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Sammanfattning 
Om ett företag väljer digitalt textiltryck, vilket har ett högre styckpris, är det inte då 
fördelaktigt att veta möjligheter som tekniken kan bidra med till produktutvecklingen? 
Finns det designmöjligheter företag som använder traditionellt textiltryck inte kan 
utnyttja?  
 Fördelarna med att använda digitalt textiltryck kan till exempel ge 
konkurrensfördelar som särskiljer märket och möjliggör ny design. Förståelse för 
fördelarna är relevant kunskap vid designande av textilprodukter för ett framgångsrikt 
introducerande på marknaden. Syftet med detta examensarbete är att designa en 
mönsterkollektion och att implementera den i textila inredningsprodukter. Samtidigt 
är syftet att utforska fördelarna och nackdelarna med digitalt textiltryck.  
 Under litteraturstudien identifierades det att nackdelar med digitalt textiltryck är 
relativt höga priser och långsammare tryckhastighet. Dessa är avgörande faktorer vid 
val av tryckteknik, men om digitalt tryck utreds finns det intressanta egenskaper som 
möjliggör nya möjligheter. Till exempel, när det kommer till designprocessen av 
mönster, tar digitalt textiltryck bort begränsningar såsom mönsterkomponentens 
storlek och antalet färger. Möjligheten att trycka enstycksproduktion eller små serier 
utan en lång provtrycksprocess skapar potential för print-on-demand produktion. I 
denna uppsats har slutsats därför dragits att digitalt textiltryck möjliggör 
skräddarsydda beställningar och nya innovativa idéer. Vid bedömningen av ekologiska 
aspekter av flera trycktekniker dras slutsatsen att digitalt textiltryck har många fördelar. 
Digitalt textiltryck är genomgående mindre slösaktigt och med minimal 
överskottsproduktion tillverkas inga onödiga produkter. 
 
 
NYCKELORD: digital textiltryck, mönster, teknisk design, traditionella textiltryck, 
rotationstryck, screentryck, print-on-demand. 
 
 

  



 

Abstract  
If a company chooses digital textile printing, which have higher unit price, would it 
not be beneficial to know what possibilities the technique bring to the product 
development process? Are there design possibilities that companies using traditional 
textile printing cannot obtain? 
 Advantages of using digital textile printing could for example give a competitive 
edge, which that distinguish the brand and offer new designs. Such insights are 
relevant knowledge when designing textile products to be successfully introduced to 
the market.  
 The aim of this master thesis is to design a collection of textile pattern design, and 
implement them in a textile interior product. At the same time, the aim is to explore 
the advantages and disadvantages of digital textile printing. 
 During a literature review it was identified that the disadvantages of digital textile 
printing are the relatively high price and the slow printing speed. These are crucial 
factors when choosing printing method, but reviewing digital printing there are 
interesting qualities that provide new possibilities. For example, when it comes to the 
pattern design process, digital textile printing eliminates design constrains such as 
repeat size and limited use of colors. The abilities to print a single product or small 
batches without a pre-production process illustrate potential for print-on-demand 
production. It is therefore concluded in this thesis that digital printing enables 
customization and illustrates potential for new innovational ideas. When reviewing the 
ecological sustainability qualities of several printing techniques, it is concluded that 
digital textile printing have a lot of advantages. Digital textile printing is consistently 
less wasteful, and with minimal excess production no unnecessary products are 
manufactured 
 
 
 
 
KEYWORDS: digital textile printing, surface design pattern, industrial design 
engineering, traditional textile printing, rotary textile printing, screen textile printing, 
print-on-demand. 
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1 Introduction  
 
In focus in this master thesis are advantages as well as disadvantages with digital 
textile printing versus traditional printing technics. This analysis is done through 
designing a pattern design collection, implemented for a textile interior product. The 
project is implemented for my own start-up interior design brand Mönsteriet. Digital 
textile printing illustrates new qualities compared to traditional printing technics. For 
me, and hopefully also for others, it is interesting to explore how it is possible to 
exploit the advantages new printing techniques offer in the best way possible, and if it 
possible, with limited financial resources, to increase competitiveness on the market 
by exploit the benefits of digital textile printing? This master thesis is done as the final 
exam for a MSc in Industrial design engineering at Luleå University of Technology, 
during autumn 2015. 
 
1.1 BACKGROUND 
The summer of 2014, I started my own company Mönsteriet, with the aim to design 
patterns for interior textiles.  After researching available printing methods, the first 
line of textiles was printed digitally using pigment colors. My company Mönsteriet 
recently exhibited for the first time at the biggest Nordic interior fair Formex chosen 
as part of the Young Designers initiative. During the fair the products received a lot 
of positive response from press, resellers as well as other visitors.  
 Using this master thesis project, I want to further my knowledge of how digital 
textile printing techniques may impact the design process and how to exploit the 
printing method and the design process in best possible way for pattern designs and 
interior designs. Currently Mönsteriet have a selection of eco-friendly fabrics and eco 
friendly cushion covers. I also want to expand the range of products with a new textile 
product using the existing chain of production. The current textile used is a weaved 
global organic textile standard-certified1, cotton canvas suitable for interior products. 
However, to be competitive with other interior design companies, there is a need to 
brand the company and the products even more. The research questions explored in 
this thesis therefore are: 
§ How does digital printing impact the design process? 
§ How can the qualities of the digital textile printing method enable the usage of 

other design technics and aesthetic expressions?  
§ How can start-up interior design firms take advantage of digital textile printing? 
 
 
1.2 STAKEHOLDERS 
The company Mönsteriet is the primal benefiter of the project. Similar start-up 
companies wishing to take advantage of the digital textile printing methods can also 
take advantage of the knowledge developed in the thesis project. Consumers of 
Mönsteriet’s interior design products will also be affected by this project, as it is for 
their benefit the products are made.  
 
1.3 MISSION STATEMENT 
The overall objective of this thesis is to design a pattern design collection and a textile 
interior design that exploit the advantages of digital textile printing. The aim is for this 
reason to make: 
 

                                                        
1 Global Organic Textile Standard. (2016). Hämtad 2016-06-06, från  
 http://www.global-standard.org/the-standard.html 
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• A comparison between digital textile printing and traditional textile printing 
• Design a commercially viable collection of patterns for interior textiles 
• Print the patterns with digital textile printing  
• Produce prototypes of interior design products with the printed textiles 
• Conclude disadvantages and advantages of digital textile printing 

 
1.4 PROJECT SCOPE 
This thesis project corresponds to 30 ECTS, which is equal to 20 weeks of work. One 
major limitation is therefore time, to plan, explore, design, prototype and conclude a 
result within a 20-week timespan. Another limitation in this thesis project is that the 
material and the printing method are decided based on the Mönsteriet company’s 
established chain of production, digital textile printing with pigment colors, which 
took a long time to develop. The current production enables the collection of patterns 
to be available for massproduction at the end of the project. Regarding materials 
Mönsteriet also has an eco friendly focus and have already purchased GOTS-certified 
cotton canvas. Because decisions about fabric and GOTS-certification are already 
made, this master thesis will not include research into these subjects. 
 Another constraint in this thesis project is that the comparison of textile printing 
technique only includes methods that enable massproduction, not handicraft. There 
will be no test printing of other printing technics than digital printing: In my company 
Mönsteriet, I do not have the finances to try a production process in a representative 
scale to offer a comparably result.  
 
1.5 THESIS OUTLINE 
Chapter 1 contains an overview of the master thesis and the context of the project. 
Chapter 2 covers the theoretical framework that is the scientific basis for the thesis. 
Chapter 3 covers the process and the methods that were implemented in this thesis 
project. In chapter 4 the result of the context analysis is presented. Chapter 5 presents 
the outcome of the project, the results. In chapter 6 the results of this project are 
discussed and critically analyzed. Chapter 8 contains the conclusions drawn in the 
master thesis. In chapter 9 the references are alphabetically presented. Appendices can 
be found after chapter 9.  
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2 Theoretical framework 
The theoretical framework present information and knowledge that have been 
essential to realize this master thesis and achieve the final results. The selection of 
suitable subjects in the theoretical framework are based on the mission statement and 
research questions. 
 
2.1 INDUSTRIAL DESIGN ENGINEERING 
This section positions this master thesis in regards to the field of research Industrial 
design engineering. Different concepts and the opportunity of product realization are 
discussed in order to position the thesis project within the field. 
 In the area of Industrial design engineering there are a lot of different concepts 
used, sometimes with the same meaning and sometimes not. Both Persson and 
Johannesson (2007) and Lundquist (1995) agrees that Design is a complicated concept 
which also have different meanings in english and in swedish. In Sweden design is 
commonly used in the same meaning as industrial design or formgivning. In english 
language there is a in general a distinction between the concepts of Industrial Design 
and Engineering Design. Industrial design translates to “industridesign” in Swedish 
and engineering design is closest translated into “konstruktion”, the engineering work 
during the product development.  
 Persson and Johannesson (2007) defines the term Industrial Design Engineering as 
the internationally used term for the education of design engineers, with increased 
focus on industrial design; a more generalist profile. In my own experience the general 
focus of the Industrial Design Engineering program have been experienced with 
courses varying between graphic design to industrial production environment 
environments, therefore a similar broad definition of the concept of design is used in 
this thesis.  
 Central in this thesis project is surface pattern design, which is a part of the area of 
graphic design. Ne.se (2015), search word ”grafisk formgivning”, defines graphic 
design as the process of planning and implementing a printed matter.  Meggs and 
Purvis (2011) discusses that the essence of graphic design is to give form to ideas and 
expression and meaning to artifacts. Drucker and McVarish (2013), have accused 
graphic designers to design in a vacuum, making little effort to understand the needs 
of the end-users. Taffe (2015) for example discusses three motives why graphic 
designer have low interest in engaging the end-user. Firstly he claims that designers 
have creative intuition, and therefor input from the end-user into the creative process 
might ruin the outcome. Secondly, graphic designers are expert communicators. They 
should hence be experts on translating communication to end-users. Thirdly, he 
claims that graphic designers often have a business focus, meaning emphasis on 
client’s commercial objectives, rather than the end-user’s needs. Taffe (2015) however 
also states that today, collaborating with end-users in graphic design cannot longer be 
ignored. Buchanan’s (2007) argument that graphic designers still have difficulties 
breaking the historical roots in art and craft.  
 According to Taffe, a design process with aim to include end-users in the design 
process is user-centered design. He argues that when including end-users in the design 
process the design response is better aligned with the end-user requirements. User-
centered design challenges the designer’s lone creative genius intuition, and has moved 
from beyond the areas of human-computer interaction into architecture, interior 
design and industrial design. But Taffe (2015) also states that some designers discards 
creative input from the end-user because it is believed to water down the final design 
proposals, that is, it interferes with designer’s freedom of self-expression. 
 
Figure 1 represents the user-centered design process according to Taffe (2015). Figure 
shows the relationship between designers and end-users throughout the process. In 



4 

the explore phase, the designer gathers information from the end-users. During the 
design phase, the designer works separated from the end-user. In the review phase a 
prototype is made and representative end-users give their feedback to refine the 
design, according to Taffe (2015). 
 

 
Figure 1 - User-centred design process. Illustration: Johanna Linger 

 
This master thesis is an example of product realization. Persson and Johannesson 
(2007) claim that Product realization is a comprehensive term including construction, 
design and production. Product realization is mostly referring to products made in the 
manufacturing industry. According to Balakrishnan, Kumara, and Sundaresan  (1999), 
the product realization process is an extended view of manufacturing which begins 
with understanding the customers needs, prior to product’s design, and including the 
delivery and logistics. In the current project, with regards to the manufacturing 
process, the focus is on realization of a pattern collection as well as an interior textile 
product. For this reason, it is interesting to explore how the result of the thesis project 
can be a pattern collection that is ready for mass production and also how to reach a 
prototype for an interior textile product. 
 
2.2 TEXTILE PRINTING METHODS 
There are two main techniques for textile printing:  digital textile printing and 
traditional textile printing. In this section, I explore what limitations and possibilities 
that come with these two different categories of printing methods. 
 

2.2.1 Screen printing 
Clarke (2011) describes the invention of flatbed screen-printing in France in the 1930s 
as groundbreaking for the textile printing industries. Applying lacquer onto a fine silk-
gauze mesh, which was pulled around a frame, made a stencil and the unlacquered 
areas formed the motifs. The mesh frame was placed onto the fabric and a squeegge, a 
kind of wide spatula, squeezed the dye paste through the unlaquered areas of the mesh 
onto the textile. Today hand screen-printing still functions this way, according to 
Clarke (2011), but the mesh is now made of synthetic fibers, which is claimed to 
maintain tension better that silk-gauze.  According to Clarke (2011) the flatbed screen-
printing method was mechanized in the 50s, and then could be used in both semi and 
fully automatic production. In 1962, rotary screen-printing was developed which was 
based on the same principal as flatbed screen-printing, but now with have cylindrical 
stencils.  
 Briggs-Goode (2013) states that nowadays the largest used production method of 
the global textile print production is rotary screen-printing. The cylindrical rotary 
screens are able to print fabric fast, up to 120 meters per minute. Though the machine 
prints very fast, the lead-time to prepare for production printing can be between eight 
to twelve weeks, according to Briggs-Goode (2013). The process of preparing a print 
for production, is according to this perspective, that the factory needs to go through 
the pre-production processes of color separations, repeat management, engraving the 
screens, color matching and printing a sample for customer approval.   
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Figure 2 - Traditional screen printing process Illustration: Johanna Linger 

 
To produce the rotatory screens prepared for printing there are many steps according 
to Briggs-Goode (2013). The screens arrive flat and will be heat-treated to achieve the 
cylindrical shape. With digital information the screens can be laser engraved to make 
the specific pattern. The laser engraving is made in a special program where it 
separates each color so each rotary screen only prints one color.  Advantages of the 
laser engraving method are the speed and the fine detailing. 
 Another way to engrave the screens according to Briggs-Goode (2013) is coating 
the screen with light-sensitive emulation. The screen is placed on a rotatable copying 
machine with a full-sized color separation placed on top. Then an exposure unit is 
turned on and the screen is rotating during the time of exposure. After the screen has 
been exposed a manual inspection for faults is being made. If corrections need to be 
made they are painted directly on the screen. When printing fabric the dyes are 
pressed from inside the rotary cylinder through the cylinder stencil, and continuously 
onto the fabric. 24 cylinders, each applying a different color can be used to print a 
multicolored print. Briggs-Goode (2013) writes that it is possible to create 
photographic images with screen-printing if cyan, magenta, yellow and black are 
separated digitally and each color is printed separately.  
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2.2.2 Digital printing  
According to Dawber (2008) digital printing together with computer programs is a 
great development for textiles. The author tells that layered imagery can be accurately 
printed with digital printing because of the sensitive marks, colors and complex 
computer-generated. With digital textile printing rolled textile are feed through a large 
inkjet printer. According to Kight (2011) the inkjet printer functions similar as a 
common paper print but a textile printer is as wide as the fabric’s width. The 
technology has been available for decades for the textile and fashion industries but has 
recently become more accessible in smaller scales. Digital printing does not require set 
up costs for new print design, digital printing allows printing fabrics instantly. In 
traditional printing large quantities are required and then it is important that the prints 
are certain to be successes on the market. The print-on-demand aspect with digital 
printing makes it more flexible. The digital printing methods are more eco friendly 
than traditional methods because there is little ink- and water waste. 
 A disadvantage with digital printing is the printing speed. Kight (2011) writes that 
the digital printing machines produce around 20 yards per hour while rotary or roller 
machine can print hundreds or thousands of meters per hours. Today digital printing 
remains a production process with high cost because of the speed, equipment, 
supplies and labor costs. But Kight (2011) interjects and writes that the technology 
have potential to evolve in the coming decades.  
 Tyler (2005) writes that with an ink-jet printer the ink is dropped onto the material, 
which tolerates many different types of surface textures. Compared to the size of the 
drop dripping from a faucet, the drop size of the digital printer is very small. There are 
different flow rates of ink; drop on demand (DOD), contiguous ink jet (CIJ) and 
atomization. With DOD the drop has a long tail and a challenge is to manage the tail 
so it does not mess up the print. The CIJ system emits a continuous jet of ink which a 
nozzle breaks up in into droplets. With CIJ it is a difficulty to mange where the 
droplets fall. The flow of the atomisation mode are high and individual droplets can 
not be controlled. 
  According to Tyler (2005) there are three areas where digital printing of textiles 
differentiates for other textile printing methods and creates new possibilities 
approaches to printing; flexibility, process enhancement and innovation.  Regarding flexibility 
digital printing of textiles enables reduced set-up costs, small batches and design 
freedom. There are process enhancements with digital printing because there is less waste 
and no need for stock. Potential for innovation is increased because digital textile 
printing enables customization. 
 When printing images with a digital printer the resolution in the image is an aspect 
according to Ne.se. The larger amount of pixels in an image the higher the resolution 
and the quality. In digital graphic technology resolution is measured in the unit dots per 
inch, DPI. 
 
 

2.2.3 Screen vs digital 
Tyler (2005) writes that digital printing is often expected to do what screen-printing 
can do and are therefore considered slow and expensive. He writes that it is danger 
not to acknowledge that digital textile printing have a different manufacturing process 
with other qualities. 
 
Screen printing qualities:  
- Rotary printing is faster according to Tyler (2005). Briggs-Goode (2013) writes that 

with rotary printing it takes around 2 days to print 10 000 meters of fabric. 
- Briggs-Goode (2013) writes that there are big investments in each print but when 

the screens are made, the longer the print runs the cheaper the price per printed 
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fabric becomes.  
- Screen printing have the ability to print more complex processes according to 

Briggs-Goode (2013). The usage of devoré, relief technique, metallic and 
pearlescent pigments are possible with screen printing. 

- According to Briggs-Goode (2013) there have to be one screen for each color and 
each screen is costly. 

- Depending on the mill capabilities 8-26 colors can be used according to Kight 
(2011). 

- With mechanized and hand-screen-printing the manufacturing equipment 
determine the size and proportion of the repeat motif writes Jennings (2007). 

- Flat-bed and rotary screen printing both have environmental ramifications 
according to Briggs-Goode (2013). The engraving of the screens requires coating 
and emulsions. With screen printing there a lot of water needed for washing and 
a lot of printing ink are wasted. 

 
Digital textile printing qualities: 
- Small batch production is possible with digital textile printing according to Tyler 

(2005). Digital textile printing can be viewed as an opportunity for sampling 
because it can print single pieces with out a setup process. Briggs-Goode (2013) 
writes that there is a trend for short runs, less than 1000 meters, because there is 
increased amount of collections introduced per year.  

- Cyan-Magenta-Yellow-Black(CMYK) inks are the basis for digital textile printing 
according Kight (2011). With digital textile printing there is no need for color 
separation, as for screen-printing. The CMYK-system include a wide range of 
colors which results in that designs for digital textile printing may include as 
many colors as wished without increased economic impact. 

- The print design information go directly from computer to print without any 
intermediate transfer media according to Hancock and Long (2004). Data files 
may be changed instantaneously 

- With digital textile printing there is an unrestricted repeat size in the direction of 
the fabric’s length according to Jennings (2007).  

- Digital textile printing enables, according to Bowles and Isaac (2012), possibilities 
such as photorealistic prints, large-scale prints and engineered designs. 
Engineered designs are impossible or too expensive to create with traditional 
screen printing writes Bowles and Isaac (2012). Jennings (2007) writes that prints 
can be designed to fit the size and shape of a specific end-product, also known as 
engineered design. 

- Regarding environmental impact digital textile printing requires low ink volumes 
and have low ink wastage according to Hancock and Long (2004). 

- Digital textile printing has according to Tyler (2005) slower printing speed. 
- The cost of printing color is expensive when printing with digital textile printing 

according to Tyler (2005). 
 

2.2.4 Heat transfer printing 
Heat transfer printing is a method which according to Clarke (2011) prints on 
synthetic and human made fabric. With this method it is common to use disperse dyes 
to print on fabric such as polyester and nylon. The dyes are printed on a non-
absorbant paper and are transferred onto the fabric. The transfer is made under 
pressure through a heat transfer press where the dyes on paper vaporize and condense 
onto the fabric. 
 The paper can be printed digitally, which increases the possible range of imagery to 
print. Briggs-Goode (2013) deems therefore the heat transfer printing to have be an 
important method when beginning to print photographic image onto fabric. But the 
printing options with heat transfer printing are limited to synthetics fabrics. Regarding 
this project the technique it excluded because of Mönsteriet’s existing supply of 
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organic cotton.  
 
 
2.3 SURFACE PATTERN DESIGN 
For this thesis project, in which I will be designing a collection of patterns, it is 
essential to research the fundamentals of surface pattern design. To design repeating 
patterns there are a lot of parameters to consider. According to Kight (2011) 
important parameters are; directionality and orientation of the design on the surface, 
motif type, repeat type, spacing and scale of motives, color and style which are further 
explored in these upcoming sections.  
 

2.3.1 Directionality and orientation 
Kight (2011) writes that there can be directional print and nondirectional prints. 
Placed on fabric most directional prints follow the lengthwise direction of a rolled 
fabric. Directional prints can be either One-way prints or Two-way prints. Below are 
pattern examples with complementing images with arrows in the directions.  
 

 
 

Figure 3 - Directional print, one-way. Illustration: Johanna Linger 
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Figure 4 - Directional print, two-way. Illustration: Johanna Linger 
 
Regarding nondirectional prints Kight (2011) writes about Tossed prints and Four-
way prints. These are illustrated below with complementing images with arrows in the 
directions. 
 

 
 

Figure 5 - Non-directional print, four-way-print. Illustration: Johanna Linger 
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Figure 6 - Non-directional print, tossed print. Illustration: Johanna Linger 
 
The direction of the prints has impact on usage of the material according to Kight, 
(2011). With a one-way print the motif is oriented upward. A one-way print placed on 
fabric requires more yardage because there are more leftover materials when the 
required fabric pieces are not placed in the most material efficient way. Two-way 
prints are less limiting because they can be turned 180° and four-way prints even 
lesser limiting because they can be used if they are turned 0°, 90°, 180° or 270°. A 
tossed print is the most efficient print to use because it can be turned in any direction 
and still look the same.  
 

2.3.2 Motifs 
Kight (2011) describes the term motif to any element in the design. Regarding motifs 
Wisbrun (2011) divides them into four categories; geometric, floral ethnic and 
conversational motifs. But it is not an established classification because Kight (2011) 
divides motifs into three categories instead; geometric, floral and novelty 
(conversational) motifs.  
 Briggs-Goode (2013) describes florals as motifs of organic flowers or other plant 
life. Geometric motifs refer to imagery that are abstract and non-organic. Novelty or 
conversational prints are often referenced as popular contemporary icons and unique 
expressions of specific time periods. 

2.3.3 Repeat types 
When it comes to repeat type both Wisbrun (2011) and Kight (2011) describe three 
fundamental repeat types; straight repeat, brick repeat and half-drop repeat. Below are 
images showing the different repeats of motifs.  
 



11 

 
 

Figure 7 - Straight repeat. Illustration: Johanna Linger 
 

 
 

Figure 8 - Brick repeat. Illustration: Johanna Linger 
 



12 

 
 

Figure 9 - Half-drop repeat. Illustration: Johanna Linger 
 
 A way of also making patterns is mirroring. Wisbrun (2011) explains mirroring by 
flipping images either along a vertical or horizontal axis. Images of different ways to 
mirror images can be seen below.  
 

 
 

Figure 10 – Component. Illustration: Johanna Linger 
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Figure 11 - Component mirrored vertical and horizontal. Illustration: Johanna Linger 
 

 
 

Figure 12 - Mirrored pattern. Illustration: Johanna Linger. 
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2.3.4 Engineered prints 
According to Briggs-Goode (2013) engineered prints are when there is a strong 
relationship between the design of the pattern and the design of the product’s 
construction. The printing is designed so the motif always have same placement on 
the product and the print often flows naturally over the seams.  Engineered prints are 
created regarding how the product is cut and sewn with overall impression of the 
product in mind. Chapman and Little (2012) define engineered textile designs as ” a 
process or product where the fabric formation and/or fabric design is/are produced 
simultaneously and/or purposely for the end product”. According to Nicoll(2006) 
engineered textile designs are created with the final product in mind or are designs 
that follows, or decide, the form of the product.  
 With engineered prints Briggs-Goode (2013) writes that it is important to test the 
two-dimensional design in three-dimension to review how the pieces interact. 
Engineered prints designers have the opportunity to create more challenging uses of 
imagery in correlation with the end use. 
 

2.3.5 Spacing and scale 
Concerning spacing Kight (2011) writes that motifs can be packed together or spaced. 
Depending on the spacing different amount of background is showing. There are also 
patterns that alternate between packed and spaced and they are called open-and-
closed. Spacing of a pattern are not connected with the product’s end use, it is more 
of an aesthetic aspect. But Kight (2011) claims that the scale of a pattern is of great 
importance to possible area of use. Kight (2011) submits a rough estimate of which 
size a motif has in regards to common titled scale: 

“Small-scale motifs = ½” square and under 
Medium-scale motifs = greater than ½ “ square to 2”-4” square 

Large-scale motifs = greater than 4” square” 
 
Regarding the spacing and composition of a pattern Wisbrun (2011) emphasize the 
importance that the pattern feels natural. In the composition it is important that there 
are no unintentional alignments of images, linear gaps in the design or accidental 
holes.  
 

2.3.6 Color 
When designing repeating patterns colors are an important area because there will 
inevitably be a color choice. Briggs-Goode (2013) argues that our eyes perceives and 
responds to the color of a design before taking in the texture or motifs. Colors help 
communicate the mood of a design and help connect different designs into a 
collection. When it comes to sales of printed textiles the writer believes the color of a 
design is a key factor to the purchase. Therefore the study of colors is important to 
incorporate in this project. Colors help communicate the mood of a design and help 
connect different designs into a collection.  
 Color theory includes two different systems; additive and subtractive. With 
additive colors the colors are seen as light. When an equal part of each primary 
additive colors; red, green and blue are combined they create white. Additive colors, 
mixing colored light, is what see on TV or computer screens. With subtractive colors 
the colors are seen as pigment on a surface. When subtractive colors are combined the 
colors move towards black because less light is reflected. When mixing the primary 
additive colors the secondary colors are cyan, magenta and yellow compared to the 
secondary colors of subtractive colors; orange, green and violet.  
 According to Hornung (2012) there are two different set of primary color in digital 
programs; RGB(red, green and blue) and CMYK(cyan, magenta, yellow and black). 
RGB is additive colors and CMYK is subtractive. Regarding the visible spectrum of 
colors RGB includes more colors than CMYK. Therefore, if the digital program is 
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adjusted to RGB-colors all those colors will not be reproducible in printed form. 
Briggs-Goode (2013) argues that these two different colors systems explain why the 
colors on a computer screen differ from a printed version on paper or fabric. 
Regarding colors there are often recurring problem handling colors between monitors, 
software and printers because of the variation of visualization. 
 According to Hornung (2012) all colors have three factors that account for their 
appearance: saturation, hue and value. Briggs-Goode (2013) defines saturation as “the 
intensity of a color”. Hornung (2012) refers saturation to “the relative purity of a 
color”.  Saturation is relative to the fully illuminated colors of a prisma, the more a 
color resembles that the more saturated the color is. In reality it can be difficult to 
identify the saturation from value.  According to Hornung (2012) value is “the relative 
lightness and darkness of a color”. Briggs-Goode (2013) define value as the quantity 
of light or dark in color; a color with a high level amount of white has a high value. 
Value can also be describes as luminosity.  The value continuum has infinite variations 
between black and white but are often reduced into a grayscale with graduated steps. 
Briggs-Goode (2013) defines hue as another word for color. 
 
2.4 Print-on-demand 
Polston, Parrillo-Chapman, and Moore (2015) defines Print-on-demand (POD) as when 
companies are enabled to print a single product or small quantities instead of a larger 
amount of one kind of product. The production is based on current demand from 
customers. 
 According to Hunting, Puffer, and Derby (1995) the market demand for 
customization, quick response time and small printing batches has resulted in that 
some digital textile printing industry have adopted POD. Briggs-Goode (2013) claims 
that POD initially was developed for the paper publishing industry, but now has been 
implemented in textile printing. 
 Gallagher (2014) discusses how the POD model has affected the book publishing 
industry as one of the single largest catalysts in the creation of independent 
publishing. Infinite amount of book titles can in this perspective be available in digital 
form and printed when there is a demand. The reduction or complete removal of a 
speculative stock, tied up capital in the process and then the storage reduces business 
risk and make it possible to never miss a sale. With POD companies may offer an 
infinite wide selection of books, it has lowered the barrier to the market place–entry 
for small publishers and authors. Gallagher for this reason argues that POD lower the 
company’s costs, because traditional printing generate cost of excess inventory, 
missing opportunity of sales and disposal of unwanted books.  
 Another example of embracing POD is for knitting manufacturing, described by 
Peterson, Larsson, Carlsson and Andersson (2008).  With knit-on-demand, in this 
view, the customers can take an active part in the design process in order to fulfill 
their own actual demand. In the production there is a multi-choice design system 
where there are many options regarding sizes, colors, styles and material. Peterson, 
Larsson, Carlsson and Andersson (2008) describe this as that the customer places an 
order and that the manufacturing occurs after the sale. Thus, there is nothing 
produced that are not sold. Haugland (2006) believes that POD in digital textile 
printing enables a new cultural and economic movement, which can be focused on 
creation and production instead of consumption.  
 With POD there is not a need to print fabric until the customer places an order. 
Therefore, according to the statements discusses here, it reduces the wastefulness and 
result in minimal environmental impact.  
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3 Method  
 
This chapter covers the process and the methods that were implemented in this thesis 
project. The methods are presented in the same chronological order that they were 
used, followed by an explanation of why and how they benefited the project.
 
3.1 PROCESS 
During the first stage the project were planned and structured. The context of the 
project was researched to get insight of what the objectives and aims were.  The thesis 
project was planned and executed following Jones’ design process (1970). John Chris 
Jones, together with Christopher Alexandre and Bruce Archer, were the pioneers in 
the design methods movement, described further in the Design methods book, first 
published in the 1970s. With different steps of the design process the project moves 
forward and becomes less general and more detailed along the way.  
 

 
Figure 13 – Design process after John Chris Jones (1970). Illustration: Johanna Linger 
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The first step of the current thesis process corresponds to the project plan where the 
project set-up was specified. Afterward began the step of exploring the design 
situation, which in this thesis project consisted of a literature review and context 
exploration. Step three consisted of translating the information gathered into a 
product design specification. Then the creative ideation phase began with idea 
generation of pattern collections and interior products. The ideas was further 
developed in the concept development phase, and combined into alternative designs. 
With feedback from my mentors and target groups, the concepts were further 
developed and final designs were selected. This is further described in upcoming 
sections. 
 
 
3.2 PROJECT PLANNING 
A project plan was made to structure the projects framework and how to approach it. 
A Gantt-chart was chosen for planning the project to get a clear visual of the project’s 
timeline and how the work should be structured to meet the finishing deadline.  
According to Ulrich and Eppinger (1995), Gantt-charts are a traditional tool for 
visualizing the ”timing of tasks”. A horizontal timeline is the basis for the chart and 
different tasks are represented with bars. The start and the end of the bar are placed in 
the timeline representing the time period scheduled. In the current project, the Gantt-
chart have helped in visually showing the different phases and deadlines and thereby 
continuously showing if the project was on time according to the plan, or not. 
 
 
3.3 CONTEXT EXPLORATIONS 
To research the qualities of digital textile printing, questions were asked via email to 
digital printing shops. The purpose was to ask professionals working with the printing 
method to receive their input of pros and cons of digital textile printing. Two digital 
textile-printing shops answered the questions and their answers contributed with 
knowledge to the project.   
 Regarding trends, the market changes swiftly and predictions of upcoming trends 
are difficult to identify with any certainty. Therefore questions about surface patterns 
and interior products were asked via email to Swedish trend forecasters with diverse 
styles.  The purpose was to receive a wide context of upcoming trends to have a lot of 
modern material to be inspired from in the idea generation phase. Three trend 
forecasters responded, and based on their answers moodboards were developed, 
where the different trends were interpreted. These are further described in upcoming 
sections. 
 To research the existing market of interior textile patterns and interior textile 
products, benchmarking was used. Ulrich and Eppinger (1995) describe 
benchmarking as a way to gain an understanding of competing products. They 
emphasize that benchmarking is critical for positioning new products on the market.  
 The benchmarking in this thesis project were made through researching different 
notable interior design brands with products in a high price range. Their diverse styles 
and brands were interpreted and summarized into a short description. Moodboards 
were made using images, to represent the different brands, and to give a visual of the 
styles. About different interior textile products, a table consisting of what kind of 
textile products different brands offer were made, see figure 14. The price range of 
the products was also included in the table to document the market price the different 
products have. This table gave important insights of current state in some of the 
competing companys, and therefore benchmarking gave knowledge of prices and 
products that offered a understanding of the market. 
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 Survey of target group 
In the beginning of this project the approach was to research who is Mönsteriet’s 
target group. But Mönsteriet is a new company that has not gained a following group 
that is big enough to analyse yet. Therefore the study continued with determining 
which group of people Mönsteriet wants to reach and analyze their taste and need.   
 To better understand the target group, I chose to make a survey of potential 
customers; the target group. Surveys were chosen because the respondents had to 
have specific requirements and the people I knew who met those demand are spread 
over Sweden geographically. With a survey I could get a larger amount of responds 
and a hopefully avoid specific respondees personal taste to be prominent and gain a 
general view of the target group. According to Lundahl and Skärvad (1982) a survey 
involves to distribute a questionnaire to a selected group of people, a sample of a 
relevant group in order to get answers of some specific questions for a particular 
purpose or need. 
 

 Personas 
To better understand the Mönsteriet customer, I choosed to create a persona. 
According to Pruitt and Adlin, a persona is defined as a fictional and substantial 
representation of target users. Using the method has two goals: to make the personas 
seem like a real person, someone the designer really wants to satisfy with the end-
product, and to create a scenario of the personas life, in the context of the product 
usage, in order to better understand the user’s needs.   
 The persona was created based on the survey and answers from the trend 
forecasters. A moodboard of the persona home was made to make a visual of the end-
product context, as a complement to the narrative scenario. The moodboard was a 
useful tool in this design phase. It enabled me to continually iterate to the moodboard 
and reflect on if the designs would satisfy the personas needs and desires.  
 

	   Moodboards 
In this project many different moodboards have been created for the purpose of 
creating a visualisation. The reason to create moodboard was to have inspiration 
during the design phase from the context phase. 
 Rieuf et al. (2015) describes moodboards as a support for design thinking in the 
early stages. Moodboards according to them have many different functions: to create a 
design context, to initiate idea generation, and to structure mental images.   
 In this thesis project, three different kinds of moodboards were made. Firstly, 
based on some of the trends the trend forecasters predicted moodboards were made. 
These moodboards are viewed as my own interpretation of the trends. In the 
choosing of images for each trend my own style and view of the trends came forth. 
With the intention to visualize the styles of the different brands from the 
benchmarking, another moodboard was made. Lastly a moodboard of my target 
groups home environment was made to visualize the products context. 
 
3.4 PRODUCT DESIGN SPECIFICATION 
The product specification is according to Johannesson, Persson, & Pettersson (2013) 
essentially a list of relevant criterias for the end-product in question. During a project, 
the product specification is an evolving document, further developed with new gained 
knowledge during the process. In this perspective, the criteras have to be independent 
of solutions, measurable, not reduntant and all stakeholder and aspects must med 
considered. According to Pahl and Beitz (1995), criterias can be divided into two 
general categories; demand and wishes. With different concept ideas a wish-criteria 
can be fulfilled more or less, but a concept that do not fulfill a demand-criteria are not 
a viable option. This view is important in product design project in which the end-
product has to for example safe, viable or satisfy standards. In the current thesis 
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project however, wishes were placed in the product design specification based on 
what customers stated in the surveys. Demands consisted of such aspects as a variety 
of pattern scaling and pattern directionality. 
 The product specifications made a great foundation for the idea development 
phase. The demand and wishes created containment to design in alignment to the 
project aim. The product specification evolved through the project by adjusting 
demands and wishes due to newly discovered preferences. 
 
 
3.5 LITERATURE REVIEW 
To further knowledge of the aspects developed in this thesis project, I saw it as 
important to make a literature review. It was made to gain more knowledge of the 
subjects that were relevant for the current project. In a literature review, it is 
important to be critical of all diverse ideas that people have, in order to be able to 
draw own conclusions. Therefore, both positive and negative aspects were explored 
for each subject. The purpose of a literature review is according to Lundequist (1995) 
to acquire an overview of the available knowledge on the subject. Lundequist state 
that Carlsson (1985), Rubenowitz (1980), Swedner (1978) all emphasize that the 
literature review should meet the following criterias: 
“ 
§ To show the current state within a specific research area 
§ To hightlight areas which can be interesting in terms of research 
§ To explore the cause of the identified problems or challenges  
§ To provide an overview of interesting methods, tests, experiments etc. 
§ To provide an overview of the researchs areas central concepts and theories “ 

 
The literature review has provided relevant knowledge, which have helped me better 
understand the challenges and also objectives of the current thesis project. I started 
with listing keywords based on the intention of the project. Essential keywords in 
thesis project have been digital textile printing, surface design pattern, industrial 
design engineering, traditional textile printing, rotary textile printing, screen textile 
printing and print-on-demand. Thereafter I googled the keywords with help of Luleå 
University of Technology’ article search engine, book search engine Libris and Google 
Scholar search engine. This gave some references, which in turn gave more references 
and so on. The literature review was performed in the beginning of the thesis projects 
and then iterated throughout the process, as more knowledge about some areas 
needed to be gained. 
 
 
3.6 IDEA DEVELOPMENT 
During the idea development phase idea generation began based on the product 
specification and the moodboards. The purpose of the idea development phase was to 
find ideas for a direction for the pattern collection and new variations of interior 
textile products.  
 The idea development phase began with using the brainstorming method to stimulate 
innovative ideas. Sutton and Hargadon (1996) describe the method as a good 
technique to generate a large amount of ideas, usually performed in a group.  Osborn 
(1957) constructed rules for using brainstorming: to build on the other group 
member’s ideas, not to criticize ideas, generate large quantities of ideas and feel free to 
contribute with wild ideas. Due to the fact that only one person performed this thesis 
project, the method was used individually.  With Osborn’s rule of building on others 
ideas I tried to implement it by continually going back to earlier ideas. Then I could 
view them with new eyes and combine them with others. As a result many different 
ideas were generated. 
 When designing a brainstorming session for the pattern collection different themes 
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were thought of to spark new ideas. A brainstorming schedule was made where each 
theme had a 15 min session followed by a short break. The themes spanned from 
“Collection themes my persona would appreciate” to “Interesting motif to draw”. 
After going through the scheduled themes the brainstorming continued with revisiting 
the sessions’ ideas to combine them and generate new ones. The theme triggers 
helped widening the idea span and initiate new trains of thought when the thinking 
became stagnant. 
 With the interior design product, brainstorming themes were used of different 
rooms and what their needs could be. Themes of different functions were also triggers 
of new ideas, such as different kind of storage.  
 The idea of making some kind of textile storage was established as an interesting 
product area, which could fulfill the product design specification aswell as be 
innovative. This agrees with the initial survey of the target group where textile storage 
was mentioned as a wanted product on the market. 
 The brainstorming was followed by sketching the different ideas that had been 
generated. The purpose of first round of sketching was to get a quick visual of the 
ideas and take the ideas further. During the sketching of trend moodboards, answers 
from the trend forecasters and the personas home moodboard generated a lot of 
inspiration and a basis to build further on. Because there were many moodboards 
interesting ideas came from combining shapes, motifs, strokes, colors and expressions 
from different boards. When it came to the interior design product, low-tech 3D-
paper prototypes were made in the initial stages. This method was beneficial because 
it gave a better understanding of the product and also generated new ideas during the 
development.  
 To meet the product specification regarding shifting colors different painting 
techniques was explored. Aquarelle, acrylic paint and marbling were some of the 
techniques examined to find interesting expressions. The different expressions in turn 
generated a lot of new ideas to work further on. This meant an iterative process in 
which ideas were developed, explored and further refined. 
 I believe the creative methods used in this project were rewarding and relevant for 
this project. All through the idea generation the product specification and 
moodboards were acting as a structure and inspiration. 
 
 
 
3.7 CONCEPT DEVELOPMENT 
During the concept development phase the ideas generated were further developed 
using different methods. The different methods used are described below. 

3.7.1 Color palette 
To create a cohesive collection a color palette is a useful tool. Briggs-Goode (2013) 
discusses that there are a lot of factors to consider when making a color palette for a 
design collection; influences from visual research, which printing method are planned 
to use, trends as well as target groups. Briggs-Goode (2013) considers around 12 
colors to be typically amount in a color palette but there are not any definite rules. 
The collection needs to have cohesion, according to the writer, but each design in the 
collection also needs to have a different expression. To achieve this, colors are a great 
tool to use. The color palette can be used in many different ways, one design in the 
collection might include eight colors while another could only include two. 
 When designing with the color palette it can be interesting to try different colors in 
different elements to review the overall effect. The color placement affect which 
elements that are prominent and which disappear, as well as what forms that appear in 
the positive and negative space. According to Briggs-Goode (2013) color palettes are 
not abandoned each new season, but tend to develop in cycles. In a seasonal palette 
there are planned long-term core colors that continue the following season. Classical 
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long-term colors are according to this perspective white, black, beige, grey and navy. 
Likewise, short-term colors tend to be bolder and lasts only for one season Briggs-
Goode (2013) writes.  
 

3.7.2 Pattern 
During the concept development phase, different pattern repeating were explored.  
When designing the patterns, the ideas of the motifs and the patterning technique in 
itself generated a lot of new ideas: An idea of an interesting motif brought forth ideas 
of how it could be integrated into an overall interesting pattern. Likewise could a 
patterning technique or an interesting overall silhouette yield new ideas of motifs. 
The basis of making a seamless pattern is described by Kühlhorn (2012) in the book 
“Rapport!: en bok om att göra mönster”. The method is described in Figure 14-16 
below. 
 

 
 

Figure 14 - Making seamless pattern, divided into different parts. Illustration: Johanna Linger 
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Figure 15 - Making seamless pattern, shift the parts. Illustration: Johanna Linger 
 

 
 

Figure 16 - Making seamless pattern, fill the center. Illustration: Johanna Linger 
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Figure 17 - Making a seamless pattern, the component repeated. Illustration: Johanna Linger 
 
This method can both be used analogically with paper and scissors or in a computer 
program. When making the patterns focus was continually shifting between looking 
on the component and the overall pattern to create a smooth pattern. 
 

3.7.3 3D-visualization 
When making the pattern collection it was important to focus on how it would be 
implemented in a interior design product. The pattern collection will primary be sold 
as fabric by the metre, but the context phase gave me an understanding of that the 
customers want to create textile products of their own. What can be a good method to 
enable designing with end products in mind?  
 When choosing which end products to model the response from the survey of the 
target group was useful. Curtains and cushions were mentioned a lot as well as 
tablecloths. One important factor was that the modeled products represented 
different sizes of visible textile areas and therefore cushions and curtains were viable 
options. 
 Ulrich and Eppinger (1995) describe that a great advantage with 3D CAD 
modeling is the ability to easily visualize products. 3D computer-aided design allows a 
vision of the product in three dimensions and can produce photo realistic images. 
According to Westin and Cameron (1998) Computer-aided industrial design(CAID)  
is more adapted to industrial design compared to Computer aided design(CAD), 
which is mainly used for engineering design.  Wenfeng, Zhenyu and Dingfang (2004) 
agree that whereas CAD is good at structure design, the program lacks support for 
surface design, which in turn is good during idea development without constraints. 
The 3D-visualizations made in this project were made with CAID. The surface 
models were made in Autodesk Alias and rendered in Autodesk Maya. Many different 
renderings were made to review the patterns’ scales and the overall collection.  
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3.7.5 Survey feedback - I like/I wish  
To respect the user-centered design process another survey was made. The purpose 
was for the end-users to provide feedback so I, the designer, could refine the design 
after their views. The questions were designed to follow the feedback method I like/I 
wish. This is a method that is done by letting the feedbackers present statement by 
beginning with the intro “I like… “ and “I wish… “. With I like/I wish both positive 
opinions and opinions how to change the designs to the better are encouraged.  
 The second survey was aimed to receive feedback on the pattern collection and the 
interior design product. Another way to include users more into the product 
development could be to show them half finished patterns. In this project I wanted to 
show a full collection with patterns so they would have a representative view of the 
work. With the limited timetable it was short on time to ask the users for feedback 
more than once. Unfortunately it was difficult to receive many answers to the survey. 
The responses received have been useful but may not be representative for the target 
group.  
 The interior textile product presented in the survey was a small wall storage 
product. 

 
Figure 18 Concept development, interior textile product 

 
The response of the I wish/I like survey was that some thought that the shape was 
too similar to a boat and would only work in a marine interior. In the concept 
development phase geometric shapes were instead introduced in order for the 
products to work in more types of interiors.  

3.7.6 Interior textile product prototype 
To construct and better visualize the interior textile product, several prototypes were 
made. The sought after storage functions were experimented with in order make it 
useful and to test the design in the intended material ecofriendly canvas cotton.  Based 
on the prototypes, the idea of having many different geometric shapes that can either 
be placed by themself or in a cluster of many were introduced. With help of the 
prototypes, different constructions of the products were made in order to identify the 
best way of manufacturing the final product. The prototypes were also implemented 
as a tool when creating the engineered prints. Based on the construction of the 
prototypes the placements of the prints could be figured out to achieve the intended 
end-design.  
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3.8 DETAIL DESIGN 
When the concepts were established the final designs were made during the detail 
design phase. During this phase the pattern collection and the interior design products 
were prepared for manufacturing. 

3.8.1 Repeatable patterns 
In the concept development phase, each pattern component were visualized as if they 
were repeatable, to review the lines and structure of a finished pattern. This was made 
in order to avoid unintentional gaps or alignments as described in part 2.3.5. In the 
detail design phase perfectly repeatable components were made ready for production. 
To make the pattern repeatable, the Adobe Photoshop Offset-function were used as 
described by figure 14-17. 
 In order to construct the different interior textile products, the print was 
engineered to fit the specific requirements. For each product, each fabric component 
was regarded in order to place the print for the intended final stitched product. The 
print on the pocket of each product was placed so the print would continue smoothly 
over to the printed back fabric. The engineered prints were made using the Adobe 
programs. 
 

3.8.2 Preparation for manufacturing 
Using the Adobe Design Collection software, the pattern collection and the interior 
textile products were assembled into printable files. The five patterns of the collection 
were adjusted to be printed in their intended scale, the size of 72,5 cm x 50 cm. 
Therefore, four patterns were able to fit in one printed meter of fabric. The prints for 
the interior textile products fitted together with the fifth pattern. The specific print 
shop has requirements for the files to be able to print. The required resolution is 200 
dpi and color system is CMYK. 
 
 
3.9 CREDIBILITY 
To ensure that the master thesis have credibility the source criticism have been 
practiced throughout the project. Only books and peer-reviewed articles have been 
the basis for the theoretical framework. In each subject area several sources have been 
used in order to increase credibility. 
 In order to receive credible results different methods have been used to acquire 
information about the context and the consumer. 
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4 Context Analysis 
In this chapter the results of the context analysis is presented. The purpose of the 
context analysis is to provide a better understanding of the task and the context of the 
project.  
 
4.1 CURRENT STATE WITHIN DIGITAL PRINTING 

4.1.1 Answers from Elobina: 
 1. Vilka fördelar är det med digital textiltryck jämfört med traditionellt textiltryck? 
 
- Det möjliggör väldigt korta serier, enstycksproduktion. 
- Fler variationsmöjligheter gällande annorlunda mönster, ej beroende av 

valsarnas(“tryckplåten”) fysiska utformning. 
- Miljöfördelarna är ju uppenbara i form av kemikalieanvändning, 

vattenförbrukning, spill, minimal överproduktion etc. 
- Rätt hanterat ger det stora ekonomiska fördelar, mindre reor, mindre lager och 

kapitalbindning, mer variation, snabbare ”go to market”. 
 

2. Vilka nackdelar är det med digitalt textiltryck jämfört med traditionellt textiltryck? 
 
 - I dagsläget är det ju det berömda priset – textile får inte kosta, därvidlag ligger själva 
produktionen sist i värdekedjan och allt sker nedströms, menas att de som tillverkar 
textil får det “som blir över”, detta är ju orsaken till “låglöneproduktion”. Dessa 
länder är ju inte bättre på att tillverka textil – bara billigare och fattigare frankt 
uttryckt. 
 
3. Finns det vissa mönster som endast går att trycka med digital textiltryck? 
 
Ja – stora mönster – t ex mönster med stora figurer, blommer etc – eftersom det 
digitala trycket inte har någon begränsning som det analoga har i form av valsar och 
tryckplåt. 
 
4. Finns det något sätt att utnyttja digital textiltryck som inte kunder brukar utnyttja 
 - Konsumenter: Få helt unika textilprodukter. 
 - ÅF, proffesionella – minska lagerbindning, bygga nya affärsmodeller, med 
visserligen mindre bruttomarginal – men med avsevärt mindre finansiell risk och låg 
kapitalbindning. Du är ju faktiskt lite inne på det I och med din modell – men detta 
går att utveckla enormt. 
 
 - Lite visionärt skulle man kunna karaktärisera en lösning som Elobina att vara 
“textilens spotify” – dvs fritt val och att välja det man vill och möjlighet för samtliga 
att nå ut direct till konsumenter (förbrukare). 

 

4.1.2 Answers from Tobex AB: 
1.       Vilka fördelar är det med digital textiltryck jämfört med traditionellt textiltryck? 
 
Inte rapportberoende. Oerhört snabb teknik. Det kan ta minuter från skiss till tryck. 
Lite spillväv och spillfärg. Låg energi och liten vattenförbrukning. Man behöver inte 
överproducera utan kan trycka små serier och efter beställning utan att behöva bygga 
upp lager. 
 
 2. Vilka nackdelar är det med digital textiltryck jämfört med traditionellt textiltryck? 
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Det finns inga vit och metallpigment. Det finns inte så många färger som traditionellt 
textiltryck har att tillgå på de digitala tryckmaskinerna. De flesta maskinerna är 
långsammare än traditionella tryckmaskiner.    
 
3. Finns det vissa mönster som endast går att trycka med digital textiltryck? 
 
Ja. När man trycker digitalt behöver vi inte tänka på rapportstorleken som man måste 
göra med traditionellt textiltryck. Vi kan trycka fina toningar och behöver inte tänka 
på schablonkostnader.    
 
4. Finns det något sätt att utnyttja digital textiltryck som inte kunder brukar utnyttja? 
 
Många kunder ser inte möjligheten att utnyttja snabbheten i tekniken och möjligheten 
att trycka på beställning och inte bygga lager. 
  
 
 
4.2 TRENDS AND FORECASTES WITHIN THE INTERIOR DESIGN 

AREA 
The answers were not considered as facts, because trend predictions are both 
subjective and speculative, but as inspiration.  

4.2.1 Answers from Trendenser-Frida: 
1. Vad tror du är kommande mönstertrenderna för inredningstextilier? 
 
Jag tror framförallt kraven på ekologiska textilier kommer att öka. Mönstermässigt är 
det svårt att peka ut en enda trend eftersom det pågår flera parallella trender samtidigt 
(ex. Art deco, 70-tal och new nordic för att nämna tre spår som är stora nu). Jag tror 
det finns en målgrupp i de kapitalstarka kunderna som inte gillar starka färger. Antar 
att du som mönsterformgivare tycker det är tråkigt men titta på kunderna - idag känns 
det som om många gör vad de själva tycker om - inte vad kunderna efterfrågar och det 
är väldigt få som vågar mycket färger - det är iaf en väldigt snäv kundgrupp givet ex 
.hur hemmen ser ut om man kollar på styleroom och instagram och på hemnet. Tänk 
på vem du gör mönstret för, vilka som har pengarna att handla och vad de vill ha. 
Fokusgrupp? Man kan ju göra mönstrade produkter även om de inte är knalliga.  
 
2. Vilka inredningsprodukter ser du ett behov av på marknaden?  
 
Barnprodukter! Alla barnprylar är så hiskeligt fula eller grälla eller svåra att ta till sig. 
Här finns det också massor mer produkter som är gjorda i textila material. Allt från 
lakan till kuddar till plädar till lampskärmar (nattlampor, kan vara det styggaste som 
finns att tillgå på marknaden - nästan så man tror de är till för att skrämma barna' 
istället för tvärtom) :)  
 

4.2.2 Answers from Elsa Billgren: 
1. Vad tror du är kommande mönstertrenderna för inredningstextilier? 
 
- De naturnära mönstrena kommer fortsätta och bli mer abstrakta, vi kommer gå 

från tydliga mönster och citat till känslodrivna mönster med stark konstnärlighet 
och unika motiv. Blockfärger, 80-tal och 60-tal blir trendigt.  

-  
2. Vilka inredningsprodukter ser du ett behov av på marknaden? 
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-  Fler välgjorda stora möbler som sociala långbord, fåtöljer i naturmaterial, mer 
trämöbler, mattor, speglar och komst. Den lilla inderningsdetaljen, krukan, vasen 
paper weighten har varit stark länge, nu vill vi ha större grejer. 
 

4.2.3 Answers from TrendStefan: 
TrendStefan referred to an article he had wrote about upcoming trends 
(http://trendstefan.designbloggarna.se/heimtextil-2015/): 
“…Efter att ha lämnat Formex så har jag gett mig iväg till Frankfurt för att titta på 
Heimtextil, en av världens största tapet- och textilmässor. Hit åker egentligen inte 
butiker för att shoppa utan det är framför allt större aktörer… Mässan går en gång om 
året och har världens bästa trendutställning… Jag ska försöka fånga mina intryck från 
mässan. Jag såg framför allt fem större företeelser, eller snarare fyra, men vi kan 
återkomma till det. En påfallande sak är att nästan alla botaniska mönster är borta. 
Verkligen. Klart att det finns, men det kändes inte som att man försökte göra något 
nytt utan det var snarare ganska tråkigt. Så se fram emot en säsong med framför allt 
mönster, och då symmetriska mönster… Nästa block med intryck samlar jag under 
det jag själv kallar “Semester med Picasso”. Det är en färgglad trend med grafiska 
mönster. Djupa pasteller snarare än plastigt....” 
 

4.2.4 Trend moodboards 
Moodboards were made about different trends that the trend forecasters predicted. 
The moodboards are compositions of images on how I interpret the trends and which 
elements corresponds to my own style taste: 

 
 

Figure 19 – Moodboard - Artistic. 
 

Artistic
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Figure 20 - Moodboard - Art deco 
 

 
 

Figure 21 - Moodboard - 70s style 
 

70s style
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Figure 22 - Moodboard – Memphis 
 

 
 

Figure 23 - Moodboard - New nordic 
 
 
 
 

80s-Modern Memphis80s-Modern Memphis

New nordic
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4.3 BENCHMARKING PATTERNS AND INTERIOR DECORATIONS 
In this section the result of the benchmarking is presented. The following sections 
includes the results about different pattern design styles and different interior 
products. 
 

4.3.1 Pattern design styles 
The brands chosen is a selection of interior brands with a range of patterns applied on 
different textiles. They all are brands with a high price range which can be seen in  
Figure 18 on page 36. 

 
 

Figure 24  - Benchmarking 1, pattern design styles. 

 
 

Figure 25 - Benchmarking 2, pattern design styles. 
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Marimekko2 is a Finnish design company that since the beginning in 1951 have been 
renowned for their original prints.  The products range from clothing, accessories as 
well as home décor. Marimekko writes that their strengths are their uniqueness and 
diversity of the patterns. By looking through Marimekkos’ range of patterns their 
motifs are graphic and floral and often a combination of two categories. 
 
Studio Lisa Bengtsson3 is a design company that started 2007 with a lot of emphasis on 
expressive patterns. Their motto is ”Studio Lisa Bengtsson produces unique things 
with love, happiness and personality”. By going through Studio Lisa Bengtssons line 
of products her style can be described as colorful expressive photo collages. The 
motives are mostly in the category conversational and some floral.  
 
Ljungbergs textiles4. Ljungbergs textiles have gone bankrupt since the project started. 
 
Littlephant5 is a swedish brand that started 2009 as a brand for kids but grew quickly to 
extend the product line to grown ups aswell. They described their products as 
designed with a Swedish attitude and quirky expression. Recurring motifs that 
Littlephant are using are graphic and conversational and in the colour palette low 
saturated pastel colors occur often.  
 
Fine little day6 started in the of 2007 as a blog and have evolved into, as they describe it, 
a happily inconsistent company.  Regarding their pattern design styles their motifs are 
graphic and conversational and do not have any advanced repeating. 
 
Ferm living7 is a Danish company that was launched in 2006. Ferm living decribe the 
brand as being drawn to Scandinavian design traditions, simple aesthetics and have a 
distinctive graphic edge. Graphic motifs are recurring aswell as low saturated colors. 
 
The company Svenskt tenn8 was founded 1924 by Estrid Ericson and acquired pattern 
designer Josef Frank ten years later. Svenskt tenn describe their own style as elegant, 
colorfully patterned and highly individual. The brand is known for their colorful, 
imaginative floral motifs.  
 
Researching these brands and building moodboards gave and overview of the patterns 
available on the market. An observation when looking over the moodboards are that 
floral motives and bright colors recurring and popular.  
                                                        
2 Marimekko. (2015). Hämtad 2015-10-14, från  
http://company.marimekko.com/about-marimekko 
 
3 Studio Lisa Bengtsson. (2015). Hämtad 2015-10-14, från  
http://www.studiolisabengtsson.se  
 
4 Ljungbergs textiles. (2015). Hämtad 2015-10-11, från  
http://www.ljungbergsfactory.se  
 
5 Littlephant. (2015). Hämtad 2015-10-14, från  
http://littlephant.com  
 
6 Fine little day. (2015). Hämtad 2015-10-14, från  
http://www.finelittleday.com/about-1.html 
 
7 Ferm living. (2015). Hämtad 2015-10-14, från  
http://www.fermliving.com  
 
8 Svenskt tenn. (2015). Hämtad 2015-10-14, från  
http://www.svenskttenn.se 
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4.3.2 Line of textile products and prices (SKr) 
Products Marimekko Studio 

Lisa 
Bengtsson 

Ljungbergs 
textiles 

Littlephant Fine 
little 
day 

Ferm 
living 

 

Svenskt 
tenn 

 

Fabric by 
the meter 

425-480 495 450-2250 649 295-
645 

 720-
1850 

Cushion 295-495 495 499-1249 649 295-
545 

290-
940 

720-
1600 

Kitchen 
towel 

139 149 229-299 179 145-
150 

100  

Placemat   179-299 199   270-330 
Table cloth 355-1595  2299-3499  450-

550 
750-
1380 

2550-
4600 

Apron 375-495  699  325-
585 

 800-
1250 

Oven glove 95-165      250 
Lampshade  579-2750     350-

4900 
Storage 

bag 
   449-795  500-

630 
 

Small 
storage bag 

     190-
250 

 

Pouffes    2295-2499  1250  
Toiletry 

bag 
440-540   695    

Blanket     1495 630-
1900 

3500 

Bath robe 1275    1875   
Pillow case 195    145   

Bed set 595-1490    795 815  
Bedspread     1295 1500-

2250 
 

Magazine 
holder 

     1250  

Mobile      250-
630 

 

Wall 
hanging 

     1130  

Kids tent      1250  
 

Figure 26 - Table of Line of textile products and prices  
 

4.4 Survey of target group 
In the survey I narrowed the surveys to women who I know have a design and 
interior interest. The age ranged between 25-55+ and they have the financial means to 
purchase design interior products. Regarding the survey there was a difficulty in 
formulating the questions to receive useful information. Different properties of 
surface pattern design were listed in the literature review and the survey questions 
were designed to receive the users point of view regarding them. When asking about 
what motifs the responders prefer, geometric, floral, ethnic or novelty, the alternatives 
may be interpreted in many different ways. Each category have a wide range and 
responders might like a certain style of expression, independent of motif. The 
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question if detailed or clean and simple patterns are preferred may also be interpreted 
in different ways depending on how the responders associate. 
 One idea to include the users’ opinions more is to question users early what their 
thoughts are regarding trend moodboards. They might be more able to comment 
about there opinion with the moodboards as referencing material. See appendix 1. 
 
4.5 Target group 
The target groups of Mönsteriet’s products are people who have a design and interior 
decorating interest. Their ages range between 25-55 years, and they have the financial 
means to purchase design interior products. 
 To better visualize the target group a character have been created to envision 
Mönsteriet’s customer; Emma is 37 years old and has two children, Noah 5 years old 
and Saga 3 years old. She has a high paying job as buyer at HM and has worked hard 
to get there. Emma and her circle of friends are design interested and she subscribes 
to Sköna hem, Plaza interiör and Elle decoration. She loves the simple Scandinavian 
style with a lot of white, but also some more individual accent colors and patterns. 
Emma feels that it is important to have a designed home for when she invites her 
friends, a home that she feels is personal and she feels proud of.  
 Eco friendliness has become more increasingly important for her because it is 
trendy and she feels that it increases her interest in the product if it is eco-design 
labelled. She cares about the environment, but prioritize that it is visually pleasing, if 
there have to be a choice between the qualities. However, when she decides that she 
wants a product, the price is not an issue.  
 When it comes to her children she wants them to have what they want, but she 
also wants the products to be aesthetically pleasing. Since there are a lot of talkings 
about non-toxic products in her circle of friends, it has become an important factor 
for her. Emma and her partner have a good economical situation, the price is not that 
important and she does not want to be seen as a bad mother. 
 

 
Figure 27  - Moodboard, home of personas Emma. 

  

Home of Emma 
and her family
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5 Resultat 
This chapter presents the outcome of the project, the results. The results are 
presented in chronological order following the project’s process. 

5.1 RESULTS OF PROJECT PLANNING 
The project planning-phase resulted in a project plan, which served as a foundation 
for this master thesis. The Gantt-chart provided a visual overview of the project’s 
time plan and is included in the project plan. The project plan and Gantt-chart can be 
seen in Appendix 1. 
 
5.2 RESULTS OF LITERATURE REVIEW 
The results of the literature review are the theoretical framework and the comparison 
between digital textile printing and traditional textile printing. The answers for print 
shop have also contributed with knowledge to the comparison. Important qualities 
regarding the product development process are compared between traditional textile 
printing and digital textile printing. The choices of qualities are based on the relevancy 
for the aim of the study and the research questions. 
 
Comparison between digital textile printing and traditional textile printing:  
Qualities Traditional textile printing(flat-bed 

and rotary printing) 
Digital textile printing 

Price Overall low unit cost. 
Each color in the pattern requires a 
new screen, which increase the 
costs.  

Overall high unit cost. 
Unit price not affected by the amount of 
colors used, but the color cost are higher. 

Quantities Large batches. The longer the prints 
run the lower  price per printed 
fabric. 

Small batches. 
May print quantities of 1 piece. 

Printing speed Faster.  
2 days to print 10 000 meters. 

Slower. 
20 yards per hour. Continuing progress to 
increase speed. 

Pre-production 
process  

Long and expensive process of 
preperation, 8-12 weeks. 

Does not require set up costs for new print 
design, prints instantly. 

 
Colors Each color requires a screen, which 

increase cost. 8-26 colors are 
possible depending on mill 
capabilities. 
Have white and metalpigments.  

More available colors.  

Cyan-magenta-yellow-black inks are the 
basis for digital printing inks, which does not 
require any color separation. 
Can create good color shiftings. 

Repeat size Size constrains regarding repeat 
motif depending on manufacturing 
equipment.  

Unrestricted vertical repeat size. Large 
prints are possible. 

Engineered 
design 

Possible, but constrained by repeat 
size. There have to be large batches 
to outweigh the cost of screens. 

Suitable for engineered design with 
unrestricted repeat size and small batches. 

Customization Not suitable. The pre-production 
process is too expensive for 
customization. 

Suitable for customization because of no 
set-up cost and small batches. 

Enviroment • Engraving the screens 
requires emulsions and 
coating. 

• Screens need water for 
washing. 

• Produces a lot of wasted 
printing ink 

• Low ink volumes required 
• Low ink wasted 
• Minimal excess production  
• Low fabric waste 
• Low water consumption 

 
Figure 28 Comparison between digital textile printing and traditional textile printing 

 
When regarding traditional textile printing the advantages lies with price and printing 
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speed. Today traditional printing is the superior printing technique when 
manufacturing large quantities of fabric. The disadvantages are the large investments 
that are required for the process. The pre-production process is expensive and lengthy, 
and printing large volumes of fabric stock ties up capital. When tying up capital in 
stock it is important to correctly predict the demand for the printed patterns. 
Otherwise the company might created a large stock of products that will not be 
successful on the market. When printing with traditional textile printing there are 
larger marginal on each unit cost, but long-term investments on sensitive future 
predictions.  
 Digital textile printing’s disadvantages, according to the literature review, are price 
and printing speed. These are crucial factors when choosing printing method, but 
reviewing digital printing there are interesting qualities that provide new possibilities. 
Regarding the product development process digital textile printing eliminates design 
constrains such as repeat size and limited use of colors. Since no screens have to be 
manufactured a collection are not constrained to offer few patterns with few color 
options. A collection may consist of a large selection of patterns that only are printed 
when there is a demand. With digital printing beautiful shifting colors are a possibility 
which opens up for designs with acrylic and aquarelle expressions. The unconstrained 
size of printing repeat favors engineered design where the prints are placed on the 
fabric with a specific end product in mind.  
 The abilities to print a single product or small batches without a pre-production 
process create great potential for print-on-demand production. Digital printing 
enables customization and new innovational ideas. POD affects the company by 
dropping the speculative stock and not tying up capital in the production process. By 
not having extensive stock of each printed fabric and instead print the needed amount 
when there is a demand the company can financially offer a wider selection of patterns.  
 When reviewing the environmental qualities of the printing techniques digital 
textile printing has clearly more advantages. With traditional textile printing the 
engraving of the screens requires emulsions and coating, which have negative 
environmental impact. There are also more water needed and a lot of wasted printing 
ink. Digital textile printing is consistently less wasteful and with minimal excess 
production no unnecessary products are manufactured. 
 
5.3 PRODUCT DESIGN SPECIFICATION 
Based on the literature review and context analyze a product specification was made 
to create guidelines for the design phase.  
 
PRODUCT DESIGN SPECIFICATION  
What Specific Function Functional limits 
Pattern 
collection 

   

 D Permit repeatablitity Repeatability in all directions 
 D Allow shifting colors Shifting colors in CMYK 
 W Allow consistency in 

color palette 
Around 12 colors to create a 
cohesive collection 

 W Allow variety of pattern 
scaling 

To allow usage of the textile for 
different purposes 

 W Allow a variety of pattern 
directionality 

To allow usage of the textile for 
different purposes 

 W Acknowledge 
styleboards 

Inspired by at least one 
styleboard to create a 
contemporary collection 

 W Visual communication Close and at distance 
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Interior design 
product 
 D Permit use of existing 

supply of material 
Cotton canvas 

 D Suitable or engineered 
print 

To fit end-product perfect 

 D Permit durability Not frequent washing etc. 
 W Allow easy 

manufacturing 
To keep manufacturing cost low 

 W Allow compatibility With pattern collection 
    
 
5.4 RESULTS OF IDEA DEVELOPMENT 
The results of the brainstorming regarding both the pattern collection and the interior 
textile products can be found in Appendix 2. 
 The result of using different painting technique was different expressions that 
inspired new pattern and collection ideas. Some of the expressions of the painting 
techniques are compiled below. 
 

 
 

Figure 29 - Acrylic expressions. 
 
5.5 RESULTS OF CONCEPT DEVELOPMENT 
In this section the result of the concept development is presented. The section also 
includes the feedback received in this stage. 
 The result of the color palette can be seen below. Trendenser-Frida wrote an 
insight that a financially strong customer group does not appreciate bright colors. This 
inspired the color palette in order to make a products appreciated by the users.  
In the benchmarking different popular design brands’ pattern style were analyzed and 
a table of what interior textile products they supply were made. An observation is 
when viewing the moodboards is that motives of florals and bright colors are 
commonly recurring. If there is a need of non-bright colors, as Trendenser-Frida 
believes, there could be an opportunity to seize users by offering something other to 
the market. 
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Figure 30 - Color palette 
During the concept development different pattern repeating methods were used to 
increase creativity. In this section the result of some of the patterns made in the 
concept developments phase are presented. 
 

 
 

Figure 31 - Examples of patterns made in the concept development phase. 
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Figure 32 - Examples of patterns made in the concept development phase 
 
In this section some of the result of the 3D-visualizations with the patterns are 
presented. The complete result of the 3D-visualizations can be seen in Appendix 4. 
 

 
 

Figure 33 - 3D-visualizations 
For viewing the second survey feedback see Appendix 5. Regarding the pattern 
collection the respondees thought they were organic, natural and resting which was 
what I wanted to convey. There were some thought about the colors, that green and 
blue was not the colors of their choice. To make the colors more neutral and with less 
intense colors the saturation on some of the patterns where lowered. As discussed 
before a way to take the products further after this project is to include color options 
on each pattern.  
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Figure 34 Concept development, interior textile product 

 
Regarding the interior textile product many respondees thought it was too marine in 
both colors and in the boat shape. Personally I did not think that the products only 
could fit in a marine interior but with the answers from the survey I had to rethink the 
product. I still wanted the product to be a wall hanging with small storage that would 
fit in a hall for keys, in a picture wall in the living room or as office accessories storage 
above a desk. I started to rethink the shape of the product. I wanted a shape that were 
more neutral and would fit in to more different homes. After some further sketching 
different geometric shapes were designed. The geometric shapes were chosen because 
they are interesting, abstract and versatile. 
 
Below some of the result of he interior textile products prototypes are presented. 

 
 

Figure 35 - Interior textile products prototypes 
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Early cotton canvas prototypes were created to test different shapes and three were 
selected for the final designs. The prototypes were a good decision basis because in 
the similar fabric the products functions could be tested and evaluated. The pocket for 
storage could not be too high because then the shape of the product shifted too much 
when items were put in. Other discoveries was that the products have to be hanged in 
two high points for it to lose as minimal structure as possible. The idea is that one 
shape works good by itself as well as many shapes fit good together, this may create 
value to buy more products.  
 
5.6 RESULTS OF DETAIL DESIGN 
Based on concept development, feedback and continually going back reviewing the 
product specification, the final design was developed in the detail design phase. The 
detail design phase finalized the design for manufacturing. 

5.6.1 Repeatable patterns 
In the detail design phase the patterns chosen to be in the collection were made fully 
repeatable. The result of making repeatable patterns are the components that can be 
repeated as the repeat type straight repeat. This required a lot of work in detail to 
make the pattern naturally flowing without showing any trace of the components 
edges. The components for the five different surface pattern design can be seen in 
Appendix 6. 

5.6.2 Engineered print 
The prints on the geometric products were chosen to be engineered design in order to 
fit the product perfectly, fulfilling the product design specification. With engineered 
design the products are taking advantage of the possibility of unconstrained repeat 
size.  The engineered prints were made to fit the layout of the components according 
to the products construction. The engineered prints made to create series of three 
interior textile products can be seen in Appendix 7. 

5.6.3 Preparation for manufacturing 
Each pattern was prepared for printing in the intended scale and in the size of 72,5 x 
50 cm. This was made in order to fit many of the pattern into few amount of meters, 
but at the same time get a representative view of the printed pattern. If the patterns 
are not living up to the expectations when printed, the patterns can be reprinted 
without large cost. The image files prepared for manufacturing can be found in 
Appendix 8. 
 

  



42 

5.8 FINAL RESULT
In this section the final result of the pattern collection and the interior textile products 
are presented. The result is discussed relative to the demands and wishes in the 
product specification. 
 

 
 

Figure 36 - Surface pattern collection - Brush strokes 
 

 
 

Figure 37 - Surface pattern collection - Brush strokes 
 



43 

 
 

Figure 38 - Surface pattern collection and two wall hanging storages. 
 
The final surface pattern design collection consists of five patterns with a foundation 
in distinctive strokes and shifting colors. I wanted a customer to be able to buy the 
patterns together, but not include any redundant replicating pattern in the collection. 
To tie the collection together there are recurring brush dabs and shape elements in the 
different patterns. In the brush strokes and shapes the digital textile printing 
advantage of creating good color blending are being exploited. 
 The collection has organic motifs but each pattern has its own unique expression. 
According to the benchmarking there are a lot of patterns with floral motifs on the 
market, which could indicate that there is a demand. But I wanted to create my own 
style and not focus on floral in order to differentiate the patterns. To obtain a calm 
and natural expression organic abstracts motifs were chosen instead. The abstract 
motifs were also chosen because I wanted a handdrawn look to amplify the brush 
stokes. 
 During the project I have discussed with my mentor Maria Juhlin 
on how to created products that are appreciated in the long run. I wanted to create a 
collection that stays current and used for a longer time and therefore more 
environmentally sustainable. One of the aspects regarding the design that we 
discussed was the color palette. To appreciate a product over a time period the 
products have to go well with different trend colors. Nuances of green, blue and 
brown were chosen for this collection. These colors were also dominant in the color 
combination the respondees most liked in the first survey. Trendenser-Frida had an 
opinion that there is a target group with financial wealth that do not appreciated 
bright colors. Combined with the response from the feedback survey, that the colors 
of green and blue were not matching their home interior, resulted in making the 
colors less intense. To make the colors more neutral while at the same time taking 
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advantage of digital textile printings advantage of using a lot of colors, the saturation 
in the patterns were lowered. 
 In the final designs there are two patterns with two-way patterns, two four-way 
prints and one tossed print. In the product specification there was a wish to have a 
variety of pattern directionality, which according to me have been fulfilled. The variety 
of direction allows the user to choose a fabric that is appropriate to their intended end 
product. In the first survey some of the respondees answered that their latest sewing 
project had been to re-cover furniture. With the four-way print and the tossed print 
the use of fabric will be more efficient than for example an 1-way print. 
 Regarding the repeat type all the patterns in the collection have straight repeat. 
One reason for the straight repeat is that it is most accepted by the print shops. 
Elobina can handle other repeat types but Tobex for example only accept straight. 
When making patterns in Photoshop there is a ready-made function to multiply the 
component into a pattern. That function help to view the pattern repeated and out 
zoomed when working with the component.  
 Both the pattern collection and the interior products follow the color palette of 
color shiftings in faded green, blue and brown colors. The color range of the 
collection is wide because of the shifting colors in each pattern. The color palette was 
a useful color base to work with to tie the patterns into a collection. Trendenser-Frida 
wrote an insight that a financially strong customer group does not appreciate bright 
colors. This inspired the color palette in order to make products appreciated by the 
users. In the benchmarking different popular design brands’ pattern style were 
analyzed and a table of what interior textile products they supply were made. An 
observation is when viewing the moodboards is that motives of florals and bright 
colors are commonly recurring. If there is a need of non-bright colors, as Trendenser-
Frida believes, there could be an opportunity to seize users by offering something 
other to the market. 

5.8.1 Surface pattern design collection 
 

 
 

Figure 39 – Myr 
 
Pattern Myr have a background of broad-brush strokes and a floating foreground of 
white dabs. Zoomed in the pattern offer interesting details and zoomed out the 
pattern have a varied but repeating overall pattern. The pattern is repeatable in one 
direction and can be used in two directions.  
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Figure 40 – Dabs 
 
Pattern Dabs have clear vertical lines varying in width. The shapes consist of shifting 
strokes in green and brown colors. The pattern has a small scale but works in bigger 
surfaces because of the overall pattern the vertical shapes creates. Dabs are repeatable 
in both directions and the pattern is usable in two directions. 
 
 

 
 

Figure 41 – Memphis 
 
Pattern Memphis are inspired both of the artistic and the 80s moodboard. Each 
graphic shape has distinct strokes shifting in colors. This pattern in a tossed print and 
can be used in any direction. From a distance the pattern of the shapes creates an 
interesting pattern and up close the strokes are visible which offers an extra 
dimension. 
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Figure 42 – Flowing 
 
Pattern Flowing consist of the same shape painted in different ways. The shapes are 
painted in aquarelle colors and is shifting in value. They are both soft and sharp to 
create an interesting expression. The pattern is a four way print and repeatable in two 
directions.  
 

 
 

Figure 43 – Growing 
 
Pattern Growing have both the soft and sharp shapes from the Flowing-pattern and 
similar dots from the Dabs-pattern. The dabs follow and accentuate the shapes. 
Zoomed in the colors shifting make interesting details and zoomed out the dabs 
creates an overall organic pattern. Growing is a four way print repeatable in both 
directions. 
 The patterns Flowing and Growing have classic straight repeat style where the 
primal motif is not shifted in vertical or horizontal direction. But in both Flowing and 
Growing there are differences between the primal shapes inside the repeatable 
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component to create a more interesting pattern. In Flowing a similar shape is painted 
many different times and in Growing the main components are mirrored in different 
directions inside the component.  
 In the Dabs-pattern there are many similar vertical shapes. The vertical shapes are 
different but no one is overtaking the pattern and there is no central motif in the 
component. To make it less obvious where the components edges are the same 
painted shapes are recurring about 2,5 times in the component in different heights. 
Both the Dabs and the Memphis pattern are made with the straight repeat even 
though they are not as obvious as the Flowing and Growing patterns.   
 With the Myr pattern the objective was to create a pattern that used the digital 
textile printings opportunity of a large screen size. From afar the pattern flows 
organically and irregularly almost like it is not a pattern. But Myr is repeatable along 
the fabric’s length. Up-close the pattern has a lot of details in the dots, strokes and 
color variation. Myr have a straight repeat but only in one direction, against the 
fabric’s length.  
 The patterns in the collection are overall large scaled but Dabs could be considered 
a medium scale pattern because of its detailed dabs. In the beginning I wanted the 
collection to have a variety of scale but reviewing the answers in the first survey most 
users are in need of patterns with larger scale when sewing for the home interior. In 
order to see which scale was best for each pattern, the 3D-visualisation was a great 
tool. With it I could try many different variation before deciding. When designing the 
patterns a big priority have been for them to be interesting both up close and in a 
distance. The brush strokes and paint dabs that create the patterns are interesting in 
detail and the overall repeating contributes to another dimension. When deciding what 
structure the patterns should have I have always zoomed in on the pattern and 
regarded how it would work in a small area. If for example a customer wants to sew a 
small kettle holder it should work to use the fabric. Even though the repeating do not 
show in the small area I do feel that the details of the patterns would compose a 
interesting expression. 
 Regarding the spacing of the patterns are the patterns Dabs, Flowing, Growing 
and Memphis showing some white background while Myr only show glimpses of 
white between the broad brush strokes. But Myr have a flow of white dabs instead 
which creates spacing in the broad-brush background.  
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5.8.3 Interior textile products 
 

 
 

Figure 44 - Interior design products 
 

 
 

Figure 45 - Interior design products 
 
The final design of the interior design product are three wall hanging/small item 
storage. When asking the users in the first survey what kind of patterned interior 
textile products there is a need of on the market a frequent response was wall 
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hangings. The benchmarking also showed that there are few wall hangings as well as 
textile wall storage products on the market. A wall hanging/small item storage is 
therefore a novel product which was one of the wishes in the product specification. 
 The three products created work great placed together as well as separately. All 
geometric shapes have pockets in the bottom and the style is inspired by the 80s trend 
moodboard. The prints are engineered design; printed on the fabric according to how 
the products sew together. Engineered design was chosen to exploit the advantages of 
digital textile printing and to study the design technique. The design of the prints is 
chosen be compatible with the pattern collection; they use the same color palette and 
the prints are a composition of brush strokes and dabs inspired by the artistic 
moodboard. With the engineering design the products can have a circle shape of 
pattern in one end and a scale pattern in the other. This consistency between the three 
wall hangings connects them and accentuates the outer shapes. Both the dab-pattern 
part and the scale-pattern part are adjusted to the size of each product to give the 
perfect overall look.  
 The construction of the product was designed to be uncomplicated to 
manufacture. There are few seams needed and no zipper. When the layout of the 
prints was made a 1 cm seam allowance where the print continued were included. The 
seam allowance was included to ease the sewing and not having to be accurate by the 
millimeter.  
 Both the shape of the products and the patterns on them offers a lot of 
expression. In order for the products to be appealing to a larger market the colors 
have lowered saturation and have only one primary color to make them less busy. One 
idea to further develop the interior design products is to expand the supply with more 
geometric shapes and more colors.  
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6 Discussion  
 
This final chapter aims to show how the result is interpreted and evaluated. In the 
beginning the relevance of the master thesis is discussed. Then the chapter critically 
analyses the results of this project in a chronological order. 
 The research subject in this master thesis is primarily product development of 
pattern and interior design, but with the perspective of industrial design engineering. 
To produce competitive products it can be rewarding to gain knowledge of what 
different manufacturing processes offer. For example, with traditional textile printing 
the unit price of each printed meter of textile have lower unit price. But to print with 
traditional printing techniques requires more initial investment resources. If a 
company chooses digital textile printing, which have higher unit price, it is beneficial 
to know what possiblities the technique bring to the product development. In this 
master thesis the possibilities that companies using traditional textile printing do not 
have the ability to use have been explored.  
 The advantages could give a competitive edge that distinguish the brand and offer 
new designs to the market. The disadvantages with digital textile printing compared to 
traditional textile printing could be avoided. These insights are relevant knowledge 
when designing products to be successfully introduced to the market.  
 I believe that by studying surface pattern design from an industrial design 
engineering perspective new knowledge can be gained in design research and in 
exploiting the digital textile printing technique. In industrial design engineering there 
are much focus on the user and the product development process, which can generate 
new surface pattern design ideas. 
 This thesis project has emanated from the original project plan, but at the same 
time continually been evolving. The project aim has been slightly altered to focus 
more on the designing of products, but is essentially in the same objectives as the 
initial ones. The research questions have been tweaked when the project have been 
progressing with new acquired knowledge. The relevant subjects for the literature 
review, suggested in the project plan, changed when the research was in progress. 
Adjusting the plan for the master thesis as it developed felt necessary, as new 
information was acquired. But the main red line, how digital textile printing affects the 
product development process, has stayed the same throughout the project. 
 Most deadlines in the Gantt-chart was met; the context analyses deadline, the 
midway report, the deadline to send the prints to production and to receive the 
printed textiles before the presentation. Regarding the literature research it was not yet 
finished when I began with the design process, as was planned. My thought was to 
continually work with the literature review during the design phase. But when the 
focus shifted it was difficult to write as much as I would have liked on the theoretical 
framework. Overall I think the timeline and deadlines were good planned, but in the 
aftermath I feel I should have prioritized writing the report. I wrote the report 
continually, but there was still more unwritten than I would have liked in the last 
phases. 
 In the context analyze many different methods were used get an extensive view of 
the user, the interior market and digital textile printing today. Questions were sent to 
prints shop of what they believe are the pros and con about traditional and digital 
textile printing. Both screen printing shops and digital printing shops were reached 
out to but only answers from two digital print shops were received. Their answered 
have to be seen with a criticism of sources because they clearly have a subjective point 
of view. The knowledge they have provided has been confirmed with sources in the 
literature review. 
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7  Conclusions  
 
7.1 QUESTION 1 
How does digital printing impact the design process? 
 
What digital textile printing lacks in competitive unit costs and speed it compensate in 
flexibility. Characteristics such as fast sampling lead time, small batch production, the 
color range of CMYK, unrestricted size of repeat offers a different way of product 
development, engineered designs and customization. 
 The fast sampling lead-time and small batch production enables companies to 
offer more surface pattern. This affects the product development process in the 
aspect of the size and amount of collections. Today when the trends of interior and 
fashion have short life spans digital textile printing offer the opportunities to realize 
collections in small batches more often to stay current. In larger collection both 
trendy and long-term pattern may be included.   
 
7.2 QUESTION 2 
How can the qualities of the digital textile printing method enable the usage of other 
design technics and aesthetic expressions?  
 
One have to consider the increased possibilities digital textile printing offers. With the 
color range of CMYK, good color shadings and unrestricted size of repeat the design 
possibilities during product development increases drastically. When designing 
patterns for rotary textile printing there are constrains with colors; depending on mill 
capabilities it is possible to use 8-26 colors. The digital textile print enables motifs of 
photorealistic images and techniques with color shifting such as aquarelle, acrylic and 
marbeling.  
 In the product development process engineered designs offer new possible end 
products. The prints may be perfectly placed on the fabrics in order to acquire the 
exact wished end product. Digital textile printing with the unrestricted size of repeat 
and fast sampling time are very suitable to create engineered design. As stated in the 
literature research customization are also a big opportunity with digital textile printing.  
 
 
7.3 QUESTION 3 
How can start-up interior design firms take advantage of digital textile printing? 

 
Smaller companies can take advantage of digital textile printing’ flexibility. They can 
offer print-on-demand production, which will not tie up money in the production 
processes and warehouses. With POD they may offer more collections with a wider 
range of patterns and colors while not having them in stock. They do not have to rely 
on future demand predictions and build large speculative stocks, but only print those 
patterns that are in demand. With digital textile printing they have the opportunity to 
offer customization and engineered prints, which differentiates them from larger 
companies. 
 
 
7.4 PROJECT OBJECTIVES AND AIMS 
The overall aim of the master thesis is to design a surface pattern design collection 
and a textile interior product that exploit the advantages with digital textile printing. 
 
A surface pattern design collection of five patterns and a series of three interior textile 
products have been created. Through the literature review and the context analyze 
knowledge about the advantages and disadvantages of digital textile printing were 
gained which were used in the collection and products. 
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There are five goals for this study: 

1. A comparison between digital textile printing and traditional textile printing.  
2. Design a commercially viable collection of patterns for interior textiles.  
3. Print the patterns with digital textile printing.  
4. Sew prototypes of interior design products with the printed textiles.  

 
A comparison between digital textile printing and traditional textile printing have been 
made based on the literature research and context analyze. It can be found in the 
chapter Result, discussed in the Discussion-chapter and conclusions drawn in the 
Conclusion-chapter. A collection of pattern for interior textiles has been designed and 
is commercially viable through following a user-centered design process. The opinions 
of the users have been valued and have shaped the products. The pattern collections 
have been printed with digital textile printing anf interior design products are sewn. 
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Appendix 1  Survey of target 
group 
 
The questionnaire is designed in Google forms and all text from the form can be 
viewed below: 
 
Undersökning om mönsterformgivning applicerade på textilier 
Del av examensarbete i Teknisk Design. 
Hur ofta köper du inredningstyger?   Mark only one oval. 

o 1 gång i månaden eller oftare 
o 1 gång i kvartalet 
o 1 gång om året 
o Färre än 1 gång om året 
o Other: 

  
Brukar du köpa textilier från något specifikt märke? Vilket/Vilka?               
 Följdfråga: Varför just från de märkena?           
 
     
Om du hittar ett tyg som du gillar, hur stor betydelse har priset för om du 
köper det?   Mark only one oval. 
 1 2 3 4 5  
Ingen påverkan      Mycket påverkan 
  
Brukar du köpa metervara och sy produkter själv eller köpa färdigsydda textila 
produkter?   Mark only one oval. 

o Sy själv av metervara 
o Köpa färdigsydda textila produkter 
o Både och 
o Other: 

  
Är det några specifika produkter du brukar köpa färdigsydda?    
 
            
Är det några specifika produkter du brukar sy själv?      
 
          
Vad var ditt senast syprojekt?    
 
            
Planerar du något syprojekt?    
 
            
  



 

 

Färgkombinationer 

     
Vilka färgkombinationer är du mest intresserad av att ha i ditt hem?  Du kan 
välja flera alternativ. Tick all that apply. 

o Kombination 1 
o Kombination 2 
o Kombination 3 
o Kombination 4 
o Kombination 5 
o Kombination 6 
o Kombination 7 
o Kombination 8 
o Kombination 9 
o Other: 

  
Hur skulle du beskriva din inredningsstil?               
 Vilka inredningstidningar brukar du föredra?  Du kan välja flera alternativ. Tick all 
that apply. 

o Sköna hem 
o Allt i hemmet 
o Rum hemma 
o Nya rum 
o Plaza Interiör 
o Lantliv 
o Family Living 
o Elle decoration 
o Residence 



 

 

o Jag brukar inte läsa inredningstidningar. 
o Retro 
o Other: 
o   

Är det några motiv på mönster som du brukar föredra att köpa?  Du kan välja 
flera alternativ. Tick all that apply. 

o Geometriska 
o Blommiga 
o Etniska 
o Novelty(andra) 
o Other: 

  
Vad brukar du ha mest behov av, ett småskaligt mönster som passar på mindre 
produkter eller storskaligt mönster som passar på större produkter?    
Mark only one oval. 

o Småskaligt 
o Storskaligt 
o Mitt i mellan 
o Brukar inte anpassa mönsterköpet för vilket syprojekt jag planerar 
o Other: 

  
Brukar du generellt föredra detaljerade mönster eller mer rena enkla mönster? 
  Mark only one oval. 

o Detaljerade mönster 
o Rena enkla mönster 
o Other: 

  
Är det någon inredningsprodukt som du saknar hemma? Någon som du har 
svårt att hitta på marknaden?               

Föjdfråga: Hur mycket skulle du kunna tänka dig att betala för den 
inredningsprodukten?        
 
        

Anser du att det finns behov av mer mönstrade textila produkter på marknaden 
inom någon av dessa områden?   
 Förslag ges nedan. Skriv gärna egna förslag! Tick all that apply. 

o Hallförvaring 
o Bordsdukning 
o Köksprodukter 
o Garderobsförvaring 
o Tvättkorgar 
o Barninriktade produkter 
o Väggprydnader 
o Other: 

  
Hur gammal är du?   Mark only one oval. 
  under 25 
  25-34 
  35-44 
  45-54 
  över 55 
  Other: 
  
Vad har du för intressen på fritiden?     
 



 

 

           
Vad har du för yrke?     
 
 
Får höra av mig till dig senare i mitt projektet och få din kommentarer på nya 
mönster?  Skriv i så fall din email här:   
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Introduktion 
 
Digitala textila trycktekniker har helt andra egenskaper än tidigare trycktekniker. I 
designprocessen; hur kan man utnyttja möjligheterna som tekniken ger på bästa sätt? I 
detta examensarbete kommer fördelar samt nackdelar med digitala textil trycktekniken 
gentemot traditionella trycktekniker att analyseras. Med resultatet av litteraturstudien 
samt bakgrundsanalysen kommer en mönsterkollektion och en textil 
inredningsprodukt att utvecklas.  
 
Uppdraget är för företaget Mönsteriet, vilket är ett mindre inredningsdesignföretag i 
uppstartsfasen. Hur kan man med begränsade tillgångar kunna öka sin 
konkurrenskraft som mindre företag genom att utnyttja digitala trycktekniker i 
designsprocessen?  
 
Examensarbetet är slutkursen för utbildningen Teknisk Design Civilingenjör 300 hp 
inriktning Produktdesign vid Luleå Tekniska Universitetet. 
 
BAKGRUND 
Detta projekt är ett examensarbete för programmet Civilingenjör Teknisk Design 
Produktutveckling på Luleå Tekniska Universitet.  
 
Arbetet i detta projekt berör Mönsteriet och arbetet kommer därför planeras så att 
slutsatserna av examensarbete är av intresse för företaget att ta del av. En 
mönsterkollektion och en textil inredningsprodukt kommer att formges för 
Mönsteriet som del i examensarbetet samt produceras med digital tryckteknik för att 
tekniken ska kunna utvärderas.  
 
I nuläget så har Mönsteriet ett sortiment av ekologiska tyger på metervara och 
ekologiska kuddfodral. Mönsteriet är intresserade av att utöka sitt sortiment med en 
inredningsprodukt med textilier från den befintliga produktionskedjan. Den nya 
inredningsprodukten ska vara nytänkande och fylla ett behov i marknaden. Produkten 
ska realistiskt kunna produceras av Mönsteriet och kunna säljas i en högre prisklass. 
 
Mönsteriet har ett behov av att kunna konkurrera med andra företag och vill därför 
undersöka hur den digitala textiltryckstekniken kan utnyttjas till fördel för ett mindre 
företag. Kan digitala textiltrycktekniken möjliggöra att andra rittekniker kan användas 
vid mönsterformgivning?  Hur påverkas färgval och mönsterraporttering?  
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FRÅGESTÄLLNINGAR 
 

• Vilka nackdelar och fördelar med digitalt textiltryck finns jämfört med 
tidigare textiltrycktekniker om man ser till produktutvecklingsprocessen? 

• Vad har målgruppen för preferenser gällande mönster, (material) och textila 
inredningsprodukter? 

• Hur kan ett mindre företag utnyttja fördelarna med digitalt textiltryck?  
 
 
INTRESSENTER 
Mönsteriet som är uppdragsgivare är intressent. Även andra liknande företag som vill 
utnyttja digital textiltryckstekniken har intresse i arbete.  
 
Användare av Mönsteriets produkter är berörda av arbetet. Det är en del i 
examensarbetet att utreda närmare vilken Mönsteriets målgrupp är och vilka behov de 
har. 
 
SYFTE OCH MÅL  
Syfte   

Undersöka hur man kan utnyttja fördelarna med digitalt textiltryck samt designa 
en mönsterkollektion och textil inredningsprodukt för Mönsteriet där digitalt 
textiltryck används.  

 
Mål 

. En jämförelse mellan digital textiltryckteknik och traditionellt textiltryck.  

. Designa en kommersiellt gångbar kollektion av mönster applicerade på 
inredningstextilier.  

. Trycka tygerna med digital tryckteknik.  

. Sy prototyper på en inredningsprodukt med de tryckta textilierna. 
 
 
OMFATTNING OCH AVGRÄNSNINGAR 
Detta arbete är en kurs om 30 högskolepoäng vilket motsvarar 20 veckor heltidsarbete.   
 
Avgränsningar i detta arbete är att det redan är bestämt att mönsterkollektionen ska 
tryckas med digitaltryck med pigmentfärger på ekologisk bomull. Mönsteriet har 
miljövänlig inriktning och har redan köpt upp ekologiska tyger hos deras tryckeri som 
kommer att användas i projektet. 
 
En annan avgränsning är att inte testtrycka textilier med andra trycktekniker. 
Företaget Mönsteriet har inte ekonomisk möjlighet att testa produktionsprocessen i 
den skala som skulle ge representativ och jämförelsebart resultat.  

  



 

 

PROJEKTPLAN TEKNISK DESIGN | 2015 
 

  Johanna Linger 
  Examensarbete Teknisk Design  
  9/11/15 

3 

Genomförande 
 
PROJEKTPLANERING 
I denna fas planeras det hur arbetet ska genomföras. Det sker en kartläggning av 
uppdraget och en projektplan skrivs för att planera hur examensarbetet ska 
genomföras.  
 
LITTERATURSTUDIE 
I litteraturstudien kommer relevant teori och forskning att studeras för att kunna 
besvara forskningsfrågorna. Fördjupning kommer att ske i områdena: 
 
! Relevanta teorier för arbetet  

o Textila trycktekniker. 
o Färgning. 
o Mönsterrapportering. 
o Inredningstrender 

 
! Grundläggande teori om produkt- produktionsutveckling 

o Produktutvecklingsprocessen 
o Användarens behov 
o Idégenerering 
o Lean produktutveckling 
o Marknadsundersökning 
o Målgruppsidentifiering 
o Benchmarking 
o Intervjuer 
o Styleboard/Imageboards/Moodboards 

 
! Relevanta befintliga forsknings- och utvecklingsarbeten  

o Hur digitala trycktekniken utvecklas.  
 
 
 
KONTEXT 
För att få information om sammanhanget för detta examensarbete kommer företaget 
Mönsteriet att studeras. Upplevelsen och responsen som Mönsteriet fick under mässan 
Formex kommer att summeras. En styleboard kommer att göras för att definiera 
Mönsteriets stil. Det kommer även att göras en imageboard för att studera var för 
känsla Mönsteriet vill att sina produkter ska förmedla.  
 
För att få en nulägesrapport om vilka trender som finns inom inredningsdesign 
kommer det att göras en trendanalys. Trendanalysen kommer att baseras på den delen 
i litteraturstudien som handlar om inredningstrender och en trendmoodboard 
kommer att framställas som visuellt summerar relevanta trender. 
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Målgruppen för Mönsteriet kommer även att definieras samt studeras. Intervjuer med 
personer från målgruppen kommer att genomföras för att undersöka vad målgruppen 
har för preferenser gällande mönster, material och textila inredningsprodukter. 
 
För att undersöka hur marknaden ser ut för textila inredningsprodukter så ska en 
benchmarking utföras. Detta är främst för att få underlag för vilket typ av 
inredningsprodukt som det finns behov av. 
 
IDÉARBETE 
Olika idégenereringsmetoder kommer att användas för att ta fram idéer till en 
sammanhängande kollektion av mönster och olika textila inredningsprodukter.  
 
KONCEPTUTVECKLING 
Under konceptutvecklingsfasen kommer den sammanhängande tråden i kollektionen 
att fastställas. De enskilda mönstrena i kollektionen kommer att utvecklas. Tidiga 
prototyper av inredningsprodukterna kommer att tillverkas för att kunna visualisera 
dem bättre. I slutet av konceptutvecklingsfasen kommer koncepten presenteras en 
gång till för att få feedback från de intervjuade personerna.  
 
DETALJUTVECKLING 
Feedbacken från målgruppen i konceptutvecklingsfasen kommer att tas i beaktning 
inför fastställandet av de slutgiltiga detaljerna i både mönsterdesignen och 
inredningsprodukten. 
 
PRODUKTION 
Mönsterkollektionen kommer att tryckas på tryckeri under produktionsfasen. 
Inredningsprodukten kommer antingen att bli uppsydd på ett externt företag eller av 
Mönsteriet.  
 
IMPLEMENTERING 
I implementeringsfasen kommer produkterna att läggas ut till försäljning. Detta 
kommer ske i slutet av projektets tidsram så det kommer att vara svårt att hinna samla 
in respons från många användare. Dock kommer de intervjuade att få ge respons på 
den färdiga mönsterkollektionen och inredningsprodukten. 
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Planering 
 
TIDPLAN 

 
 
MILSTOLPAR 
Beskriv förväntat resultat efter varje delfas. Vad ska rapporteras? Vad ska 
levereras? 
Teori 

Teorin ska vara färdigskriven. 
Kontext 

Målgrupp ska vara definierad. Styleboard, imageboard samt moodboard ska 
vara klara. 3-6 st intervjuer med personer från målgruppen ska ha genomförts 
samt dokumenterats. Benchmarking av textila inredningsprodukter ska vara 
klar. 

Idéarbete 
I slutet av idéarbetet kommer flera förslag för mönsterkollektionen och 
inredningsprodukten att vara framtagna.  

Mittrapportering 
Vid mittrapporteringen ska den röda tråden i kollektion samt en tidig 
prototyp av inredningsprodukten presenteras.  
 

Konceptutveckling 
I slutet av konceptutvecklingen ska i princip alla mönster vara klara. 
Inredningsprodukten ska även vara fastställd. 
 

Detaljutveckling 
Alla färgval och rapporter ska vara klara så att mönstrena är färdiga att skicka 
iväg till produktion. En bättre prototyp av inredningsprodukten ska vara 
tillverkad. 
 

Presentation 
Till presentationen ska rapporten vara klar, mönsterkollektionen vara 
färdigtryckt och inredningsprodukten ska vara en färdig prototyp. 
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RESURSER 
Mönsteriet har tyg att trycka på hos tryckeriet men det kommer att bli kostnader för 
tryck samt eventuellt sömnad. Vid utvecklandet av prototyper av den textila 
inredningsprodukten kommer tyg att användas som är liknande Mönsteriets 
nuvarande utbud. Dessa kommer Mönsteriet att betala för. 

Projektorganisation  
Examensarbetets handledare kommer att vara Maria Juhlin, Program- och 
ämnesansvarig på Mediedesign, Luleå Tekniska Universitet. Kommunikation kommer 
främst att ske genom Skype-möten och email då vi inte befinner oss i samma stad.  
 
Maria Juhlin 
maria.juhlin@ltu.se 
0911-72743 
 
 

  



 

 

Appendix 3 Brainstorming, 
sketching and paper 
models. 

 
Brainstorming patterns: 

 
 
Brainstorming interior design products: 

 
 



 

 

Appendix 4 3D-visualizations

 
  



 

 

 
  



 

 

  



 

 

 
 
  



 

 

 

Appendix 5 Feedback 
survey 

 
The questionnaire is designed in Google forms and all text from the form can be 
viewed below: 
 

Feedback på ny kollektion. 
Nya mönster numrerade. 

     
Vad gillar du med mönstrena?     



 

 

 
 
Önskar du en förändring av mönstrena på något sätt?  
 
    
Är det något/några mönster som du gillar mer?   
 Och i så fall varför?   
 
 
Vad tycker du om färgerna i mönstrena?     
 
 
Skulle mönstrena passa in i just ditt hem?   
 Om inte, varför?   
 
Sail mail - väggförvaring/väggprydnad 

     



 

 

Vad gillar du med väggförvaringen?  
 
    
Önskar du en förändring av väggförvaringen på något sätt?    
 
  
Skulle produkten passa in i just ditt hem?  Om inte, varför?   
 
 
 

  



 

 

Appendix 6 Repeatable 
pattern components. 

  



 

 

 
 

 
 



 

 

 
 

  



 

 

 

Appendix 7 Engineered 
prints 

 

 



 

 

  



 

 

 

Appendix 8 Preparation for 
manufacturing 

 
 

 


