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APPLICATION OF DESIGN THINKING TECHNOLOGIES
IN THE DEVELOPMENT OF AUTHORIAL TEXTURES
FOR CONTEMPORARY FASHION

The article examines current issues related to the development and implementation of design concepts

based on design thinking methodology, digital design technologies, and the collection and analysis of data
on signature textures. The stages of design thinking for the creation of fashion items are analyzed, in which
texture becomes one of the main means of artistic expression, most clearly reflecting the features of structure
and surface decoration as well as the uniqueness of artistic technique. A classification of textures is proposed,
with particular attention paid to the aesthetic and utilitarian functions of surfaces. To understand how texture
serves as a means of shaping costume imagery in fashion design, the main types of textures are described and
the methods of using textures in clothing composition are defined. It is established that texture not only serves
a technical function but also represents the signature of a designer’s individual style. Texture — the surface of
the form —creates the external appearance of the product and defines its visual image. Based on the analysis, a
collection of contemporary clothing using signature textures and design thinking practices has been developed.

Keywords: Design thinking, garment design, fashion product, signature surface textures, compositional

structure, fabric texture, creative development.

Problem Statement and Relevance. The
modern fashion industry is the basis for the
formation of a new market as an independent
economic sector, which covers the production of
clothing and the sale of fashion products such as
apparel, footwear, accessories, textile interior
items, and more. The main characteristic of this
market is rapid change and intense competition
between fashion brands.

The range of modern materials for clothing
production is broad and diverse. Manufacturers
offer products not only from fabrics known to
the general public but also from new composite
materials, which have quickly gained popularity
due to their unique appearance, beneficial
properties, and intriguing textures.
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There is a growing interest in signature
textures in fashion. Creating texture on the
material’s surface provides limitless opportunities
in the development of fashion and accessories
design, allowing a significant expansion of the
product range without altering the garment’s
structure.

When creating signature textures, the designer
is unrestricted by manufacturing limitations or
strict technological processes. On the contrary,
the designer’s creative imagination is liberated,
addressing a wide range of tasks related to the
harmonization of the product’s future properties.

Form, color, texture, and ergonomics are the
indicators that enhance the aesthetic quality of
a design product, offering ample opportunity to
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enrich the composition of a garment and increase
its expressiveness.

Itshould be noted that the creation of signature
texture is a designer’s experiment. For such an
experiment to succeed, the ideas must be bold
and creative, the material choice not necessarily
standard, and the execution flawless — only then
can a successful product result be achieved.

Therefore, we believe that project design will
only have a compelling effect when the designer’s
design thinking is professionally developed and
they possess the following qualities:

* The ability to identify and clearly articulate
a task;

» The ability to generate a large number of
ideas within a limited time;

* The ability to find original solutions;

* The ability to quickly devise the most
incredible answers to a given problem.

Design thinking is a method that helps solve
unusual yet crucial problems for the designer.
The term first appeared in 1969 in Herbert
Simon’s book «The Sciences of the Artificial»
(Pashkevich, Kilnitska, Brukhliy, & Kersnovska,
2016).

The unique feature of design thinking lies in
its human-centered approach rather than business-
centered goals. The core questions a designer
asks when searching for solutions are: «Who will
use the product?» and «How will it impact the
user’s life?» The stages of design thinking involve
transitions from abstract to concrete thinking and
back. This way, the designer avoids fixating on the
obvious and adopts a broad perspective, enabling
innovative solutions.

The activity of design thinking depends on
the richness of the designer’s inner world and
comprehensive perception. As a result, a specific
algorithm for the development of design thinking
is established during the modeling of new garment
forms, particularly when creating signature
textures (Hryhorova, 2021).

Analysis of key research and publications
showed that the topic of diverse embellishments
in modern costume design remains insufficiently
explored, although certain aspects of the issue
have been reflected in some dissertation studies
and scholarly works. A review of specialized
literature revealed that the issue of design thinking
in the development of contemporary clothing
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has been explored to some extent by scholars
such as H. Huseinov, V. Yermilova, D. Yermilova,
M. Kiloshenko, Z. Kukushkina, H. Petushkova,
Ye. Rachynska, V. Sydorenko, Z. Tkanko,
0. Korovytskyi and I. Kosyak.

The work «Technologies and Design in the
Fashion Industry» (Ryabchykov, Holovenko,
Nazarchuk, & Shovkomud, O. 2023) is dedicated
to the decoration of garments with detachable
elements such as collars, cuffs, jabots, coquilles,
boas, scarves, kerchiefs, shawls, ties, belts, flowers,
and more.

In «Fashion and Clothing: Fundamentals
of Design and Production», M.V. Kolosnichenko
and KL. Protsyk categorize decorations based
on their impact on garment structure — as flat,
volumetric, or accessory-based (Kolosnichenko,
Protsyk, 2011). In the article «Textural Form-
Making in Contemporary Fashion Design»,
M.V. Kisil categorizes volumetric textures as
seamless, sewn-on, inlaid, or origami-based (Kisil,
2016).

The article by Pashkevich K., Liu Jiangxin,
Postelnyak A., and Kinchina O., titled «Perforation
as a Decoration Method in Modern Fashion
Collections», explores the use of perforation in
garment decoration, classifying it by type, materials
used, and production methods (Pashkevych, Lyu
Tszyansin', Postel'nyak, & Kinchyna, 2018).

Given the research topic, studies that
generalize the classification of texture types for
garment materials are of particular interest. In
this regard, the work Mykhailyuk, N.V. Ostapenko,
M.V.Kolosnichenko,I.L.. Haiova.In their publication
*Means of Enhancing the Artistic Expressiveness
of Textured Textile Solutions*, Mykhailyuk,
Ostapenko, and Kolosnichenko analyze various
means of creating textured textile designs,
including their types and production techniques
(Mykhaylyuk, Ostapenko, Kolosnichenko, 2021).

L.S. Hryhorova (2021), in her article
«Development of Authorial Textures and Their
Use in Fashion Design of Contemporary Clothing»,
investigates the role of original textures in fashion
design and reviews student collections from the
Design Department at H.S. Skovoroda KhNPU from
the perspective of innovative texture development
and application

Statement of objectives. To explore
the interaction between design thinking and
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contemporary methods of clothing design, and to
determine how the use of signature textures helps
shape the image of a costume in artistic fashion
design.

Presentation of the main material. In the
process of fashion design, a designer’s thinking
typically follows three primary phases: inspiration,
ideation, and implementation. A problem or design
challenge becomes the source of inspiration.
Ideation involves creatively solving the design
task based on observation. Implementation
is the stage where ideas are transformed into
actions. Possible solutions are tested through
experimentation to arrive at the best product
version. Throughout these phases, two types
of thinking are distinguished: convergent and
divergent. Convergent thinking moves from broad
thoughts to specific understanding, where ideas
generated by divergent thinking are narrowed
down to the most promising concepts and solutions.
Divergent thinking uses imagination to explore
new possibilities and ultimately foster innovation.

Thus, the mechanism of design thinking is
a set of tools that generate thoughts, emotions,
imagination, and psychomotor activity with the
goal of processing information or completing
tasks. Through this mechanism, designers become
capable of making discoveries, inventing new
concepts, and creating original artistic images.

With thisin mind, the practical and theoretical
aspects of fashion design are structured around a
unified design methodology at the stages of design
thinking, namely:

* understanding the problem situation;

* pre-design analysis;

* analysis and determination of principles and
means of solving tasks;

 formation of a formal image;

* analysis of the design situation;

* sketch-based search for conceptual solutions;

* detailed design development.

The development of design thinking and the
discovery of non-trivial ways to solve creative
design problems during the creation of signature
textures all reflect the potential of heuristic
methods and idea generation techniques.

It is important to note that the development
of texture-based solutions in modern clothing
design requires a comprehensive approach and a
clear understanding of basic concepts. Therefore,
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it is crucial to differentiate between the terms
«texture» and «surface structure». Based on the
review of academic literature, many definitions
of the term texture exist. Texture (from Latin
«factira» — processing, structure) refers to the
specific structure and surface treatment of an
object (Kisil, 2016). In fashion, texture is a property
of a material’s surface, influenced by its treatment
and light reflectivity, which affects the perception
of its color.

When using different textures in clothing
design, one must consider aesthetic, utilitarian,
and economic functions. The aesthetic function
conveys imagery and associative perception.
The utilitarian function refers to practicality,
functionality, and comfort. A textured surface
must be not only aesthetically appealing but also
practical during wear and use. The economic
function relates to finding an optimal solution for
implementing the designer’s concept.

Modern fashion, runway shows, and rapidly
changing trends all serve the same purpose -
to attract the viewer’s attention and impress
the prospective buyer. For this, contemporary
designers must find new approaches to form
creation and the development of unique textures.

To determine how texture functions as a
means of shaping the image in clothing design, it
is necessary to study the main types of textures
and identify the methods of their use in costume
composition.

Textures can be classified based on how they
reflect light:

* rough textures feature large relief elements
that create complex light and shadow effects on
the material’s surface;

* matte textures have medium-sized reliefs
that diffuse light at various angles;

* glossy textures include the smallest surface
reliefs that reflect light and can mirror its source.

Texture is perceived not only visually but also
through touch. Thus, textures can also be classified
as:

e relief;

* grainy;

e smooth;

* slippery.

Additionally, textures carry unique emotional
and artistic resonance and can be either active
or passive. Active textures have complex relief
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surfaces with large elements. Passive textures tend to be nearly uniform and neutral, composed of very fine
elements.

According to the method of formation, textures are divided into three main groups:

» use of different weaves (depending on equipment type and class);

* use of raw materials with varied decorative and material-plastic properties;

* alteration of the fabric’s appearance via special finishing techniques.

When developing signature textures, the designer is freed from production and technological
constraints, instead applying creativity to address the harmony of future product properties. Form, color,
texture, and ergonomics are essential attributes that enhance a product’s aesthetic, enrich its composition,
and increase visual expressiveness. Let us consider contemporary heuristic and idea-generation methods
(Kolosnichenko, Protsyk, 2011; Kosyak, 2016) used to enhance creative thinking, intensify cognitive activity,
and speed up the process of developing signature textures in fashion design.

The method of association is one of the techniques for forming ideas. It yields the most significant effect
when the designer’s creative imagination draws from diverse real-world inspirations. In fashion design,
these sources may include natural phenomena, societal events, and surrounding objects. Associations can
be concrete, abstract, psychological, or fantastical. Designers are constantly inspired by shapes, textures,
volume combinations, and various constructions.

Fig. 1 Clothing collection using textures inspired by Fig. 1a Fantasy costume
the works of G. Klimt

The method of analogy involves solving design tasks using analogous solutions from folk or national
costumes, engineering designs, or architectural forms. This method is frequently used, especially at the
image development stage in fashion design. The designer interprets and transforms the original creative
source into a project-based solution. Fig. 2. Method of analogies:

Fig. 2 Based on architecture Fig. 2a. Based on the works of Hundertwasser
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The bionic method analyzes objects from nature and biology. This approach in fashion design leads to
unconventional solutions in structural details, fabric properties, and the development of unique textures.
It shifts the designer’s attention to natural forms and principles, fostering a deeper connection with the
environment.

Fig. 3 Bionic method

Design in the 20th and 21st centuries actively incorporates bioforms in architecture, object composition,
and functional design. These forms are ergonomic, harmonious, and eco-friendly, making them a rich source
of inspiration for fashion designers.

The combinatorial method, first used in the 1980 s, is based on combining standard elements from
simple geometric shapes, integrating different decorations on a single base, and creating transformable
clothing.
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Fig.4 Combinatorial method

Analyzing contemporary collections shows that clothing transformation is achieved by converting one
form into another or changing internal elements — folding, unfolding, detaching. Various constructive-
technological solutions are used, including interlocking parts, casings, straps, buttons, snaps, zippers, and
Velcro (Pashkevich, Kilnitska, Brukhliy & Kersnovska, 2016).

Combinatorial methods dominate in designing transformable garments through elements like
modularity, dimensional fluidity, and seamless garment construction.

Fig.5 Transformation method. Kateryna Kushko

The deconstruction method offers a new modeling approach to contemporary fashion, involving the
free manipulation of garment form and fit on the figure.
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Fig.6 Deconstruction method

After exploring all methods and technologies of texture creation through design thinking, we developed
our own clothing collection. The concept is based on the method of association and the application of original
textures.

The collection 'Rebellious Roses' symbolizes rebellion against social norms and life challenges, showing
how rawness can harbor hidden beauty. The rose becomes a symbol of inner strength emerging even in

harsh environments.

Fig.7 “Rebellious Roses” collection. Kateryna Kushko

Numerous textures were created for the collection, aligned with the conceptual design vision. The
textures were developed using surface transformation techniques and specialized decorative finishes.
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Fig.8 Textures developed for the “Rebellious Roses” collection

Thus, it can be said that modern fashion design extends beyond object modeling. On a global scale,
design evolves toward the study of human behavior and lifestyle. Design becomes a global economic tool
that influences consumer motivation. Current trends in fashion impose new requirements on designers, and
design thinking practices help bring their visions to life. Creativity is complex, multifaceted, and sometimes
paradoxical. Designers independently determine which technologies to apply at each stage of their work.

Individuality has become a priority in modern fashion. Texture, in this context, is an infinite resource
for achieving unique results. It serves as the semantic core of an authorial fashion collection, allowing the
designer to manipulate the visual and emotional perception of the product, subtly guiding the viewer toward
the intended concept. Such techniques can even disorient or deceive the viewer’s visual understanding of a
material or form.

In conclusion, an analysis of design thinking practices used in clothing design has been presented,
along with proposed solutions in the form of original textures for modern youth fashion. Authorial textural
techniques were developed and applied to garments, enhancing their visual and emotional expressiveness.
Texture work has emerged as a key trend — offering designers a space for maximal creativity.

All sketches featured in this article are original works created by students from the Department of
Design, Faculty of Arts, H.S. Skovoroda KhNPU.
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V cTaTTi NOPYIIYIOTHCSA aKTyaJbHI aclleKTH Cy4aCHOTO JU3alH-IIPOEKTYBaHHS, 30KpeMa J0CJIifl-
JKeHHsI Ta BIIPOBA[KeHHS METOMO0JIOTII AM3alH-MUCIEeHHS y CTBOPEeHHsS AU3allHepCbKUX BUPOOIB.
OxpeMa yBara IpHUAiISeThCS iHTerpail MuGpoBUX TeXHOJIOTiH, 300py Ta aHai3y JaHUX, II0B’I3aHUX
i3 p0o3p06K0OI0 aBTOPCHKUX PaKTYyp — YHIKaJIbHUX II0BEPXHEBUX PillleHb, IKi BiZ{irpatoTh BaKJIUBY POJIb
y dopMyBaHHI XyI0>KHbHOT0 06pasy.

HaykoBa HOBHU3HA IIOJISITA€ Y BUBUEHHI B3a€EMO3B’I3Ky MiXK [HU3aH-MHUCJIEHHSIM Ta Cy4aCHUMU
MeTOZaMHU IIPOEKTYBaHHA OJATY 3 aKI[eHTOM Ha POJIb aBTOPCHLKUX (PaKTyp, K Ba’KJIUBOTO iHCTpyMeH-
Ty y GopMyBaHHI XyI0>KHbOTO 006pa3y KOCTIOMY; BUCBITJIeH] eTaliB JU3alH-MUCIEHHS § KOHTEKCTI
CTBOPEHHS OJATY; II0Ka3i MOKJIMBOCTEN IMUPPOBUX TEXHOJIOTIM y IIpoIieci IIPOeKTyBaHHSI QaKTyp;
BU3Ha4YeHHI QYHKITIN Ta TUII0JI0Ti] QaKTyp K eleMeHTiB XyL0>KHbO-ILJIaCTUYHOTO BUPIIIIeHHS 00pasy;
POSKpPUTTI moTeHIliany pakTyp 9K 3acoby iHaUBigyadisallii fru3aliHepcbKUX BUPOOiB; po3po06Iii IIpak-
TUYHUX PeKOMeHJaIlil 111010 BUKOPUCTAaHHSI aBTOPCHKUX QaKTyp y CTBOPEHHI Cy4acHOTO MOJIOLIKHO-
IO OJATY.

MeTtopu gociaigyKeHHs. YV X0zl ToCaipKeHHs 6yJI0 3aCTOCOBAHO KOMILJIEKC MeTOLiB, 1110 LO3BOJIH-
JIA BCeOIUHO OXOIIUTH IP06JIeMaTHUKy AU3aUH-IIPOEKTYBaHHS 3 BUKOPUCTAHHSAM aBTOPCHKUX QaKTyp:
aHaJIi3 Ta CHHTEe3 HayKOBUX JpKepes (TeOPeTHYHUX 3acaj JU3aWH-MUCIeHHs, Cy4YaCHUX TeXHOJIOTiHi
IpPOEKTYBAHHS Ta THUIIOJOTI ¢aKTyp); MOPIBHAJIBHUN MeTOJ (BUSIBJIEHHS BIIMIHHOCTEN MiXK Tpaau-
IMIMHUMU Ta iIHHOBAI[iIMHUMH HiIX0laMH 0 CTBOPEHHS II0BepXHEBUX ePeKTiB y AU3aMHi OJATY); Me-
TOJ, XyA0>KHBOTO MOJIeJII0OBAHH (BisyaJsisaljis aBTOPChKUX ifjeli Ta CTBOPEHH eCKi3iB BUpoOiB i3 paxk-
TYPHUMHU ejleMeHTaMU); MeTOJ, eKCIIEpPUMeHTaIbHOI0 IIPOEKTYBaHH (CTBOPEHHS 3pa3KiB aBTOPCHKUX
daxTyp, anpobarrii MaTepiasiB i TexXHiK); cmocTepe)keHH Ta onuc (pikcarfis sMiH y CHPpHUUHATTI pak-
TYyp Y KOMIIO3UIlil BUpPOOY IIif yac B3aeMOZil 3 MaTepiasioM); MeTOJ[, cuCcTeMaTHu3allil Ta Kiacudpikarrii
(mobyzoBa aBTOPCHKOI Kyacudikallii ¢akTyp 3a eCTETUYHUMU Ta YTUJIITAPHUMU XapaKTepUCTUKAMMU);
MeTOAHY Bi3yaJbHOTO aHaJIi3y (OIjiHKa pe3yJbTaTiB 3aCTOCYBaHHS QaKTyp y BHpobax i3 IOIIAAY Xy-
LOXKHBOI BUPa3HOCTI).

OCHOBHI pe3yJbTaTH JOCJIIM KeHHs. 3iliCHEeHO aHaJIi3 OCHOBHUX eTalliB [U3alH-MUCIeHHS K
MeTOZ0JI0Til, 1110 epeKTUBHO IOEAHYE KpeaTUBHICTh, eMIIaTilo L0 KOpUCTyBaya i BUpillleHHS IPaKTHU4-
HUX 3aBJaHb Yy IIPOIleCi CTBOPeHHs OATYy. BHABJIEHO, 1110 aBTOPChKa ¢pakTypa € Ba’KJIMBUM 3aC000M
eCTeTUYHOI KOMYHIKaIil y 1u3amHi, IKUi GopMye 30poOBUM 06pa3 BUPOOY Ta eMOIliliHe CIPUNHATTS.
Po3po6s1eHO aBTOPCHKY Kiaacudikarmito GakTyp i3 ypaXyBaHHSIM IXHBOIO Bi3yaJbHOTO, TAKTHUJIBHOTO,
GYHKITIOHaJIBHOTO ¥ CUMBOJIIYHOIO HaBaHTa>kKeHH:A. CTBOPEHO Cepilo eKCIlepHMeHTaJIbHUX 3PasKiB
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Cy4acCHOTO MOJIOLI>KHOTO OATY 3 BUKOPUCTaHHAM (QaKTyp, L0 IIiAKPeCIo0Th IHAUBINYyalbHICT Ta
XYI0°KHI0O KOHITeNI[if0. PO3po6yieHO aBTOPCHKI TeXHIKM PaKTyPHOTO [eKOPyBaHHS, SIKi IeMOHCTPYIOTh
IHHOBAaIiMHI MigX0AU 0 II0OBepXHEBOI 00POOKU TKaHUH i MaTepiaiiB. [loBefeHo, 1110 paKTypa 3gaTHa
BUCTYIIaTH He JIUIIE K AeKOPAaTUBHUM eJIeMeHT, a ¥ K KJIIUYO0BHUH 3aCib BUpaXKeHHS JU3alHEPChbKOL
imel, iIHAUBiAYyaJIbLHOIO CTUJIK Ta aKTyaJbHOTO CBITOIJIAAY MHUTIL. BcTaHOBIIeHO, 1110 po6oTa 3 GaKTy-
POI0 BiIKpHBAaE IePCIeKTUBHY HIITy /I PO3SBUTKY KPeaTUBHOI'0O MUCJIEHHs B Cy4YaCHOMY AH3aiHi 0/1s-
ry.

BucHOBKH. V pe3yabTaTi AOCTiIHKeHHS O0YJ0 3[iMiCHEHO KOMILJIEKCHHUH aHaJli3 MeTOMO0JIOTil [H-
3aliH-MUCJIeHHS, 1110 3aCTOCOBYETHCA ¥ CydyaCHOMY IIPOEKTYBaHHI o44ry. Ha 0CHOBI BUBUEHUX IIPUH-
[UIIIB 3aIIpOIIOHOBAHO IHHOBAILliliHe pIllleHHS — CTBOPEHHsS aBTOPCHKUX QakKTyp, SKi rapMOHINHO
TIOENHYITDH €CTEeTUYHY BUPA3HICTh i QYHKIIOHAJIBHICTL. PO3p06yieHO KOHIIENI[il0 Ta peali3oBaHO KO-
JIEKIiI0 Cy4aCcHOTO MOJIOAIKHOTO O4IY 3 ypaXyBaHHAM IHAWBINyaJlbHOIO CTUIII0 Ta aKTYPHUX eKCIle-
puMeHTIB. I[IpoBe/ieHO Bi3dyaJsi3aliiro Ta MaTepiaJtisalfito Au3aHepChbKUX 3a[yMiB, 1110 J03BOJISIE IOTJIH-
OUTH eMOITiliHe Ta CEHCOpPHEe CIPUHHATTA BUP0oOy. OKpeMy yBary NpHUiJIeHO aBTOPCHKUM TeXHiKaM
IeKOpYBaHH4, SIKi BIIKPUBalOTh HOBI MOXJIMBOCTI Yy CTBOPEHHI BUpa3HUX, YHIKaJIbHUX peuel. V cy-
4acHOMY Ju3alHi caMme poboTa 3 aKTypaMH CTa€ OJHIEI0 3 MPOBIAHUX TeH/AEHITIN, IKa TO3BOJISIE TU-
3aliHepy BUUTH 3a MeJKi CTAaH/IapPTHOTO MUCJIEHHS Ta IIPOSIBUTHU BJIACHY TBOPYY iIeHTUUHICTh. TaKuM
4UHOM, QpaKTypa He JIUIIle AOIIOBHIOE 00pas, a 1 cTae KINYOBUM eJleMeHTOM Y GOpMyBaHHI iHHOBaIi -
HOTIO HifXO0AY 0 XYL0’KHbOTO IIPOEKTYBAHHS OJATY

KirouoBi ci1oBa: fu3aliH-MUCIeHHs, IPOEKTYBaHHS, GaKTypa, JU3alH OJATy, aBTOPCHKUI CTHIIb,
KOMIIO3HILisl, TEKCTYypa, HUPPOBI TEXHOJIOT], XyZ0’)KHE GOPMOYTBOPEHHS.
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