o
Mean Std. Deviation Std. Error Mean

Group B Products

. -0.165 0.785 0.070 -2.360 125 0.020
(Average ratings)

Paired Samples Correlations

N Correlation Sig.

Group A Products (Average ratings) - Group B 126 0.585 0.000

Products (Average ratings)
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6.2 Results of study 2

The researchers organized all the collected data in Excel sheets, and then summarized them
through pivot tables and analyzed the relationship between each variable by chi-squared
test. To address the hypotheses, the analysis factors involved include: Brand group, Year
group, Type of brand image, and Design method of 86 samples. To test H1, the relationship
between the three brand groups and the three types of logo or brand image was examined.
The chi-squared results demonstrated a significant correlation, and different brand groups
performed differently in the presence or absence of a brand logo. As illustrated in Table
18, in the ACB group, 22% (55) of the samples belonged to T1; that is, the brand image
was very distinct, or the logo appeared in the main location. Additionally, in 40% (103) of
the samples, the logo or brand image was not in the main location, but the brand image was
still visible (T2), and 38% (97) of the samples in the ACB group had barely visible brand
images. For ALBs, the proportion of cases where the brand image was obvious was even
less at 4% (5), and in 80% (87) of the samples, the brand logo or image was barely visible.
As shown in Table 20, the chi-squared statistic result is 58.38, and the p-value is < 0.05,

supporting H1 (there is a significant relationship between brand group and brand image).

Table 20 Correlation between brand groups and brand image

Brand Group T1 T2 T3 Totals
Accessible core brands (ACBs) 55 103 97 255
Affordable luxury brands (ALBS) 5 18 87 109
Mass fashion brands (MFBs) 4 22 39 66
Totals 64 143 223 430

The chi-square statistic is 58.39. The p-value is < 0.00. The result is significant at p < .05.

To test H2, which predicted that the art-derived fashion bag design method is inconsistent

in different fashion bag brand groups, the study conducted a chi-squared test on the
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relationship between the three brand groups and the four design methods. The chi-squared
statistic is 51.98. The p-value is < 0.00. The results demonstrated a significant correlation
between brand groups and design methods, and different brand groups used different art-
derived design methods. The M2 method was the most used among the three brand groups.
This result also supports H3 as it demonstrates that strengthening the artistic image and
highlighting artistic works are the most important methods for art-derived fashion bag
design. As Table 21 shows, there are significant differences in the design methods used
among the different brand groups. In the ACBs, all four design methods were used, but
among the ALBs and MFBs, M2 was the predominantly used method, and the use of the

other design methods was very limited.

Table 21 The correlation between design methods and brand image

Brand Type M1 M2 M3 M4 Total
T1 17 20 18 9 70
T2 32 74 23 15 144
T3 32 146 6 38 220
Totals 81 240 47 62 430

The chi-square statistic is 51.9806. The p-value is < 0.000. The result is significant at p < .05.

To test H4, which predicted that the stronger the artistry of the bag, the less prominent the
logo of the brand, the relationship between design method (M1-M4) and type of brand
image (T1-T3) was tested. As the data illustrates (Table 21), the brand identity of the bags
was the least obvious for M2 and M4, which represented 61% of the samples. However,
the data demonstrated that 56% (146) of the samples used M2, and only 14% (38) of the
samples used M4, further highlighting that future art-derived designs should carry out
design innovation using multi-materials, bag accessories, and decoration designs. The chi-
squared test shows in Table 22 demonstrat that the asymptotic significance (2-sided) of the
Pearson chi-squared and likelihood ratio was <0.00. The linear-by-linear association result
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was .830, which means that design method strongly influences the presence of a clear brand

image.

Table 22 Chi-square tests of the relationship between design methods and brand image

Asymptotic Significance (2-

Value df )
sided)
Pearson Chi-Square 52.573° 6 0
Likelihood Ratio 53.976 6 0
Linear-by-Linear Association 0.046 1 0.83
N of Valid Cases 430

0 cells (0.0%) have an expected count less than 5. The minimum expected count is 7.00.

The correlation between design methods and brand image

Table 23 shows, in testing H5, which posited that there are differences in the clarity of the
brand image in different year groups, it is found a significant relationship between the year
groups and the three logo types. The data demonstrated that, among the three year groups,
the proportion of samples in the more recent time group that had not-obvious brand images
(T3) continued to increase, while cases that demonstrated slight brand images (T2)
significantly declined. However, the samples featuring prominent brand images (T1) did
not change significantly. In addition, from Table 24, it can be seen that M2 was the most
important design method, and there was an obvious relationship between M2 and T2 and

T3.

Table 23 The correlation between year groups and brand image types

Brand Type 2001-2010 2011-2017 2018-2022 Totals
Tl 3 24 37 64
T2 19 38 87 144
T3 8 63 151 222
Totals 30 125 275 430

The chi-square statistic is 15.2703. The p-value is .004172. The result is significant at p <.05.
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Table 24 Difference between brand groups and design methods

M1 m2 M3 M4 Sum

ACBs 69 103 38 45 255
ALBs 83 6 12 110
MFBs 54 3 5 65

81 240 47 62 430
ANOVA
Source of Variation SS df MS F P-value F crit
Brand groups 4929.167 2 2464583 24.07734 0.00136 5.143253
Design methods 7996.333 3 2665444 26.03962 0.0007723 4.757063
Error 614.1667 6 102.3611
Total 13539.67 11
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Chapter 7 Discussion and Conclusion

7.1 From study 1

This research selected 24 design samples of AD to analyse the survey results of 65
respondents. Via the questionnaire survey and result analysis, researchers tested the
relationship between four design methods and respondents’ preference and aesthetic
emotion. It can be concluded that: 1) Direct participation of artists in design is conducive
for better emotional value. Interviewees have the highest recognition of products produced
by artists’ direct participation in design. Artists can design and create according to the needs
of fashion brands. Consumers love the freshness and artistic taste brought about by such
cross-border cooperation. However, there is no obvious difference between the two
authorisation design methods and the independent design by art institutions regarding
consumers’ preferences. 2) There is a significant correlation between the design period of
AD and consumer preferences. The respondents preferred derivatives designed five years
ago better than recently designed AD. The reason for this result may be because that artists’

creations being forward-looking. There may be a marked difference between the popular

aesthetic and the creative expression of the artist (Levinson 2010). Valsesia et.al (2016)

points out that art is critically acclaimed in the art world may not on, the whole, be tolerated.
Valsesia et al. (2014) emphasized that artistic creation should not be dictated by consumer
demand. Just like the design of the Pompidou Centre and Van Gogh's paintings, the artist's
personalized artwork needs time to become familiar to and accepted by the public. In

addition, fashion products will go through the process of Introduction, Rise, Peak and

Decline of popular trends (Diantari 2021) .The nature of fashion art derivatives are fashion

products. It will take time for the public to understand and accept the fashion art derivatives.
However, compared to ordinary fashion products, fashion derivatives designed five years
ago can still be enjoyed by consumers, which may help explain why the life cycle of AD is

longer than that of common fashion products.

3) There was no significant difference in the choice of product design methods among
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respondents of different age groups. Besides, there was also no clear link between age and
emotion for the preferred product. The most selected emotional words of the three age

groups were concentrated in the range of Pleasant—Excited and Pleasant—Calm.

This result may indicate that the persistence of art, to some extent, has been transferred to
fashion products due to the addition of artistic elements. In addition, respondents’ aesthetic
emotion for their preferred samples is mainly in-depth emotion rather than physical
attraction, which shows that art-derived fashion products can arouse consumers’ emotions
with unlimited thinking and aftertaste. And these emotions are at the reflective level,
indicating that a good fashion art derivatives design method may enhance the lifespan of

fashion art derivatives by arousing consumers’ in-depth emotions.

Through the experiment of personal wardrobe analysis, it is found that 1) the study of
emotional design is as important as the aesthetic feeling and comfort of clothing or
accessories; 2) Most students wear clothes for 3-4 years with high frequency. However,
the frequency has a significant decline after more than 4 years. 3) The analysis of the
experimental results shows that clothing with a long life cycle can be divided into two types:
first, the clothing is retained with a specific emotional basis. Second, the classic style is
easy to match. Among the emotion towards the longest lifespan clothing, there are two
main factors: attachment and narrative. Through this course, students analyze the
relationship between emotion and clothes’ life cycle not only by individuals but by the
whole class communicating. The students understand the importance of emotion in fashion
design and lay a foundation for sustainable fashion design in the future. = However, a
limitation of this study is that the participants of the questionnaire survey were concentrated
in one university, and a limited number of students participated in the experiment. In
addition, the experiment required students to select only one garment or accessory for
analysis, which resulted in insufficient samples. The researchers will absorb more samples

for further analysis.
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7.2 From Pilot Study

The results of the questionnaire survey and data analysis can answer the two questions
raised by the study.

To answer the first question: What are consumers’ preferences at different ages in
purchasing Spring Festival clothing? A significant was found between respondents’
purchases of spring Festival clothes for themselves every year and their age range.
Moreover, the lower the age of the respondents, the more they seem to usually buy Spring

Festival clothes every year.

For question 2: Can the design characteristics combining art derivation and the Spring

Festival theme better meet the preferences of consumers? Data analysis shows that there is
no correlation between respondents’ age range and the design of integrating museum art
elements into Spring Festival clothing design (Q12). But the lower the age of the
respondents, the more they seem to show preferences for integrating auspicious traditional
elements of artworks in museums into Spring Festival clothes and accessories. Besides, the
rating given by the respondents of two different characteristic groups shows that fashion

products derivative from traditional art may capture the interests of more consumers.

7.3 From study 2

This study innovatively proposes a co-design method to promote inconspicuous
consumption through the analysis of 3 fashion brand groups’ art-derived fashion bags. A
total of 87 art-derived fashion bags were selected from the ACB, ALB, and MFB groups
to test if the art-derived design method is effective for promoting inconspicuous
consumption. The basic information of the selected samples of art-derived fashion bags
was first classified and analyzed, and the brand image clarity and design methods of the
samples were then examined.

From the analysis of the relationship between the year group and brand group, only a
limited number of ACB art-derived bags were designed from 2001 to 2010. From 2018 to

2022, however, many art-derived design works appeared in all three brand groups,
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indicating that the art-derived design trend is dominated by luxury brands and continues to
influence the public, becoming well-known and recognized in recent years. Additionally,
the chi-squared statistic results demonstrate a significant relationship between brand image
and brand groups. We found that the proportion of bags that distinctly retained their brand
image was 80% (41) in the ACB group and 40% (6) in the ALB group. However, only 25%
(5) of the bags in the MFB group retained a clear brand image.

The categorized bag brand images were then classified into three types based on their
clarity or placement, and four main design approaches were summarized for additional
analyses. Thereafter, five art and design professionals participated in the evaluation of
brand image clarity and selected appropriate design methods for the 86 samples. The data
classification and analysis found that different brand groups perform differently in the
presence or absence of a brand image. In addition, art-derived design methods are
inconsistent across the different fashion bag brand groups. The M2 method was the most
used among the three brand groups. Comparing the relationship between the four design
approaches and the three brand groups demonstrated that enhancing the artistic image and
highlighting artistic works were the most prominent design approaches for art-derived
fashion bag design. The data demonstrated that the bag’s brand image was the least
pronounced under M2 and M4, the bag with the most pronounced brand image mostly
using M3. The results may suggest that the M2 and M4 design methods should be
recommended when using art-derived designs, which is conducive to weakening the brand
image and to the design of inconspicuous bags. However, the data also revealed that the
M2 method was used in most cases, and the M4 method was used less often. This
demonstrates that future art-derived design should focus on artistic innovation in the design
of multi-material and bag accessories.

Additionally, comparing the relationship between the year groups of the bags and the
clarity of the brand image demonstrated that the proportion of samples in the more recent
period that did not demonstrate obvious brand images (T3) continues to increase, while the
cases that demonstrated slight brand images (T2) had significantly declined. This result

provides some support for H5, which posited that the more recent the design, the less
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obvious the logo. However, the samples demonstrated that brand images (T1) did not shift
significantly.

Based on the above analytical results, the current design approach for art-derived fashion
bags focuses on highlighting the artistry of the bag, using printing to display the artistic
image presented on the main body of the bag. In addition, the involvement of artists in the
artistic redesign of brand images is also an influential design approach. The characteristics
of art-derived bags suggest that the inherently highly distinct brand image of fashion brand
bags is weakened by incorporating an art element, which is related to avoiding obvious
brand logos through inconspicuous consumption. The results demonstrate that art-derived
design methods can aid in developing inconspicuous design and consumption, which can
be important for a more diversified and rational fashion industry.

This research is an extendsion of previous research on design collaboration between art
fashion by Chailan (2018) and Kapferer (2014) and the characteristics analysis of
inconspicuous consumption by Eckhardt et al. (2015). The results of this study can provide
theoretical support for future fashion bags, to enhance the value of the bags and of
diversified design through art derivatives. In addition, the analysis method of brand image
and the design suggestions proposed in this study can be further analyzed based on
clothing, shoes, and other fashion items of fashion art derivatives in the future, so as to
have a more comprehensive understanding of the promotion effect of the integration of art

and fashion on the development of inconspicuous consumption in the fashion industry.

7.4 Synthesis of discussion and conclusion

Overall, the first sub-objective (SRO1) of this thesis is to test the effectiveness of artistic
aesthetics and emotions in extending the life cycle of fashion products, and then in the
second Sub-objective (SRO2) is to propose innovative art derivative design methods to
relieve the irrational and unsustainable problems of fashion design. Figure 31 is a general
illustration of the conclusions of the three studies.

Through Study 1, the data analysis showed a very interesting result, which is that the oldest
age group (products developed 5 years ago) fashion art derivatives are the most popular.
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This is very different from our previous perception of fashion products. In a society where
fashion products are changing so rapidly, consumers tend to chase the latest fashion
products, and unless the design is gradually widely accepted as a classic style, such as
Hermeés' Kelly bag and Burberry's trench coat, most fashion products will be quickly
eliminated with the trend. The results that the products designed five years ago can still be
populated by responders shows that art itself is forward-looking. The artist's thinking and
the aesthetic value of the artwork itself may contribute to enhancing the life cycle of the
product. Based on this, the survey of Wardrobe Analysis in Study 1 also illustrates the
positive relationship between emotional factors and longer retention times for fashion
products. Thus, it can be concluded that the emotional factors proposed in SRO1 are
effective in extending the life cycle of fashion products. In addition, the distribution
analysis of emotional vocabulary in Study 1 shows most selected emotional words were in
the range of Pleasant-Excited & Pleasant-Calm, which means respondents’ aesthetic
emotion for their preferred samples is mainly in-depth emotion rather than physical
attraction.

In the second part, taking Chinese Spring Festival clothing as an example, the results of
Pilot study shows that artistic elements which combine traditional Spring Festival holiday
blessings with artistic elements can better meet the needs of current consumers. The study
proposes the design methods that integrating auspicious traditional elements of artworks in
museums into Spring Festival clothes and accessories. The design approach can help solve
the problem of low utilization of traditional holiday fashion products because they
highlight the festive atmosphere and cannot be worn on weekdays. The design method
proposed in this study can provide a theoretical basis for the holiday clothing design in
both China and other countries.

In addition, Study 2 take fashion bags as a case to deeply analyze another potential
sustainable research value of art-derived, that is, the relationship between the intrinsic value
of art and the subtle signal promoted by inconspicuous consumption. The results show that
the current design approach focuses on highlighting the artistry of the bag. Art-derived

design can aid in developing inconspicuous consumption through enhancing intrinsic art
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value and avoid obvious brand images. Inconspicuous consumption is also an important
concept which helps to promote rational consumption.

Through the analysis of the three studies, it can be concluded that art derivatives is not only
a commercial collaboration with artists and art institutes that promotes fashion product
innovation, but also has great potential for sociological research. Through the design
methods, such as, participatory design approach of artists, combines classical art with
traditional festivals, and promotes inconspicuous consumption, the sustainable and rational

consumption of fashion can be promoted.

The respondents preferred derivatives designed
/ five years ago better than recently designed works }

Longer life spans

Emotional attachment is the important reason for

young people to help prolong the lifetime of

clothing (Wardrobe analysis)
e e < Direct participation of artists in design is > SROT

From Study 1 - f

conducive for better emotional value

Most selected emotional words were in the range .

of Pleasant-Excited & Pleasant—Calm Reflectlo!\ Level -/

Emotion
\ Respondents’ aesthetic emotion for their preferred

samples is mainly in-depth emotion rather than

physical attraction

Fashion products derivative from traditional art

are more suitable for matching in everyday wear

Art-derived festival
Conclusion Young generation preferences for integrating costumes are more
From Pilot auspicious traditional elements of artworks in sustainable N
Study museums into Spring Festival clothes and
accessories
M2 (main part of the bag reflects the artistic > SRO2

pattern and elements)and M4(Multi-design and

materials original of artworks) are conducive to Art-derived design
GonoIasion weakening the brand image and to the design can aid in

From Study 2 of inconspicuous bags ~ developing
inconspicuous
Current design approach for art-derived fashion consumption
bags focuses on highlighting the artistry of the

bag
Figure 31 Synthesis of the three studies
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8 Limitation, contribution, and future study

8.1 Limitations

8.1.1 Limitation of Study 1

The experimental limitations need to be acknowledged. First, the experiment was
conducted in one area. Nearly half of the survey participants were concentrated in one
design-related school. Although these interviewees may have artistic background and most
of them are AD consumers, the participants’ education level and regional culture could
greatly influenced this study. Second, samples of the research were not rich enough.
Considered that too many questions in the questionnaire might affect the quality of answers,
we analysed only 24 samples of AD. In future studies, the study hope to use eye tracker

and electroencephalograph to conduct experimental analysis on more samples.

Besides, through this study, the researcher realised the importance of emotional design in
the whole process of production, use and discarding. The artistic expression ought to be
reflected through sustainable processes and environmentally friendly materials. The
researchers believe that artistic expression should not be achieved at the cost of complex
technological processes. It is hoped that the researcher can provide theoretical help for the
future design of art derivatives. Fashion brands and art institutions can create more
excellent art derivative works and achieve sustainable design by enhancing the artistic
appeal of clothing and consumers' aesthetic attitudes and prolonging the life cycle of
fashion products. In this survey, the interview process is to describe the emotional
vocabulary of the five favorite samples, and the difference in the type of sample may affect
the choice of respondents. Therefore, it may have a certain impact on the results of the
questionnaire. Take the lessons of this, a survey of single fashion category in Study 2 is

carried to obtain more convincing results.
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8.1.2 Limitation of Pilot Study

There are several weaknesses for the questionnaire design. As the preference for buying
clothes for family members (Q10) is not strongly correlated with the research purpose. And

there are many different factors that need to take into consideration when buying clothes

for family members than buying clothes for oneself. The content of Question 11 (QI11)

and question 12 (Q12) are repetitive, and the results are also quite similar. In addition, this
study only explores the Spring Festival clothes as a popular commodity to convey the
Spring Festival culture and meet people's demand but has not taken the design

characteristics of high-end Spring Festival clothes into concern.

8.1.3 Limitation of Study 2

A limitation of this study lies in the number of people involved in the sample evaluation:
Only five professionals who were concentrated in one region participated in the evaluation.
Although these participants can give effective feedback on the research content in a short
time. However, the perception ability of these participants with professional background
of fashion design and art is different from that of ordinary fashion consumers. It is
suggested that research and experiments can be carried out among mass consumers in the
future. In addition, because the number of bags in the evaluation is too large, the analysis
and judgment in a period of time will make the participants feel tired and may affect the
accuracy of the answer. Future research suggests that the number of bags in the sample
should be appropriately reduced or one of the brand groups, such as light luxury brands or
luxury brands, can be analyzed. Moreover, the evaluation was based on photos of the
fashion bags rather than the physical objects, which may have affected the evaluation. It is
suggested that if the samples for analysis are reduced, videos or pictures appreciated from

multiple angles can be used for analysis.
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8.2 Contribution to knowledge science

This research is to put forward innovative methods for the problems existing in the
development of the historical process of the continuous mutual communication between
the two fields of art and fashion. Figure 32 illustrates the contribution to knowledge science
of this study. The contribution can be divided into three aspects, the role of scholars'
research, the impact on fashion education, and the role of fashion design and cultural
creative design practice.

Firstly, to the scholars’ research, the research exploring the sense of fine arts discipline,
including painting, sculpture, pop art, contemporary art and many other art forms, and the
way to dialogue with fashion design. As art and fashion promote and enhance each other.
The research deeply explores the role of art aesthetics in the life cycle of fashion products,
design ethics, design sustainability and other important issues. Therefore, this research is
helpful for the study Affective cognition and Aesthetic emotion research. As little previous
study has investigated art-derived fashion design, despite the ever-increasing market. This
research is an extension of previous research on design collaboration between art and
fashion by Chailan (2018) and Kapferer (2014) and the characteristics analysis of
inconspicuous consumption by Eckhardt et al. (2015).

Secondly, this research is also helpful for future fashion design education. At present,
sustainable fashion education mostly focuses on the environmentally friendly materials of
clothing, multi-wear design, etc., without paying attention to the important role of
emotional design in sustainable fashion. This research emphasis the importance of emotion
for sustainable fashion by leading students to organize and analyze their wardrobes in the
course, and thus guides the fashion courses from the perspective of emotional design.
Finally, the study analyzes the cooperation methods between fashion brands and artists or
art institutions, and puts forward suggestions for sustainable fashion design methods, which
gives some inspiration for future brand fashion product development. The study also has
some creative suggestions for product development in cultural and creative industries, as

well as festival product development.
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Figure 32 Contribution to Knowledge Science

8.3 Future study

There are still many shortcomings in this study that need to be supplemented by follow-up
research.

Firstly, the analysis of the relationship between art style and fashion design methods.
Different art styles have an important impact on the temperament, shape, color pattern, and
even target customer positioning of fashion products. For example, the free creative ideas
and rich colors of pop artists are completely different from the rigorous structure in
classical painting, and the language conveyed by the narrative artistic expression with
historical connotations, and there may be obvious differences in the design methods acting
on fashion products. As all the samples in Study 1 and Study 2 have clear information about
artists and art styles. In the future, research will focus on the influence of different art styles
on fashion design, and the relationship between art style and design methods. In this way,
it can give suggestions for the research of different art styles and fashion products design
method.

Secondly, eye trackers and brain trackers will be used as tools to conduct in-depth research

on art derivatives and the emotional perception of interviewees in the future. Capturing the
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perception of the respondents through eye trackers and brain trackers can be effective
complement to this study. More multi-dimensional images, short vedios about art
derivatives products can be used as case studies for use in research. In addition, for the
research on NFT virtual art derivatives that are being carried out by many fashion brands,
it is also very suitable for the analysis of brain trackers devices and eye trackers as a case
in the future study.

The design method proposed in this study can also be studied specifically by more clothing
items such as women's clothing and shoes of fashion art derivatives in the future, so as to
have a more comprehensive understanding of the promotion effect of the integration of art

and fashion on the sustainable fashion design.
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Blake Kathryn's Sleek 3D Collaboration with Fendi (trendland.com)
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No.1 KAWS Discusses His Uniglo Collaboration | Vogue
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No.3 Yves Saint Laurent at Couture Spring 2002 | Haute couture details, Yves saint laurent couture,
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No.4 Moda ve Sanatin Efsanevi Bulusmalari | Vogue Turkiye
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No.1 UNIQLO dévoile une collaboration avec le musée du Louvre - Le Site de la Sneaker

No.2 SHANG XIA F ThEEE# ZRZENLEMZMEKELE HiLY &M -tmall.com XIF

No.3 Cloud (sohu.com)
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Dior Lady Art 2: Dior Taps 10 New Artists To Reinvent Their Signature Bag | Sleek Magazine (sleek-
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No.2 Josefinas colabora com designer briténica lbukun Jesusanmi (fashionnetwork.com)
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No.24 Patterned, Designer & Limited Edition Scarves | V&A Shop (vam.ac.uk)
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https://www.vam.ac.uk/shop/fashion/scarves

No.l LV ZFHFRER, WA FEXRFX! K8 (sohucom)
No2 IR A BEEINHFE—EEHEHM 2019 FERIFERILIBRZK

xbiao.com
No.3 2022"FHiz" T8 | MR EERERLENE|Z N ESILH_MSTTH (163.com)

No.4 FEM SR BESIIREBRYES (CONVERSE., KATE SPADE. VIVIENNE TAM. TOD'S

%) - -3hk FEEW

Nob5 ZEFmAMSMEMEFETR? B, PEEHMIRITRE ZE (sohu.com)

No.6 COS FT&ERFEFFRE (xiaohongshu.com)

No.7 Z%RMIMERERIIBE], FELIIERATXCBENRE PELFSIR—PE
£35S M (ceh.com.cn)

No.8 f#ijt | GUCCI 2022 HEHMEMRERFIEE: HESHERE (baidu.com)

No.9 E# IP Fih|fRE— Mk B EEHANETEER ME (sohu.com)

No.10 Original design work

2 Emotional words in Study 1

Reference list of emotion words (in Chinese)

w1 R w2 X W3 IR W4 fERIAY

W5 HEN W6 B W7 AR w8 KEFH

w9  HWEFEN w1 EHH Wil FIEA W12 K ANREMN
w13 EFHEBRRNH w4 BHH W15 EER W16 2z
W17  ZRERN W18 RELEY W19  TEIAAY W20 ARERH

Reference list of emotion words

W1 Enjoyable W2  Excited W3 Blatant W4  Magnificent
W2 Interesting W6  Comfortable W7 Relaxed W8 Friendly
W3 Content-rich W10 Rational W11 Harmonious W12  Thought-provoking
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https://www.xbiao.com/20190104/52026.html
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https://www.163.com/dy/article/GUJ71FTE0518D7K9.html
http://www.3hk.cn/blog/view/79169.html
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https://www.sohu.com/a/293798507_467279?_f=index_select_0&spm=smpc.home.choice.2.15497057468114mw3feq
https://www.xiaohongshu.com/explore/61d596b300000000010254c5
http://www.ceh.com.cn/syzx/1461887.shtml
http://www.ceh.com.cn/syzx/1461887.shtml
https://baijiahao.baidu.com/s?id=1722356447844172600
https://www.sohu.com/a/366910371_657209

W4 Imaginative W14 Uncontrolled W15 Painful W16 Dizzy

W5 Sentimental W18 Chaotic W19 Frightening W20 Factitious
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3 Raw data of study 1

Emaotional Emaotional Emoticnal Emaoticnal Emotional words
Respondents Age Topl wordsoftopl Top2 wordsoftop2 Top3 wordsoftop3 Topd wordsoftopd Tops of top &
1 25 13 W6 Wid 22 W11  Wil4 11 'Wh W17 2 W1 Wh 16 W13 (w4
2 35 3 /W Wi4 4 W7 W13 11 'Wi4 Wh 19 'Ws Wi 21 Wi2 W3
3 34 13 W7 W17 4 Wil Wil3 22 Wi Wil3 11 /Wh Wi4 20W1 WE
4 38 3 W2 WY 16 W5 Wa 5 W& W10 23 WE W17 24 W1 wWi4
5 30 10 W5 W13 21 W7 Wiz 14 'Wi4 W17 24 'Wa wis 3/Wilz |wWi4
3 39 21 W4 Wil 9 'Wh Wild 22 Wl Wy 12 Wh Wi4 10 W6 Wh
7 38 20|W10 (Wil 13 W1l (w4 4 W1 WY 22 W13 W17 5 W6 Wil
B 22 4 W1 Wi 13 W7 ‘Wi4 11 ‘W13 W17 16 W10 Wil 22 W13 W17
g EE] 12 W12 Wi6 10 W5 Wil3 6 Wa W10 4 W7 wi4 5 W6 Wi
10 27 24 'Wild4 W8 3 W2 Wid 16 ‘W10 Wa 23 W10 W17 20|W10  |wil
11 36 16 W5 W13 4'W13  WiB 3 Wi4 Wiz 18 'Wa W1v 11 W5 Wwi3
12 23 16 'Wa Wil 10 W13 wih 1 w2 W3 4 W1 Wh 13 W7 Wi4
13 20 19 W7 Wil3 22 Wi W 18 W4 Wil 6 W5 Wa 5 W6 wWi1a
14 21 3 W2 Wid 4 W1 W13 5 'Wi4 Wa 11 'Wi4 Wh 22 W6 W17
15 21 13 W7 Wi4 3 W2 Wid 83 Wiz Wid 16 W49 Wil 5Wa W16
16 23 13 W10 w17 18 ‘W4 Wil2 23 WE W10 9 'Wh Wiz 19 'Wa Wiz
17 20 13 W2 Wil 3 WY Wid 5 W& W10 4/W1 W 16 W5 W13
18 20 BwWilz2 |Wil4 4 W1 Wil 22 W7 W13 21 W3 Wiz 1/Wh wis
18 23 24 Wi Wa B Wiz |Wils 5 We Wa 14 'Wa W4 21 W1l W7
20 22 7wl Wid B W19 |wilz2 15 Wilz2 WG 16 W17 wWi4 24 WG W17
21 22 7 Wi Wi B Wh Wiz 9 Wh W16 14 Wil4 wWa 17 Wil2 Wi
22 23 13 W1 Wi3 4 W1 W7 10 W13 Wih 5 Wh Wil4 21 W32 Wil
23 21 3 Wh Wid 5/'Wilz |Wils 7 W10 W13 B|Wil3 W17 13 w2 Wil
24 32 4 W7 W13 2 W3 Wi4 24 'Wh W1 19 'Wa W1v 18 W11 Wil2
25 21 3 /W Wi 6 Wa W12 B Wiz Wi4 2 Wil Wh 11 W7 Wi4
26 28 11 'Wild4 WS 14 W4 W7 21 W4 W 22 W13 W17 9 w2 Wh
27 18 4'W1 W13 11 W13 Wiy 16 W13 Wa 13 W10 wWi4 9 Wa W
28 36 16 Wh W13 11 ‘W7 Wi4 13 ‘W13 W17 22 W3 W17 6 Wa W16
29 35 3 W2 ‘Wid 18 W10 'wil 24 Wl Wh 13 /W7 W17 T wWild WY
30 36 21 ‘W4 Wh 10 W5 W13 9 Wh Wid 14 w4 wWa 1 Wild4 WIG
3l 46 22 W3 W13 5w W17 3 W3 W12 13 Wl W 18 W11 (w10
32 38 16 W12 W10 3 Wi Wil3 5 Wh Wil4 G W9 W10 11 W17 wWila
33 34 13 W2 Wil 19 'Wa ‘W10 4 W13 W17 [ W10 22 W7 W13
34 29 6 Wa W10 12 'Wa W16 13 W7 W17 14 WY wi4 3 W2 Wi
a5 18 2/Wil Wa 1wl WwWa 4 'Wi4 Wa 16 W3 wWil3 awa W16
36 22 13 W13 W17 22 W17 W& 11 ‘W7 Wid 19 /W13 W17 16 'Wa W13
37 28 22 W8 W13 24 'Wa W16 16 W13 Wa 6 W7 W1v 13 W7 wWi4
38 30 5 W4 WwWa 6 W10  wWa 13 W6 Wi4 11 'Wi3 W17 18 W10 (w11l
38 33 18 'Wa W17 16 W3 Wil 24 ‘Wil Wh 4 W17 WG 6 Wa Wiz
40 40 13 W6 Wid 3 Wh Wa 5 w2 Wid 6 W10 Wi3 18 W13 Wil
41 42 24 W17 W3 20 W10 W6 5w Wi4 18 wWi3 Wil 22 W2 Wi4
42 26 6 W10 W13 5 W2 ‘Wild 13 w2 Wil 19 /W13 Wiz 23 W13 Wil
43 26 11 W13 W17 18 'Wa W17 22 W7 Wid 21 Wil Wh 1Wil3 w3
44 30 16 'Wia  wil 22 'Wa Wid 11 'wvy Wid 13 w2 wis 6 W10 W13
45 18 4 W13 W17 16 W4 Wi3 7w W10 2/ W1 W 24 | WE wWi4
46 34 11 W17 Wl3 9 Wa Wiz B WI13 Wilh 14 w4 wWa 21 W4 Wi
47 33 13 W11 Wi4 17 W3 Wh 6 W10 W13 3 Wi4 W16 19 W4 Wi
48 36 22 'Wild W1 13 ‘W2 Wi4 ENL Wi3 2 Wh W17 18 W10 w1l
49 EE] 24 ‘W1 Wh 21 ‘W2 Wa 9 Wik Wis 11 W6 W13 13 W6 Wid
50 39 6 Wa W12 B 'Wia W16 17 'wWa Wh 13 W1 wi4 7 W10 W13
51 35 13 W1 W17 19 w4 W3 22 W17 W13 1/wWi3 wisd 6 Wa Wil
52 46 5 W2 Wid 10Wi13 Wik 21 W& Wi 24 'Wa Wil 6 Wa Wiz
53 28 11 W7 Wiz 13 W13  Wil4 16 Wa W17 22 W13 wWi4 18 W3 W17
54 19 11 W13 W17 3 WI16  Wwis 5 Wiz W16 1/wWi3 W2a 17 Wil W3
55 22 2 W2 Wh 4 'Wi13 W17 16 W3 W10 17/will Wi1a 12 Wh Wil4
56 20 21 W2 Wid 17 WG Wid 10 W10 Wiz 5 W3 Wiz 14 W10 (w11
a7 24 13 W7 W12 14 W6 Wiz 22 W6 Wi4 24 Wi4 Wi B|WI13 |WIS
a8 21 4'Wild4 W17 ENL Wil2 13 W7 Wil 22 W7 wWil3 2/Wil Wh
59 20 9 Wa WG 10 W13 | Wis 21 W13 Wa 22 W7 wWa 24 'W13a Wil
G0 20 11 W17 Wl2 13 Wid4  |wWil3 3 Wa Wi 16 W3 Wi 22 W13 Wil
61 19 4 'Wa W10 22 W2 Wil4 10 W16 Wia 16 W3 W16 13 W2 Wil
62 21 14 'Wild4 W7 16 W13 W7 5 W6 ‘W10 13 /W13 W6 24 W2 Wid
63 40 20 'wa W12 9 W15 Wa 16 W13 W17 12 W16 W1v 10 W5 Wwi3
G4 39 200W10  wil 13 W7 Wi4 4 Wi Wy 22 W12 W17 5w W3
65 50 24 W11 WG 19 'Wild4 W7 3 W Wil3 4 WG Wil 13|Wi4  |We
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4 Raw data of study 2

Respondent

No.
No.
No.
No.
No.
No.
No.
No.
No.
No.
No.
No.
No.
No.
No.
No.
No.
No.
No.
No.
No.
No.
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No.
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Sample

group

ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
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ACB
ACB
ACB
ACB
ACB
ACB
ACB
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ACB
ACB
ACB
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ACB
ACB

Brand

Y
AY
AY
LV
LV
Y
LV
AY
Y
LV
AY
LV
LV
Y
LV
AY
LV
LV
Y
LV
DIOR
DIOR
DIOR
DIOR
DIOR
DIOR
DIOR
DIOR
DIOR
DIOR
DIOR
Cucci
Cucci
Cucci
Cucci
Cucci
Cucci

Cucci

Year Group

2011-2017
2011-2017
2001-2010
2001-2010
2001-2010
2001-2010
2001-2010
2001-2010
2011-2017
2011-2017
2018-2022
2018-2022
2018-2022
2011-2017
2011-2017
2011-2017
2011-2017
2018-2022
2018-2022
2018-2022
2011-2017
2011-2017
2018-2022
2018-2022
2011-2017
2011-2017
2011-2017
2011-2017
2011-2017
2018-2022
2018-2022
2018-2022
2018-2022
2011-2017
2011-2017
2011-2017
2011-2017
2018-2022

T1

T2

N

N

[ = T = T NN =

T3

M M2
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1
1

M3

M4
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No.
No.
No.
No.
No.
No.
No.
No.
No.
No.
No.
No.
No.
No.
No.
No.
No.
No.
No.
No.
No.
No.
No.
No.
No.

No.

No.
No.
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No.
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No.
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39
40
41
42
43
44
45
46
47
48
49
50
51
52
53
54
55
56
57
58
59
60
61
62
63

64

65
66
67
68
69
70
71
72
73

74
75
76
7
78
79

ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ALB
ALB
ALB
ALB
ALB
ALB
ALB
ALB
ALB
ALB
ALB
ALB

ALB

ALB
ALB
MFB
MFB
MFB
MFB
MFB
MFB
MFB

ALB
ALB
ALB
ALB
ALB
ALB

Cucci
Prada
Prada
Prada
Prada
Prada
Fendi
Fendi
Loewe
Loewe
Loewe
Loewe
Loewe
Coach
Coach
Coach
Coach
Coach
Coach
Coach
Coach
Coach
MCM
MCM
Mulberry

Mulberry

Lacoste
Coach
Eastpak
Eastpak
Kipling
Kipling
Kipling
Kipling
Nancy
Gonzalez
A Cloud
A Cloud
Bampo
Bampo
Bampo

Bampo

2018-2022
2018-2022
2018-2022
2018-2022
2018-2022
2011-2017
2018-2022
2018-2022
2018-2022
2018-2022
2018-2022
2018-2022
2011-2017
2018-2022
2018-2022
2018-2022
2018-2022
2018-2022
2018-2022
2018-2022
2018-2022
2011-2017
2011-2017
2018-2022
2018-2022

2018-2022

2018-2022
2018-2022
2018-2022
2018-2022
2018-2022
2018-2022
2018-2022
2018-2022
2011-2017

2018-2022
2018-2022
2011-2017
2018-2022
2018-2022
2018-2022
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No.
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No.
No.
No.
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ALB
MFB
MFB
MFB
MFB

MFB

MFB

ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB

Bampo
Hongna
Hongna
Sofitte
Proenza
Schouler
Proenza
Schouler
Herschel
Supply
LV

LV

Y

LV

AY

Y

LV

AY

LV

AY

Y

LV

AY

LV

LV

AY

LV

AY

Y

LV
DIOR
DIOR
DIOR
DIOR
DIOR
DIOR
DIOR
DIOR
DIOR
DIOR
DIOR
Cucci
Cucci

Cucci

2018-2022
2018-2022
2018-2022
2018-2022
2018-2022

2018-2022

2018-2022

2011-2017
2011-2017
2001-2010
2001-2010
2001-2010
2001-2010
2001-2010
2001-2010
2011-2017
2011-2017
2018-2022
2018-2022
2018-2022
2011-2017
2011-2017
2011-2017
2011-2017
2018-2022
2018-2022
2018-2022
2011-2017
2011-2017
2018-2022
2018-2022
2011-2017
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2011-2017
2011-2017
2011-2017
2018-2022
2018-2022
2018-2022
2018-2022
2011-2017
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No.
No.
No.
No.
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No.
No.
No.
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No.
No.
No.
No.
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35
36
37
38
39
40
4
42
43
44
45
46
47
48
49
50
51
52
53
54
55
56
57
58
59
60
61
62
63

64

65
66
67
68
69
70
71
72
73

74
75

ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ALB
ALB
ALB
ALB
ALB
ALB
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ALB
ALB
ALB

ALB

ALB
ALB
MFB
MFB
MFB
MFB
MFB
MFB
MFB

ALB
ALB

Cucci
Cucci
Cucci
Cucci
Cucci
Prada
Prada
Prada
Prada
Prada
Fendi
Fendi
Loewe
Loewe
Loewe
Loewe
Loewe
Coach
Coach
Coach
Coach
Coach
Coach
Coach
Coach
Coach
MCM
MCM
Mulberry

Mulberry

Lacoste
Coach
Eastpak
Eastpak
Kipling
Kipling
Kipling
Kipling
Nancy
Gonzalez
A Cloud
A Cloud

2011-2017
2011-2017
2011-2017
2018-2022
2018-2022
2018-2022
2018-2022
2018-2022
2018-2022
2011-2017
2018-2022
2018-2022
2018-2022
2018-2022
2018-2022
2018-2022
2011-2017
2018-2022
2018-2022
2018-2022
2018-2022
2018-2022
2018-2022
2018-2022
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2011-2017
2011-2017
2018-2022
2018-2022

2018-2022

2018-2022
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2018-2022
2018-2022
2018-2022
2011-2017

2018-2022
2018-2022
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No.
No.
No.
No.
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No.
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ALB
ALB
ALB
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MFB

MFB

ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB
ACB

Bampo
Bampo
Bampo
Bampo
Bampo
Hongna
Hongna
Sofitte
Proenza
Schouler
Proenza
Schouler
Herschel
Supply
AY

Y

LV

AY

LV

AY

Y

LV

AY

LV

LV

AY

LV

AY

Y

LV

AY

LV

LV

Y
DIOR
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DIOR
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DIOR
DIOR

2011-2017
2018-2022
2018-2022
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2018-2022
2018-2022

2018-2022

2018-2022

2011-2017
2011-2017
2001-2010
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31
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A Cloud
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