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Abstract: T he m ethod of cr eating a wel l inspiration be comes a great i mportance i n c ultural
commodity d esign. Throug h th e d esign inn ovation, art cu ltural co mmodities may g et rid of the
traditionally non-designed souvenirs. Therefore, we have conducted a prospective study trial of art
cultural c ommodity creat ion by usi ng di fferent design i nnovative forms. We used t he w orks of
Taiwan fam ous m ultidisciplinary artist “C hen T ing-Shih” (19 16~2002) to practice the d ifferent
design innovative forms. 37 junior students of visual communication design department (14 males,
23 fem ales) were elig ible. Th e pro cess of tr ansforming artwo rk i nto art cu ltural co mmodity
distinguishes in to three forms o f i nnovation: 1 .Copy-style (artist-led , nearly b e retained of th e
original appearance of the artwork); 2.Deconstructive-style (transforming period, breaking through
its con struction or fu nction); 3.All-New-style (d esigner-led, d esigners ex tract the inspiration of
artwork or artist). Different design situations would draw out variable mental iterations, therefore,
we treated t wo different limited situ ations of design: (1) non-constrained con dition (proceeding
design conception through a mental map), and (2) constrained condition (focusing on one sp ecific
product--T-shirt t o design). I n t he r esult of com modification, we re vealed 17 works with C opystyle, 1 1 works with Deconstructive-style and 9 w orks wi th Al l-New-style in no n-constrained
condition. In constrained condition, we found 12 works with Copy-style, 16 with Decon structivestyle and 9 wi th All-New-style. In conclusion, we bel ieved that designers’ inspiration favors with
Copy-style in no n-constrained art cu ltural co mmodification. During co nstrained con dition,
however, deconstructive-style may be more favorably.
Key words: Cultural & Creative Industries, Design Innovation, Cultural Commodity.

1. Introduction
Jack Welch, the ex-chairman of General Electric (GE) Company, had ever said that culture industry which is the
biggest ca ke belongs t o t he m ost ag gressive businessman! Si nce T aiwan government c ontained cultural &
creative industries into “Challenge 2008: National Develop Prior Project＂, culture commodity has been risin g
developed. However, the most cultural commodity developments focus on museum, local, aboriginal and Hakka
culture at present, rarely t hink of th e asp ect of ar tworks. Man y artists don’t have well ack nowledgement of
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cultural & creative industries. They devote themselves to individual art creatio n in long-term, then be promoted
via agent or art mediator. Artists couldn’t concretely think of the operation of artwork commercialized, they may
still th ink cu lture co mmodity as t he traditional so uvenir. As Figure1 sho ws, the souv enirs of artist C hen TingShih still maintain traditionally non-designed via just printing the artwork on product.
Therefore, there are two purposes of our research: (1) Through different design innovative forms, we can get rid
of completely non-designed of traditional souvenirs, and (2) Observing the process of transforming artworks into
cultural commodities and with different design limits to explore the final cultural commodity that is d esign-led
by the form of artwork or the concept of designer.
T-shirt

Coffee cup

Necklace

Figure1. The souvenirs of Chen Ting-Shih’s artworks. Source: [2]

1.1 Design Innovation
The definition and the scope of innovation are generally different from the aspects of each scholar. We listed the
relevant p oints of view t o be t he basi s of our rese arch. In a b rief s ummary, ou r rese arch y earns for m aking
resources of artworks to create fortune through executing new ideas. Moreover, making use of artistic knowledge
can also apply to inspire the designers.
Table1. The relevant definitions of innovation
Author (era)

Definitions of Innovation

Drucker (1985) [3]

Innovation is the new ability that makes resources to create fortune and
become real resources.

Tushman & Nadler (1986)

Innovation is an invention of new product, service or process for a

[15]

company.

Van de Ven & Andrew (1986)

1.

[16]

Innovation is shift from expansion of staffs and executing new ideas
that in order to deal with others in institute continuously.

2.

Innovation is an implementation and a development of new concept .

Betz (1987) [1] & Frankle

Innovation is an adjustment or invention of a new concept that in order to

(1990) [4]

conform to present or potential requirements.

Holt (1988) [7]

Innovation makes use of knowledge or crucial information to create or
introduce useful stuff.

Gattiker (1990) [5]

An innovative activity is a creation of product or program via effort and
activity of individual, group and organization.
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Nonaka (1991) [12]

The essential of innovation is based on specific perspective or an ideal to
create the world.

Robbins (1996) [13]

Innovation is a new thought that can be applied to operate or enhance
some product, process or service. The innovation of an organization is
contained productive innovation, new productive techniques of process,
new structure & management system and new program & manage plan.

1.2 Art Cultural Commodity
The UNESCO definition of cultural commodities shows that the consumer goods can communicate opinions,
symbols and lifestyles. Cultural commodities rethink the cultural elements of implements and look for the whole
new modern features of its cultural factors through design, in order to pursue spiritual fulfillment of using goods
[6]. Hence cultural commodities of museums, cultural industries or tourisms are neither just meaningful for
consumers nor just create for consumers, meanwhile communicate the cultural meanings and new aesthetic
styles.
As v iewpoints of d esign, K. Lee (200 4) has addressed cu ltural frame with m ultiple layers, in cluding layers
representing artifacts, val ues, and basic a ssumptions. These layers are i dentified by key d esign attrib utes th at
represent fun ction, aest hetics and symbols [ 9]. Leong and Clark (2 003) set up a structu re t hat distinguished
cultural objects b y three spatial p

erspectives: Ou ter “tangible” l evel, M id “ behavioral” l evel a nd I nner

“intangible” level [10]. Based on previous studies [9,10], R. Lin (2007) also proposed a framework of studying
cultural factors, as su mmarized in Figure 4 , in which culture can be classified into three layers: (1) physical o r
material culture, (2) s ocial or beha vioral culture, and (3) spiritual or id eal culture. These three layers of culture
can be incorporated into Leong’s three cultural levels. Where cultural objects can be fitted into cultural design,
three desi gn features can be ide ntified: (1) Oute r level---including shape, col or, text ure, decoration, surface
pattern and detail, (2) Mid level--- including function, operational concerns, usability and safety, and (3) In ner
level--- including special content such as stories, emotions, and cultural features [11].

1.3 Artist “Chen Ting-Shih”
In the year 1916, Chen Ting-Shih was born in a family of influential officials of China. He suffered from hearing
loss when he was eight but built up great knowledge of Chinese culture through the nurturing of his literatureloving family. He started learning Chinese painting at the age of 13, and when he was 17, he turned to sketching
and western painting. At the age of 20, he joined the army and was involved in woodblock printing. When he
was 34, he moved to Taiwan and he began his iron-welding work when he turned 65. At the age of 84, his works
were exhibited in Europe along with other grand masters such as Picasso [8,14].
Chen Ting-Shih d evoted himself to th e creatio n of woodblocks, acrylics and w atercolor paintings, callig raphy
and ironwork. He collected items from industrial waste, machine components, driftwood and daily commodities,
and t hen pieced t hem al l t ogether. This not onl y com bined t he co ncepts of Dadaism and Simplism but al so
represented Easterners’ concerns of convenience, variety, trouble, frustration and agitation caused by a modern
city of technology [8,14].
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Woodblock—“Hibernating”

Ironwork— “Johnnie Walker”

Figure 2. Chen Ting-Shih’s famous artworks. Source: [2]

2. Three Design Innovative Forms
The process of transforming artworks into cultural commodities could be design-led by the form of artwork or
the concept of designer. As Figure 3 shows, within the same quantity of transformation (black area), the left side
of figure represents that the cultural commodity is design-led by the form of artwork. On the contrary, the right
side of figure represents that the cultural commodity is design-led by the concept of designer.
Ratio of artwork form
Quantity of transformation
Intensity of designer’s concept
Artist-led

Designer-led

Figure 3. The intensity illustration of design-led in transformation
Moreover, based on previous researches just mentioned at 1.2 [9,10,11], this paper offers three design innovative
forms for studying art cultural commodities, as arranged in Figure 4, in which forms of cultural commodities can
be classified i nto three design i nnovative forms: (1 ) Cop y-style (artist-led , nearly b e retain ed of the o riginal
appearance o f the art work a nd j ust be de signed by c hanging physical l ook acc ording a esthetic principles), (2)
Deconstructive-style (transforming period, breaking through its construction or function but still can comprehend
which artwork it’s from), and (3) All-New-style (designer-led, designer adopts the creative spirit of artwork or
artist, then redesign into a whole new look cultural commodity).

Cultural
Layers

Cultural
Levels

Design Features

Physical /
Material

Outer
“tangible”
level

shape, color,
texture, pattern

Social /
Behavior

Mid
“behavioral”
level

Behavioral Design
function, operation,
usability, safety

Spiritual /
Ideal

Inner
“intangible”
level

Reflective Design
stories, emotions,
cultural features

Design Innovative
Forms

Visual Design

Copy-style

Deconstructive
-style
All-New-style

Figure 4. Three layers, levels and features of cultural objects and three design innovative forms
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The m eanings o f t hree design i nnovative forms will b e elab orated i n th e fo llowing p aragraphs, with using
prizewinning works of “Ol d is New” m odern T-shirt d esign co mpetition of T aiwan National Palace Mu seum
(NPM) as an example. The p urpose of t his co mpetition is using antiques o f NPM to apply in casual T-shirt
Innovative design. Th ere were alm ost 30 00 work s joining th is co mpetition, and finally cho se 1 go ld prize, 1
silver pr ize, 2 copper pr ize an d 20 ex cellent w ork prizes. In ter ms o f three d esign innov ative fo rms, it can b e
inducted t o 12 C opy-style w orks, 3 Deductive-style w orks an d 9 Al l-New st yle w orks. A pparently spea king,
there’re m ore works wit h C opy-style an d All-New style th an Deconstructive-style, wh ile the g old, silv er and
copper prizes focus on Copy-style and Deconstructive-style in the majority.

2.1 Copy-style
The art cultural commodity of Copy-style means nearly be retained of the original appearance of the artwork. It
could be just

designed by

changing vis ual look accordi ng ae sthetic pr inciples (ex.

contrast, gra dually

vary…etc.) . Copy-style cultural commodity is close to the traditional souvenir but with modern appearance. As
Figure 5 sh ows, in front of th e T-shirt, th ere’s th e artwork “Wh ite-glazed pillow i n th e sh ape of a recumbent
child” listening to the music and with the logo of NPM on the right top side. On the back of the T-shirt, there’s a
CD-shaped artwork “A Palace Concert” and with the slogan of competition on the top of the line. Because t his
design be retained a lot of original appearance of artwork, so we still can completely comprehend which artwork
it is. Therefore, copy-style design approaches to the Outer level.
Copy-style

Prize & concept
Silver Prize “Because of music, baby is happy.”
Personalize the “White-glazed pillow in the shape
of a recumbent child” via humor, but we still can
distinguish that is the “White-glazed pillow in the
shape of a recumbent child” of Sung Dynasty
pottery. In addition, CD is represented by the
metaphor of Tang Dynasty “A Palace Concert”.

Figure 5. Copy-style case of Taiwan National Palace Museum (NPM) prizewinning works

2.2 Deconstructive-style
The art cultural commodity of Deconstructive-style is taking apart the elements of the artwork as design strategy,
but we still ca n comprehend which artwork it’s from. As Figure 6 shows, the designer chose the inscriptions of
West J o Dynasty as ele ments, the n disassembled and recombined it. Th is typ e of d esign gradually frees itself
from the Outer level and breaks through its construction. For this reason, Deconstructive-style design approaches
to the Mid level.
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Deconstructive-style

Prize & concept
Gold Prize “Dancing words, playing ink.”
Obtaining materials from inscriptions of West
Jo Dynasty, and deconstructing the lines of
difficult ancient Chinese characters then
rebuilt up as a personalized human face.

Figure 6. Deconstructive-style case of Taiwan National Palace Museum (NPM) prizewinning works

2.3 All-New-style
Designers extract the inspiration of artwork or artist, then redesign into a whole new look cultural commodity. It
gets rid of the original appearance of original artwork. As Figure 7 s hows, the designer abandoned the original
appearance of the artwork, instead, re draw it with an inno vative im age. Sin ce th is type o f design ado pts t he
creative spirit of artwork or artist, therefore, All-New-style design approaches to the Inner level.
All-New-style

Prize & concept
Excellent Work Prize “Who am I?”
Author redesigned the portrait of the great
king “Khubilai Khan” of Yuan Dynasty and
with the logo of Taiwan National Palace
Museum on his face. In front of the T-shirt,
there’s a slogan “Who am I?”, then on the
back it responds “Just go to National Palace
Museum!”. It addressed a topic of debate.

Figure 7. All-New-style case of Taiwan National Palace Museum (NPM) prizewinning works

3. Method
Jin & Chusilp (2006) has brought up that under different design situations (ex. (1) problem type: creative design
vs. routine design, and (2) constraint condition: non-constrained vs. constrained problems), mental iteration will
be distinct [17]. On the other hand, the science research found that the mode of transmitting messages via brain
is radiative and “map” is the way that brain uses to deal with memory. “Mental map” adopts the way of radiative
thinking to imitate brain. It’s a technique that combine radiative thinking and images. Mental map can enhance
one’s thinking, memory, organization, programming and creativity.
Therefore, we used the experiment as our research method and divided the design situation into non-constrained
vs. constrained condition. According to these two contrast design situations, we may figure out that the different
performances of t hree de sign i nnovative f orms. B esides, we a sked s ubjects t o make use of mental m ap i n t he
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non-constrained co ndition t o cho ose t he proper produ ct for design. In constrained condition, we d emanded
subjects to focu s on on e sp ecific product---T-shirt to design. Not on ly T -shirt is the co mmon art cu ltural
commodity, but the price is also familiar. Moreover, the spirit of T-shirt apparel is typically a topic for discussion.
T-shirt can bear some messages or graphics to show personal attitude, especially when printing certain artworks
on it that doubtless can present one’s aesthetic taste.

3.1 Subjects
Subjects in our exp eriment i ncluded 37 jun ior stud ents of th e 200 5 first se mester at Ling Tung University o f
Taiwan (40 were screen ed fo r elig ibility. Of th ese, 37 were elig ible.). Th ey were visu al co mmunicate d esign
majors. Fourteen of them were male and twenty-three of them were female.

3.2 Procedure
(1) Non-constrained condition: We p roceeded n on-constrained co ndition previously t hen gone forward t o
constrained condition. In non-constrained condition, we took subjects to visit the exhibition of Chen Ting-Shih
to catch on the thoughtfulness of the artworks. Then we proceeded the non-constrained design in the front-half
semester and asked subjects to use mental map to choose the proper kind of products for design.
(2) Constrained condition: After n on-constrained condition, we moved on to con strained condition in the rest
of hal f sem ester. C ontinuing t he understanding of t he art ist, we demanded s ubjects t o focus o n one speci fic
product---T-shirt to design in constrained condition. When the two design situations had been done, we classified
the desi gn works ac cording to the th ree design i nnovative fo rms. Event ually, we c ould k now t he variation i n
amount of three design innovative forms of two different conditions.

4. Results & Discussions
4.1 Non-Constrained Condition (mental map)
In terms of three design innovative forms, the results came out with dividing into 17 (45.9%) works of copystyle, 11 (29.7%) works of deconstructive-style and 9 (24.3%) works of all-new-style in non-constrained
condition. The example analysis as Figure 8 shows.

mental map

Copy-style
“Peeping＂
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design work—necklace

This work retained original appearance of artwork by just
changing it into a string of beads of a necklace. Users can
change the position of beads by their own aesthetics.
Deconstructive-style
“Peeping＂

mental map

design work—toilet

This design deconstructed the el ements of the a rtwork
into different surfaces a nd i nnovated i n function a nd
usability of art cultural commodity.
All-New-style
“Falsehood and
Reality＂

mental map

design work—office cups

Designer ex tracted th e m aterials (ind ustrial waste i ron
& driftwood) of t he art work an d c hanged the original
appearance by a wi de m argin. T his design co nverted
the p art of sh ape in to new fun ction, ex. i nstead
industrial waste iron with a coffee mug, a water glass, a
tea stainless st eel cup bearing photos of a rtworks and
turning the arc into a handle, a brace and a pad.
Figure 8. The works of non-constrained condition

4.2 Constrained Condition (T-shirt)
According to three design innovative forms, the results came out with dividing into 12 (32.4%) works of copystyle, 16 (43.2%) works of deconstructive-style and 9 (24.3%) works of all-new-style in constrained condition.
The example analysis as Figure 9 shows.
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Copy-style
“Hibern
design work
ating＂

Deconstructive-style
“Day &
design work
Night # 25＂

All-New-style
“Chen
design work
Ting-Shih＂

This d esign u sed the artwork

This work to ok ap art the con

structive

The designer adored the creative

as a

reate a

factors a nd put i nto f ront si de & ba ck si de

spirit of th e artist. Th erefore, h e

colorful dazzl e paint T -shirt

of T-shirt, but we still can p erceive wh ich

boldly used the artist’s portrait as

with a modern feminine look.

artwork it is.

the spiritual icon.

pattern to c

Figure 9. The works of constrained condition

4.3 Discussions
The variation in amount of three design innovative forms of two different conditions as Figure 10 shows.
Therefore, we know that non-constrained condition came out with more Copy-style works (design-led by the
form of artwork) while more Deconstructive-style works presented in constrained condition. And it seems that
there’re more Copy-style and Deconstructive-style works both in two different design situations. Based on the
findings described above, our results indirectly support Jin & Chusilp’s study of mental iteration in different
design situations [17]---i.e., designer’s mental iteration will vary due to constraint condition.

Number of works

20
15
10

Non-Constrained Condition
Constrained Condition

5
0

Copy-style

Deconstructive- All-New-style
style

Figure 10. The variation in amount of three design innovative forms of two different conditions
Although All-New-style didn’t play a significant role from the results, but this design innovative form puts more
emphasis on enhancing the creativity of designers. Even if the Copy-style cultural commodity often be sold more
popular. Since it almost be retained of the original appearance of artworks. It seems more familiar to the feelings
of viewers. Eventually, comparing to the existed souvenirs of Chen Ting-Shih’s artworks as Figure 1 shows, we
advanced the traditional artistic souvenir to a fashion cultural commodity through brought up the ideas of three
different design innovative forms. Furthermore, we did address the new approach to the previous researches as
Figure 4 shows, with relating each concept and expanding the threads of thought.
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5. Conclusions
The method of creating a well inspiration becomes a great importance in cultural commodity design. Because
innovation is a source of inspiration, study of innovation can let us know the inspiration more deeply. For this
reason, our research has brought up three design innovative forms and conducted a study trial of art cultural
commodity creation. In terms of the experiment results, we believed that designers’ inspiration favors with
Copy-style (design-led by the form of artwork) in non-constrained art cultural commodification. During
constrained condition, however, deconstructive-style may be more favorably. Therefore, designers may choose
proper innovative form to design cultural commodity according to different situations in the future.
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