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Cross-cultural design has emerged as a pivotal domain of significance within the context of
globalization. In the field of cross-cultural design, designers are tasked with addressing user
requirements and identity characteristic contexts across diverse cultural backgrounds, aiming
to achieve enhanced service delivery and cultural dissemination outcomes. Nonetheless, the
landscape of contemporary fashion design research exhibits a noticeable dearth in studies
that effectively integrate with cross-cultural design. This study selects the iconic cultural
symbols of the Chinese loong (dragon) and Thai naga as case subjects, embarking upon
research that employs costume design as a medium and bridge for cross-cultural design and
communication. The research methodology integrates qualitative and quantitative approa-
ches, including field investigations, participatory research, and Analytic Hierarchy Process
(AHP) analysis, thereby substantiating theoretical constructs through empirical investigation.
The study proposes that cross-cultural costume design, undertaken with the purpose of
cross-cultural communication, can be conceptualized as a cyclical process involving multiple
encoding and decoding iterations. The research elaborates on how costume, functioning as a
non-verbal language, serve as a medium for facilitating cross-cultural interactions. Further-
more, the design extraction of cultural symbols is approached through a four-tiered frame-
work. By articulating its research perspective, methodologies, and design cases, this study
contributes valuable insights to researchers and practitioners engaged in cross-cultural
design and related fields.
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Introduction

ross-cultural communication represents a common facet

of contemporary society. The topic spans not only the life

level of the “individual” in the context concerned but also
wider levels at regional, country, national relationships and glo-
balization. The cross-cultural communication discipline refers to
the activities of communication between individuals, groups or
organizations of different cultural backgrounds (Hurn et al,
2013). It is important to understand the meaning of “culture” in
cross-cultural communication study. Culture can be divided into
four levels: material, institutional, behavior, and mental
(Davidsson, (1995); Karahanna et al., 2005; Spencer-Oatey and
Franklin, 2012). The first, addressing human material production
methods and products, represents tangible specific physical
objects, such as clothing, food, shelter, and transportation. Hocart
(1929) and Pintong (2017) agreed that material culture incor-
porates foods, clothing, sheltering, and medicine. Institutional
culture serves as the norm built by humans to regulate their own
behaviors and adjust the relationships in social practice (Higgins,
2007; Daniels, 2012). Behavior culture refers to facets of social
and collective behavior, incorporating conventional etiquette and
customs, folk customs, habits, and customs in social commu-
nication (White, 1959; Zhao et al., 2016). Mental culture refers to
people’s social psychology and social ideology, including views of
value and life, esthetic taste, totem worship, religion and faith,
and their literary and artistic works (Mechanic, 1986; Morgan,
2010). Taken holistically these aspects can be regarded as repre-
senting a comprehensive synthesis of the core and essence of
culture. Regarding the explicit concept of culture, Geertz and
Wrobel assert that the essence of the cultural concept is funda-
mentally semiotic (1989), and proposes that culture is not an
empirical science in pursuit of definitive cultural truths, but
rather an interpretive science functioning as an agent of meaning.
Building upon this view, culture can be viewed as interpretable
symbols or symbolic systems.

In an era of globalization, cross-cultural design emerges as a
pivotal strategy for addressing the challenges of globalization and
facilitating the successful integration of products and services
within culturally diverse societies, to ensure that the products or
services designed possess universality, acceptability, and usability
on a global scale. Representing the originators of the term “Cross-
cultural design,” Steiner and Haas, in their work, encapsulate the
design mindset and visual presentation attributes inherent in
cross-cultural design, which from design thinking perspectives
divide the design process into three stages known as the “Q.M.T.
design process,” involving Quotation, Metaphor, and Transfor-
mation (1995). the authors think Cross-cultural design is an
approach to produce an esthetic style based on cultural under-
standing and communication, a methodology which is related to
design logic and design thinking process. Based on this angle,
relevant classical studies encompass Hofstede’s cultural dimen-
sions theory, which stands as one of the extensively employed
theoretical frameworks in cross-cultural design (Wu, 2006). Fol-
lowing this theory an analysis of cultural disparities in cross-
cultural product design is conducted by examining cultural var-
iations in target users’ values, behavior and design orientations.
Furthermore, through a synthesis of the constituents, the theory
outlines the elements essential for incorporation in cross-cultural
product design.

However, in the current landscape of costume design research,
there is a scarcity of studies that integrate with cross-cultural
design. Most research studies have tended to focus on repro-
duction of esthetic forms, such as the decorative function as
pattern in clothing. The themes of fashion, encapsulated in
classical costume design and contemporary apparel design, and
cross-cultural communication are closely connected. Carvalho
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(2017) argues that costume culture is moving towards a greater
emphasis on the subject’s identity, seeking new relationships
between local and global societies, and reshaping contemporary
cultural expressions through its objects of consumption. Cultural
diversity can be seen as a manifestation of identity formation.
Especially, in the cross-cultural costume design process, “Cos-
tume” as a non-verbal symbol, plays a symbolic role in conveying
information in cross-cultural communication (Zou et al., 2022).
In the context of cross-cultural costume design, designers are
required to transcend the constraints of their local cultural
background and gain meaningful insights into and respect for the
needs, values, habits, and contexts of diverse cultural groups. This
entails avoiding cultural biases and misunderstandings to ensure
that design works go beyond mere “translation” or “adaptation,”
fostering a deep emotional connection with the target user
community.

In order to investigate how to carry out cross-cultural design in
the context of cross-cultural communication with costume as the
carrier, this study selected the Chinese loong (another translation
is “dragon”) and the Thai naga (shown in Fig. 1) totem as the
design objects to study this issue. A principal reason for this
slection is because of costume design should reflect specific
objects, functions, content or contexts, and is implemented by
design languages, including patterns, colors, techniques, materi-
als. Another reason is the loong and the naga are the most
representative totem symbols of the Chinese and Thai national
cultures. When thinking of China, people especially the younger
generation have oft associated the country with the image of the
loong totem. Correspondingly, there is also a totem with a similar
appearance in Thai culture, called the naga. The two totems have
similar appearance but different cultural background and con-
notation and can be easy confused especially for younger gen-
erations. As such they provide an opportunity for case study for
exploration and research in the cross-cultural costume design
domain.

Hence, this study conducted systematic research on the Chi-
nese loong and Thai naga, and design strategies are proposed
from the perspective of young generation users’ perception and
needs. This paper reports the process of analyzing those two
totemic symbols, a summary of design strategies, and a series
costume design cases.

Literature review

Cross-cultural design in fashion domain. Current research in
the field of design related to cross-cultural integration is mostly
focused on consumer research and cultural studies. For instance,
Walker et al., which investigates cross-cultural aspects between
China and the UK, providing frameworks for the con-
temporization of traditional craftsmanship and cultural heritage
(2018). Santamaria’s ‘encoding and decoding’ frameworks for
managing cultural meanings as ‘symbolic assets” in design (2023)
and the role of designers as cultural intermediaries, which provide
valuable reference perspectives for the research. There are also
studies that are related to design practice such as Cui, Shaari
(2023) that focused on several commonly used geometric patterns
in fashion design. They proposed a method for symbolizing
pattern designs, integrating them into a semiotic framework with
categories such as ‘similarity, ‘indication,” and ‘reduction.
Another study explores the practice of combining Chinese and
English culture in fashion design within a cross-cultural context
(Zhi, 2022). While both studies effectively showcase their research
processes, they rely on judgments from designers. The researchers
concur with the viewpoint of Azevedo et al., which suggests a
revisiting of the impacts of attire in cross-cultural design and the
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Fig. 1 Representative drawings of the Chinese loong and Thai naga. (The left side picture is the image of Chinese Loong, picture available at https://
www.freepik.com/premium-vector/chinese-dragon_3948771.htm. Art by 9comeback (2024), Reproduced with permission of Freepik Company, S.L.

Copyright © 2010-2024 Freepik Company S.L., all rights reserved. The right side picture is the image of Thailand naga, picture available at https://www.
pinterest.com/pin/231372499600636980/. Art by Pattaraporn (2024), Reproduced with permission of Pinterest Europe Ltd. copyright © Pinterest 2024,

all rights reserved.).

associated relationships, they argue that recognizing cultural
diversity as an expression of identity forms the foundation for
comprehending design objectives (2018). It is crucial to
acknowledge the unity and diversity of identities, as well as the
dialectical relationship between local and regional cultures.

Ji’s (2011) study was guided by Pierce’s theory of the triadic
relationship of signs, demonstrating the process of symbol
“representamen” to “object” and then to “interpretant”. In the
study of Andrew (2008), the theoretical foundation relies on
semiotics, drawing from the works of Barthes (1990), Saussure
(Holdcroft, 1991). These studies utilize semiotic and commu-
nication theory methodologies to examine how meaning is
constructed through textiles, recognizing textiles as potent
“cultural signifiers”. The costume is not only a communication
medium, it is also a “symbol”. As a form of material culture,
costume has been widely analyzed. However, the physical object
of clothing represents non-verbal communications and a kind of
“symbol”. The function of the symbol includes two aspects. The
first is the intuitive sounds and images, which belong to the
sensory effect while the other is conceptual design that belongs to
an abstract psychological idea. How is a physical object translated
into language? The same technique is used for clothing and
literature to translate a physical object into language and
represents “Description”. The primary function of “Description”
is to build on the understanding of the dissemination while
readers are given free reign in the interpretation of the content.
Barthes (1990) suggested that the concept of symbols includes
signifier and signified. The fabric, color and structure of clothing
belong to both the manner of environmental communication and
the “signifier” in the symbol, while signified refers to facets such
as the conceptual content, abstract thinking, and the expression of
emotions. Costume has strong intuitive connection between the
signifier and the sign of the symbol compared to the general
symbol. Costume represents both the primary symbol and also
covers a multi-level symbol system. Based on this understanding,
Paivio (1991) proposed dual-coding theory and coded

information into visual information and verbal information.
The two systems generate a mutually corresponding relation
which can improve communication.

A second technique is “Connaissance”, that is, clothing can express
savoir through fabrics and designs. The purpose of the description is
to provide a kind of cultural concept analytically. Roland Barthes
(1990) proposes three different structures for clothing, technologique,
iconic and verbal, respectively. Only after certain shifters can clothing
be transformed into representation. The role of shifters is to
transform a kind of culture, content, or symbol into another form of
expression, or from one code to another. It is a transformation
approach from reality to intention, from reality to language, or from
intention to language. According to Peirce’s “On Signs” (1991), any
symbol is composed of three elements: media related objects, object-
related objects, and related interpretive objects. A sign embodies the
functions of human creativity and morality and provides structural
relationship between meaning and objects. This structural relation-
ship fuses objects and meanings into a unified symbol system. The
function of the symbol includes two aspects; one being the intuitive
sound and the image, which belongs to the sensory effect; and the
other is conceptual design relating to an abstract psychological idea.

This research proposes a hypothesis that in the context of
cross-cultural design, cultural totem symbols as design objects
should be based on in-depth analysis of cultural connotations.
This should include explicit decorative art features and implicit
cognition and knowledge, transforming valuable features with
costume language. Consideration should be given to the complex
relationship between human behavior, cognition, and societal
culture. Emphasis needs to be given to multiple meaning
connections and combinations in perception of totemic symbols
formed, caused by Human-Object-Environment-Society-Culture,
to enable implementation of traditional cultural elements into
fashion design works.

Chinese loong and Thai naga. As totem worship, Chinese long,
and Thai naga are often found in people’s beliefs, festivals, and
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related traditions and customs. They have high cultural status in
their respective country. The language of symbol is actually the
hidden expression of the culture (signified) through the symbols
(signifier) (Zou and Joneurairatana, 2020). Each nation has its
special cultural symbol because as the object of a primitive tribe’s
emotional identity and spiritual belief, totems not only become
the most sacred and the best symbol in the tribe’s mind but also
become the link to maintain the clan members. A totem has a
marking function for a nation. It is also the symbol of that nation,
and the essence of the nation lies within its “symbol”. National
cultural symbols are perceptual symbols embedded with feelings
and wishes, which can arouse the common historical memory of
the members of the “national community” and enhance the
psychological cohesion of the “community” (Zhang Czirdkova,
2023).

In national culture, the totem is the most common way to
display ancient civilization. Almost every nation or culture has a
special animal or plant symbol. In the course of its development,
the totem may be influenced by social system changes, cultural
environment, and political evolution, and endowed with different
meanings in different periods. Totem culture can be seen as the
epitome of a country or a nation’s culture.

The loong in China. Loong totem has also become the flag of
national unity and the patron of various tribes. It was originally
held as the clan insignia by Fu Hsi in ancient China, and then
gradually evolved into a common belief among different tribes.
Therefore, animals such as the loong (snake), became a form of
universal totem worship. In the view of ancient peoples, the clan
insignia could protect them, and the loong would eliminate dis-
asters from overtaking them.

In addition, the loong is the symbol of royalty and monarchs.
With the development of the social structure, the loong totem
later evolved into the ruling “tool”. Tribal leaders often made use
of the loong image to unite and control their tribes (Ranjan and
Zhou, 2011). In order to strengthen their image in the hearts of
the people, emperors used to call themselves “son of the loong”
(Peng, 2010), claiming to be bestowed with a mandate granted by
heaven and that bestowed by the imperial throne. In later periods
of feudal society (since the Qin dynasty, 221 BC), the loong
pattern became a special color exclusive to the royal family. In
this way, rulers used people’s worship of the loong totem to
“mythologize” themselves and strengthen feudal imperial rule
(Van Henten, 2006). By this time the loong had become a symbol
of absolute power and supreme political status.

In the loong culture in China, the inclusiveness spirit always
plays an important role. The appearance of loong can be said to
be strange and diverse. The body is also composed of many
different animals. Inclusiveness in this point refers to creating a
new object after widely absorbing and digesting, which is shown
by the appearance of loong. In people’s minds, the loong has
always been sacred. In appearance, it is composed of nine
different animals “Antlers are like a deer, head is like a camel,
neck is like a snake, abdomen is like shen, scales are like fish,
claws are like eagles, palms are like tigers, ears are like cattle”
(Zhou, 2012). In skills, it gathers all the strengths of others and
can do anything. This is why it was worshiped by people in
ancient times. It was once also regarded as the medium of
communication with heaven and earth to be responsible for
winds and rains.

As a symbol of fortune, loong is sincerely loved and welcomed
by the Chinese. In ancient periods, people would build loong
and worship it. It was hoped that this would eliminate threats and
bring greater care and blessings. Nowadays, loong related
artefacts are very common in folklore and express auspicious
and happy meanings, epitomized in wearing loong cloth, hanging
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loong paintings, eating loong noodles, and writing loong
characters. In addition, the loong in daily life is also compared
to the outstanding embodiment of wisdom. Those with out-
standing talents are often referred to as “Ren Zhong loong Feng
(The remarkable and outstanding person)”; a handsome son-in-
law will be referred to as “Cheng loong Kuai Xu (An agreeable
son-in-law is likened to an immortal on a loong)”; To
congratulate those who have passed the imperial examination
one would say “Yu Yue loong Men (A fish leaps over the loong
gate)”; To describe a happy marriage one would say “loong Feng
Ji Xiang (auspicious and delightful things)”; To express the hope
for children one would say “Wang Zi Cheng loong (hope one’s
children will have a bright future)” (Nadezhda, 2022; Maguth and
Wu, 2020).

The naga in Thailand. For thousands of years, the naga has played
an important role in the history of South East Asia (Tu, P. A,
2007). The word “naga” which frequently appears in Indian and
South East Asian literature is from Sanskrit and has various and
confusing meanings such as “Naked”, “Snake”, and “Barbarian”.
Archeological evidence found in various places in South East Asia
and specifically in Ban Chiang, Udon Thani, Thailand, provides
strong support for the theory that people who used to live in the
area presently referred to as South East Asia worshiped the
“Snake” as a sacred animal (Chang, 2017). People were living with
natural threats, surrounded by various kinds of dangers, and yet
to develop understanding of natural phenomenon such as thun-
derstorms, earthquakes, and other forms of natural disasters.
“Supernatural” and “animism” beliefs emerged to provide com-
fort from fear. They started to pray, worship, and sacrifice to
certain spirits in an attempt to seek protection and abundance.

It is interesting to note that “snakes”, were known as the most
dangerous species due to their abilities which not only included
deadly poison but also silent movement, the ability to go
everywhere from above-ground or underground into the water or
even into the air, the ability to molt (skin removal) and especially
their movement that looks similar to a wave in water. Naga is also
a symbol of water. In northern Thailand, the Mekong River that is
deeply embedded and associated with Thai culture is called
“naga”. In Udon Thani in northern Thailand, people set up naga
sculptures to worship the naga, make wishes, and offer incense to
the naga, hoping that the naga will bless them to provide a good
harvest during the year. Among all of these different meanings,
“the God of Rain” which brings life (vital force), seasons, wealth,
and fortune seems to be the strongest belief for those people,
especially those who were residing along both sides of the
Mekong riverbanks from Yunnan (South of China) down through
Thailand, Laos, Cambodia, and Vietnam where the mouth of
Mekong river is located (Robinson and Sinha, 2010).

A further set of paradigms is associated with this area. The
Hindu gods answered all the questions of suspicion through the
“Mahabharata” and the “Tri-Bhumi”. This is when in the folklore
of the local people, the story of “naga” became integrated into a
new emerging “story” that of Naga as the protector of Buddha.
According to legend, before becoming Buddha, when Sakyamuni
(Siddhartha) was meditating under a Bodhi tree, Mara cast spells
to interrupt the meditation of Siddhartha in fear of Siddhartha’s
God-realization, resulting in a furious storm between heaven and
earth. Then naga was sent by Shiva to protect the Buddha, who, in
order to protect the meditation of Buddha, not only fought with
Mara, but also formed a colorful umbrella beside the Buddha to
provide shelter for Siddhartha to continue his mediation
(Moonkham (2021)). Naga has thus become the symbol of
protection and is auspicious.

Most existing academic studies on this subject are about the
comparisons between the Chinese loong and the western dragon
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Fig. 2 Research process.

(Yuan, 2015; Maguth and Wu, 2020), while few studies compare
loong and naga in depth. As both China and Thailand belong to
the East, it would seem that there is not much difference between
them. There are also many young Chinese and Thai people who
do not know the authentic features of loong and naga and often
confuse them, however, they are different and they represent the
regional cultures with unique characteristics. In this paper, loong
and naga, which are national cultural symbols, are selected as case
studies, to show the results of the interdisciplinary study of
costume design and cross-cultural communication.

From perspectives of the intersection between cross-cultural
design and the fashion domain, as well as the comparative
analysis between the Chinese loong and the Thai naga, this study
holds significance for the interdisciplinary research encompassing
fashion, culture, sociology, and design.

Research methodology and process

Research design. A cross-cultural costume design study on the
Chinese dragon and the Thai naga as design objects requires an
in-depth understanding of the characteristics and cultural con-
notations of Chinese loong and Thai naga, as well as the audi-
ence’s perceptions and views of them. The specific research
objectives were divided into three sub-parts:

To comprehensively analyze the tangible and intangible
cultural attributes of the loong and naga, identifying any
similarities, differences, or potential connections between them.

To conduct an in-depth investigation into the audience’s
cognition of the loong and naga, in order to identify the most
appropriate design strategy that aligns with the audience’s
fundamental needs for cultural communication.

To propose a well-structured guidance mode for costume
design, incorporating cultural symbols to facilitate successful
cross-cultural communication.

The cross-cultural inheritance and design transformation
research of Chinese loong and Thai naga will be conducted
through the following steps: Collecting and organizing informa-
tion data related to Chinese loong and Thai naga respectively, to
extract their explicit visual factors and implicit semantic factors,
and building a cultural knowledge mapping database of the loong
and naga. The next step is to investigate audiences’ background
knowledge, cognition, and needs of loong and naga culture. Based
on this, audiences can choose the optimal design factors from the
previously established knowledge database. Design factors can
then be synthesized and categorized and preference assessments
conducted for target users in costume design transformation to
generate a design strategy. Apparel is used as a medium, non-
verbal communication to tell the story of the loong and naga. The
research process is outlined in Fig. 2. The research methodology
integrates qualitative and quantitative approaches, including field
investigations, participatory research, and Analytic Hierarchy
Process (AHP) analysis, thereby substantiating theoretical con-
structs through empirical investigation.

Workflows Basic data Cultural Knowledge Audiences cognitions Design factors Design strategy Deslantanriication
Collection Mapping database investigation selections generation 9n app!
Literature Revew Intangible contents Participatory Questionaire Graphic practice Comparison design
research
Sites visiting Tangible features Arts form application Combinition design
Implement — Interview Interview
Observation — Symbolize meanig Disassembly design
imilarities
3§ workshop AHP analysis 8 :
Interview Differences Cultural context Integration design

Research methods and process
Basic knowledge collection.

1. Basic knowledge about the Chinese loong and Thai naga
ranging from tangible features and intangible cultural
meaning and contents respectively are acquired from
literature analysis. This research phase provides the
fundamental knowledge and information for the next step
in research. Firstly, the history and current understanding
of the historical background and cultural communication
between Thailand and China are summarized; secondly, a
theoretical base is provided for the next research with a
preliminary and overall understanding of the source and
culture of loong worship and naga worship.

2. Field trips combined with site visiting and observation, field
experiments, and research are conducted through embed-
ding into the local cultural environment in depth to observe
and analyze the existing artworks, such as buildings,
sculptures and textiles, within the local language context
and environment. Both tangible and intangible character-
istics of loong and naga can be analyzed using comparison
and analysis methods. The field research framework is
shown in Fig. 3.

Table 1 provides a summary of the cultural contents of loong
and naga arising from findings from the field investigation,
observation, and analysis of a significant quantity of artwork. The
researchers did field visits around Chiang Mai, Chiang Rai,
Sukhothai, Phitsanulok, Udonthani in Thailand to study about
Naga culture. And visitied Beijing, Fuzhou, Xiamen, Shanghai,
Nanjing, Shan Xi province in China. More than 800 pieces of art
works about Loong and Naga were analyzed. In order to
summarize the understanding of the dissemination while readers
are given free reign of the research results, they are displayed in
the form of tabulated entries. The table is divided into four
columns, the first column is a summary of the cultural
characteristics of the loong (shown in Table 1) and naga (shown
in Table 2), the second column is a detailed description, the third
column is their functions as symbols, and the fourth column is
how it is presented in the artwork.

Stakeholders participation. In the context of cross-cultural
research, a significant challenge arises from the inherent barriers
between the principal researcher’s personal cultural inclinations
and the nuanced cultural perspectives of the subjects under study.
To circumvent potential cognitive biases introduced by designers or
researchers, it is imperative to formulate a design strategy grounded
in a comprehensive comprehension of the audience’s cognition.
This research adopted participatory research, with a combination
of interviews and workshops to determine audience perceptions
and opinions. Table 3 provides a summary of the research
approach adopted for stakeholders engagement and analysis.

Some characteristic examples of questions and the correspond-
ing answers from the participants were as follow.
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Once data gathered the semiology for Loong and
Naga was distilled and then implemented into
costume design concepts combining the semiotic
with costume design.

» Sacred

» Super natural power

« Ancient

» Related with religion/ Society

Fig. 3 Field research framework.

Table 1 Loong cultural characteristics summary.

Loong cultural Details

characteristics

Symbol

Artistic works

Supernatural being with
supernatural power

Sacred

Mixture of Buddhism and Taoism
Loong as the progenitor of the
Chinese people

Religious beliefs
Chinese

Natural phenomenon The god of climate/rain/fire
As the link between earth and
heaven

Imperial power

Linking humans to heaven

In feudal dynasties, loong
represented imperial power

National spirit Teamwork and unity

Be worshiped

Ideology
Chinese ancestry

Good agricultural
harvest
Connecting with

heaven, hope utensils
High status and imperial Costumes, architecture, and sculptures in imperial
power palaces

National unity

The image of loong has various organs with special
meaning in architecture, costume, handicrafts and
sculpture

Buddhist and Taoist temples

Fabric weaving patterns, costumes, tattoos, folk
literature. Similarities between loong's and human's
faces

Fabric patterns, architecture, handicrafts and sculptures

Boats, funeral chariots, musical instruments, sacrifice

Spiritual and identity symbol

Question: Whether they know and what they think it is when
showing some pictures about Thai naga.

Answer: “I think it’s a loong, much like a loong, but looks like a
snake.”

Question: Do you know what this is and how much do you
know about it (when showing some pictures about Chinese
loong)?

Answer: “This is a loong, but I do not know much about it. 1
became acquainted with it through Chinese TV dramas, it
symbolizes the emperor. They appear and look beautiful but cruel
as well.”

Question: What do you think of the existing clothing design
products that incorporate loong/naga; do you like it or not and
the reasons?

Answer: “I do not like because some of the products on the
market nowadays use particularly figurative patterns as decorative
elements, which look very traditional and the styles aren’t very
nice, and I think it should be rejuvenated and casualised, perhaps
more aligned with young people’s aesthetics”

Question: In designing costumes incorporating loong and naga
within a background of cross-cultural communication, what do
you think should be developed?

Answer: “I think we can’t just stop at the application of
patterns, I hope we can show the story of loong and naga through
different design series, and learn something about the culture of
loong and naga through the clothing, maybe there should be two
clothing series, one series about the Chinese loong, and one series
about the Thai naga”.
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Naga cultural
characteristics

Table 2 Naga cultural characteristics summary.

Details

Symbol Artistic works

Sacred and holy
Religious beliefs
Thai

Both good and evil
Natural phenomenon

As the link between earth
and heaven
Spiritual symbol

Supernatural being with
supernatural powers
Protector of Buddha

Naga as the progenitor of several

races and tribes

Some naga can squirt venom
The god of water and rain

Linking humans to heaven

Happy life, good fortune, and

auspiciousness

Sacred and worshiped The image of naga has crests and various organs
in architecture, sculptures, paintings, and fabrics
Different number of heads, with Buddha image in
sculptures, paintings, and fabrics

Fabric weaving patterns, costumes, tattoos, and
folk literates

Movie, literature

Fabric patterns, architecture, handicrafts and
sculptures

Boats, funeral chariots, musical instruments, and
sacrifice utensils

Fabrics, costumes, and textiles

Religion

Snake worship

Warning

Good weather and rainfall.
Good agricultural harvest

Connecting with heaven

Protection

Investigation aims

Investigation methods
Investigation process
design

Data analysis method

Table 3 Stakeholders participation.

1. To acquire audiences background knowledge of loong and naga:

Explicit knowledge: Image, appearance, colors, decoration features, arts from, application occasions etc.
Implicit knowledge: Story, spiritual, cultural meaning, etc.

2. To acquire clothing design suggestions:

Design guidance: Design requirements, emotional needs, Inspirations of costume design, etc.

Design factors selections: Select priority design factors for the purpose of telling the story of loong and naga.
Participatory research, unstructured individual interview, and workshop

Participant selection

Number of participants
Data type

Hardware equipment
Investigation process
design

Contents analysis, Analytic hierarchy process (AHP) method

- Fashion design major students

- Fashion design major lectures

- Fashion designer

15 Chinese and 15 Thai

Audio and text recording

Voice recording, photograph, projector, display board, video, computer, paper, pencil, pen.
Part 1: Introduction.

Introduce the following contents to the participants: What is the subject of this research;
Why do this research; The importance and impact of their answers for this research;
Introduce the entire process of this survey.

Part 2: Stakeholders’ background knowledge.

The questions setting aims to check the stakeholders’ knowledge and cognition of loong
and naga.

Process: Show the pictures of loong and naga to audiences separately, let them to describe
the characteristics or their cognition of the loong and naga’s tangible and intangible
characters or descriptions.

Part 3: Stakeholders opinion about the existing costume design of loong and naga.
Questions proposed: What you think of the existing clothing design products about loong/
naga symbol application, do you like it or not, and the reason? In designing costumes for
loong and naga with the background of cross-cultural communication, what would you like
to see about loong and naga?

Part 4: Design strategy propose and participatory research process. Questions setting:
As a designer, if designs costumes incorporate loong and naga symbol culture in the
context of cross-cultural communication, what are the most important elements or
characters that should be applied and adopted during design process?

How to combine those cultural contents from question a with costume design language?
What design strategy should be considered?

(interview with sketching)

In comparison, the familiarity of Thai individuals with the
Chinese loong symbol surpasses that of Chinese individuals with
the Thai naga symbol. Both Chinese and Thai individuals exhibit
a lack of awareness regarding the cultural totem symbols of the
loong and naga, along with instances of cognitive misinterpreta-
tion. However, both groups acknowledge the significant cultural
importance of these symbols within their respective cultural
contexts, and there is a desire to acquire a deeper understanding
of their significance. Regarding design requirements, it is

desirable to incorporate a more comprehensive representation
of cultural knowledge related to the loong and naga in clothing
designs. This should encompass both explicit and implicit cultural
elements. The aim is to showcase the distinctions and connec-
tions between the loong and naga symbols, thereby enhancing the
portrayal of cultural depth within designs.

The next step in the research methodology was to let
participants select the significant design factors. For data analysis,
the Analytic Hierarchy Process (AHP) was utilized. AHP, was
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originally proposed by the American operations researcher T.L.
Saaty in the 1970s, and involves breaking down decision-making
elements into multiple levels and factors (Yu et al., 2021). The
fundamental steps of the Analytic Hierarchy Process (AHP)
involve deconstructing complex decision problems into a
structured hierarchy with interrelationships among its elements.
Subsequently, the relative importance of criteria at the same level
are compared pairwise, resulting in several judgment matrices.
The next step entails calculating the relative importance weights
of each element within the hierarchical criteria. Finally, by
synthesizing the relative weights among criteria at different levels,
the overall weights of all the criteria are determined (Russo and
Camanho, 2015). Based on this weighting scheme, a comprehen-
sive evaluation of the research problem can be conducted. The
arising AHP data results are shown in Fig. 4a—c.

An analysis of the priority factors for the design transformation of
the tangible characteristics of Chinese Loong and Thai naga: The
raw data for the AHP (i.e., input data) are presented in Table 4.
The AHP data format follows the rule that the elements on the
upper right and lower left diagonal are always equal to 1, indi-
cating that the importance of an element to itself is completely
equal; and the elements on the upper right and lower left sides are
reciprocals of each other; The numerical values represent the
relative importance between the criteria, with higher values
indicating stronger relative importance.

When using AHP for weight calculation, it is necessary to
conduct a consistency check to evaluate the consistency of the
weight calculation results. This involves calculating the Consis-
tency Ratio (CR) value (CR = CI/RI). Firstly, the CI value is
obtained from the calculation, given by the formula
CI=(A_max —n)/(n — 1), where \_max represents the max-
imum eigenvalue, and n is the order of the judgment matrix.
Secondly, the RI value is determined based on the order of the
judgment matrix. Thirdly, the CR value is calculated, and the
consistency is assessed. Typically, a smaller CR value indicates
better consistency in the judgment matrix. In general, if the CR
value is less than 0.1, the judgment matrix passes the consistency
check; however, if the CR value exceeds 0.1, it implies that the
matrix lacks consistency, and appropriate adjustments should be
made before further analysis. For this 7th-order judgment matrix,
the computed CI value is 0.051, and the corresponding RI value
from the table is 1.360. Therefore, the calculated CR value is
0.038, which is less than 0.1. This indicates that the judgment
matrix in this study meets the consistency check, and the derived
weights exhibit consistency (Ossadnik and Lange, 1999
Podvezko, 2009).

The research results indicate that the priority factors to be
considered in the design transformation strategy of the tangible
characteristics of Chinese loong and Thai naga are as follows:
decoration form (33.00%)> decoration elements (18.63%)> body
shape (16.43%)> movements (11.00%)> body details (8.02%)>
color (7.46%)> organs (5.45%).

An analysis of the priority factors for the design transformation of
the Intangible contents of Chinese loong and Thai naga: After
applying the same calculation and analysis process, the results for
the priority factors to be considered in the design incorporating
the intangible contents of Chinese loong and Thai naga are:
national philosophy (33.75%) symbol (27.95%) Beliefs (14.15%)
Myth (7.66%) spiritual (9.24%) story (7.24%).

Regarding preferred design plan, the selection of respondents is as
follows: Combination design of intangible meaning
(25.32%) > Contrast design of intangible meaning (17.01%)
>Combination design of tangible features (13.96%) > Contrast
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design of tangible features (10.84) > Costume design based on
naga intangible meaning (9.03%) > Costume design based on
loong intangible meaning (8.78%) > Costume design based on
naga tangible features (7.53%) = Costume design based on loong
tangible features (7.53%).

Design strategy and design application

Design strategy. To achieve effective cross-cultural communica-
tion, fashion design works should integrate the audience’s cogni-
tion with the characteristics of “cultural symbols”. Merely focusing
on the representational meaning of symbols without delving into
their deeper cultural connotations may result in a shallow
understanding and ultimately lead to a failure in genuine cross-
cultural communication. For a more effective symbol dissemina-
tion, a multi-layer superposition of symbols is necessary. Based on
the extensive literature discussion and analysis, the principal
researcher has posited that fashion design serves as a medium for
fostering integrated and harmonious cross-cultural communica-
tion. In this study, the theoretical framework of “decoding and
encoding,” derived from Hall’s cultural communication theory
(2007), is adopted as the principal guiding perspective, which is
then integrated with the discipline of fashion design.

Communication, viewed as an “encoding-decoding” process,
involves the secondary conversion of “symbol-meaning-design”
and subsequently “design-meaning.” When the communicators
belong to different “language systems,” the “encoding-decoding”
process necessitates the intervention of a “translator,” which in
this context is the fashion designer. Consequently, the presence of
the designer introduces two consecutive “encoding-decoding”
processes: The first approach involves the process of interpreting
cultural symbols, encompassing symbols’ cultural information,
semantic information, and presentation form. Subsequently, the
designer re-encodes the decoded meaning and communicates it to
the audiences, constituting a re-encoding process. In this process,
the transmission of cultural information occurs through the
medium of clothing, achieved through various aspects such as
shape language, color language, pattern language, textile or
material language, and texture language. The audience engages in
a secondary cultural interpretation through clothing, and their
individual perceptions are further communicated back to the
designer. Throughout this process, the designer assumes a dual
role, serving as both the recipient of the initial communication
process and the disseminator in the subsequent communication
process. Figure 5 illustrates the main concepts.

After summarizing and analyzing the characteristics of the
symbols, the audience’s conditions, and priority factors of design
strategy, the researchers divided the design strategy into four
layers, shown in Fig. 6.

The initial design stage draws inspiration from the graphic
design tradition of loong and naga. The design elements involve
the integration of loong and naga patterns into clothing. The
objective is to effectively convey the audience’s understanding of
loong and naga graphics. This represents the preliminary layer of
the design process. The second stage of design practice emphasis
is on the artistic application of loong and naga. Following an
examination of artistic expressions within the fashion and textile
application of their respective regions, the principal researcher
employed a comparable creative approach to re-envision the
loong and naga motifs, subsequently integrating them into
garment design. This third design practice phase primarily
focuses on elucidating the symbolic characteristics of the loong
and naga as cultural symbols. This involves delving into the
meanings, stories, and representations underlying these symbols.
The design at this stage aims to fulfill the audience’s desire to gain
a deeper understanding of the implicit knowledge associated with
the loong and naga. The fourth stage of design directed attention
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towards the shared foundation conveyed by loong and naga in
their capacities as national symbols. Beyond serving as artistic
symbol alone, each national emblem stands as a tangible
embodiment of the ancient populace’s ideologies, convictions,
and reverence. Such totemic representations, often referred to as
cultural symbols, genuinely encapsulate the profound philoso-
phical essence of the nation. This culminates in the ultimate
manifestation of “national culture” within the veneration of
totemic symbols, simultaneously constituting the definitive
substance to be conveyed in cross-cultural communication.

In essence, these four instances represent the process of
“encoding.” Once the design strategy is established, the primary
objective of the designer’s “encoding” lies in visually depicting
the cultural values inherent in both cultural symbols for the
audience. This visualization aids in facilitating the audience’s
assimilation of cultural messages and information through

Table 4 AHP analysis and testing results data for design
transformation of the tangible characteristics of Chinese
loong and Thai naga.

AHP data
Story Spiritual Myth Beliefs Symbol National
philosophy

Story 1.000 0.500 1.000 0.500 0333 0.250
Spiritual 2.000 1.000 1.000 0.500 0333 0.250
Myth 1.000 1.000 1.000 0333 0333 0.250
Beliefs 2.000 2.000 3.000 1.000 0.333 0.250
Symbol 3.000 3.000 3.000 3.000 1000 1.000
National 4.000 4.000 4.000 4.000 1000 1.000
philosophy

Summary of Consistency Testing Results

fashion products, thereby fostering the desired degree of
comprehension.

The process of design decoding involves purposeful
composition, entailing the utilization of specific decoding
principles to amalgamate a distinct “cultural code” aimed at
communicating with the audience through attire. This
integration of loong and naga cultural insights is accomplished
through the clothing’s patterns, colors, structure, texture,
materials, etc., effectively achieving the objective of dissemina-
tion cultural knowledge.

Design results

Ist design phase: graphic practice. The initial design phase focuses
on the graphic design practice of loong and naga, involving the
combination of their patterns on clothing. The primary purpose
here is to acquaint the audience with the first image of loong and
naga graphics. Adopting the “direct message” design style, the
loong and naga motifs are combined and placed on the ready-to-
wear designs. The design results are shown in Fig. 7.

2nd design phase: arts from application practice. This phase
emphasizes the application of arts forms of loong and naga in the
fashion design domain. Design results are shown in Fig. 8. This
phase involves analyzing the artistic creations prevalent in the
fashion and textile industries of their respective countries, the
clothing design techniques used include pattern translation and
the use of lines in clothing silhouettes.

This choice prompted the development of a collection of
designs influenced by the contemporary utilization of the loong
pattern in costume design. While retaining the established
loong pattern as an ornamental component, the design of the
clothing incorporated the graceful lines evocative of loong
motion, contributing to its progressive evolution. The resultant
collection of designs found its roots in the modern-day

Maximum cl RI CR Consistency Testing incorporation of the loong pattern within costume design.
Eigenvalue value value value Result Given the unchanging nature of the loong pattern, this
7.306 0.051 1360 0.038 Passed collection’s design strategy involved retaining the loong pattern
for decorative purposes, while concurrently integrating the
/ Symbols [Costume | /. \
[ >y f ‘ Feedback |
cultural \ language \
-\ information /. g T
\ Tools, skill,
> technique
— +’ Color Fabric/ *
" language material
language
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Fig. 5 “"Encoding-decoding” framework in cross cultural costume design.
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Fig. 6 Design strategy.

Fig. 7 Design results for the 1st design phase.

flowing lines representative of loong movements into the
clothing’s silhouette design.

The distinction between loong and naga design is notable due
to the limited utilization of naga patterns in Thai costume design.
In the realm of textiles, naga patterns find predominant
application in products such as Paa chet, Paa sin, Paa Hom
(shawls), as well as household articles such as quilt, pillows, bed
sheets, and mosquito nets. By means of extensive on-site
investigations and meticulous analysis, the researchers

systematically categorized and scrutinized the arrangement of
naga patterns. Given the distinctive nature of various textile
techniques, naga patterns encompass a range of primary artistic
expressions, including geometric metamorphoses, abstract artistic
depictions, and figurative artistic elements (Yixin Zou and
Joneurairatana, 2021). Drawing inspiration from these artistic
genres, the researcher adopted a methodology of reimagining and
reconfiguring naga patterns. Considering the prevalent use of
naga patterns in textiles, the integration of these patterns into
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Fig. 8 Design results from the 2nd design phase.

garment design materializes primarily in knitted apparel. The
attire’s design amalgamates an “H” shape and an “O” shape,
resulting in an overall esthetic that conveys elements of
contemporary fashion and youthful vibrancy.

3rd design practice: multiple layers of symbolization. In con-
ceptual design, each component exists in an abstract and
indistinct discrete state. This characteristic not only contributes
to the intricacy of the design process but also allows for
adaptability in the final products, thus affording designers a
wide expanse of creative ideation. The conceptual design stage
represents a foundational cornerstone of product innovation,
and within this stage, the innovation in materials or fabrics
assumes a pivotal role in realizing the precise manifestation of
the conceptual design. In the realm of costume design, a mul-
titude of avenues exist for expressing attire, including
exploration of fabric design and pioneering production tech-
niques such as material embellishments. Results from the third
phase of design are shown in Fig. 9.

The differentiation between the loong and naga lies in the
loong’s composite form, incorporating traits from various
animals alongside its serpentine aspect. Despite differing
depictions of its appearance, it is widely acknowledged that the
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LOOK 2

loong’s portrayal involves a fusion of numerous animal
attributes, including “deer antlers, camel head, snake neck, clam
belly, fish scales, eagle talons, tiger paws, and ox ears.” As
articulated by Wen Yi-Duo (2009) in “Inquiring into Fuxi and
Fuxi Culture,” the loong stands as a metaphysical entity existing
solely within the realm of totemic representations rather than in
the natural world, as it constitutes a intricate amalgamation of
distinct totemic elements. However, on a more profound level,
the essence of loong culture encapsulates the spiritual signifi-
cance of the traditional Chinese virtue of unity. It is apparent
that the initial image of the loong symbolized the unity and
resilience of the Chinese nation. Moreover, the loong is
intricately linked with the feudal imperial authority in Chinese
history. Now it evolves into a symbol of Chinese people.
Through the study of loong culture, several pivotal design
themes emerge, including Imperial authority, auspiciousness,
unity, and protection.

In the context of naga worship, the naga symbolizes the deity of
rain and water. The notion of the “rain deity,” responsible for
bestowing life, seasons, and prosperity, it also represents
inhabitants residing along the banks of the Mekong River.
Possessing a serpentine form, the naga may sometimes be
depicted with feet and an invincible potency. Certain nagas are
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Fig. 9 Design results for the 3rd design phase.

believed to possess the ability to reciprocate kindness and exhibit
caution against wrongdoing. The foundation for these variations
in beliefs can be traced back to their moral education
encompassing concepts of virtue and malevolence. Furthermore,
the naga holds the aspect of being a “guardian.” The propagation

Sample 2
Materials : PVC/ Blue pigments / Green pigments / Golden powder/ Oil

Sample 2

Material: Fabrics / Paint

of Indian religious influences into Thailand left an impact on the
ruling elite, leading to a transformation in the cultural
significance associated with the naga. Consequently, four pivotal
thematic components emerge from the conceptual design of the
naga: water, beneficial and harmful, morality, and guardian.
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Fig. 10 Design results for the 4th design phase.

4th design practice: cultural context design. Both the loong and
naga as the representatives of national cultural symbols
transcend their artistic representation, encapsulating the
genuine portrayal of ancient individuals’ ideologies, convic-
tions, and worship. Functioning as cultural icons, they

14

philosophical principles,

encapsulate profound national
embodying the definitive embodiment of “national culture”
through totemic symbol veneration, and serving as the quin-
tessential content for cross-cultural communication. This

stage encompasses the fourth instance of “encoding,”
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involving the transmission of cultural messages. Arising
design results are shown in Fig. 10.

Origin of life. Within Chinese and Thai cultures, the ancestral
notion and practice of “snake worship” holds a significant place.
Early animal veneration and mythological narratives pre-
dominantly sprang from human imagination, tailored to address
emotional necessities. This amalgamation of artistic and non-
artistic elements forms not only an artistic medium but also
delves into philosophical realms. Totemic worship, in the form of
art, enables humans to seek self-preservation by nurturing the
inner spiritual wellspring essential for a nation’s survival and
progress. This rationale clarifies the underlying rationale for the
“S-curve line” evident in the body contours of loong and naga. In
this sequence of design, the researchers, in their capacity as
designers, have built upon the foundational visage of loong and
naga, employing the “metaphor” technique to incorporate the
snake imagery into clothing.

Water wave. The myths surrounding loong and naga share
common elements, notably their capability to control water and
rainfall. Philosophically, the serpent has been likened to the “tree
of life.” Furthermore, the serpent is not solely an animal; it is also
the progenitor of humanity and tribes. Water held immense sig-
nificance for ancient civilizations as it nurtured life and gave rise
to societies. In Thai narratives, the naga symbolizes the Mekong
River (Tu, 2007). Similarly, in Chinese stories, loongs inhabit the
sea and reign as sovereigns of the ocean. The design sketch
amalgamates the themes of rainfall and loong’s and naga’s scales.
A translucent PVC overcoat conveys the divinity and enigma
encapsulated by these mythical beings. The ensemble holistically
represents the interconnectedness of loong and naga with life and
water. The sample crafting technique involves heating organza
yarn to induce creases, followed by a hot-pressing process to affix
it to foil and Tyvek. Varied temperatures during the heating
process produce distinct wrinkle patterns in the Tyvek material.

Notions of harmony between humanity and nature. As human
civilization progressed, ancient cultures have transitioned in their
concept of the connection between humans and the universe, nature,
and life. In Chinese culture, the concept of “relationship” aligns with
the “Way” in Taoism, representing a mode of thought concerning

Contact Layer

Application Layer

Multiple
Semantic Layer

the underlying principles running all things. Both loong and naga
possess the capacity to control water and fire, embodying symbols of
good agriculture harvest. Beyond this, they serve as intermediaries
through which humans commune with the heaven. Loong and naga
symbolically encompass the elements of water, fire, air, and earth
(associated with cultivation). Over time, this symbolism evolved
from “water” to encapsulate these “four elements.” In philosophy,
these elements form the basis of the world, underscoring the sym-
biotic rapport between humanity and the natural world (Macauley,
2010). Among these elements, “water” and “fire” stand as opposites,
forming a harmonious interplay alongside “air” and “earth.” In
Chinese Taoism, a dictum encapsulates the world’s functioning:
“The Word begets one, one begets two, two begets three, and three
begets everything. Everything carries Shade on its back and Shine in
its arms, the opposites tending to harmony” (Liu, 2008). Buddhist
ideology, on the other hand, posits that “all the four elements are
void.” Buddhism concurs that the world is constituted by four ele-
ments—earth, water, fire, and wind—integrating them with the
human physique. The earth corresponds to solid materials like bones
and muscles; water pertains to liquids such as blood and sweat; wind
signifies human respiration and internal airflow; fire equates to
temperature, denoting body heat (Jiyu, 2010). Both Taoism and
Buddhism epitomize the wisdom of ancient cultures regarding the
harmonious among nature, the universe, and humans.

This collection of costumes simplifies the symbols representing
the four elements—“fire, water, air, and earth.” All the garments
convey notions of inclusiveness and equilibrium. Moreover, this
series of attire employs the “metaphor” technique to convey the
ancient human’s imaginative comprehension of loong and naga,
rooted in their profound reverence and contemplation of the
natural world. The abilities attributed to loongs and nagas mirror
the limited understanding ancient civilizations had of nature,
coupled with their aspiration for a harmonious rapport between
humanity and the natural realm.

Discussion. The four stages of design practice a stepwise evolu-
tion built upon insights arising from preceding phases. Con-
cluding the research, the cumulative sequence of designs can be
distilled into four strata of symbolic exploration, as depicted in
Fig. 11. The initial stratum, termed the “Contact” layer, centers on
the visual portrayal of symbols. This encompasses the graphical

This layer is accepted by the public and is also
commonly known as the graphical carrier and
presentation mode of symbols.

Including the simplified symbol image, the application
protocol, modelling and the application in artistic (the
related field) creation.

After removing the visual effect of its representation, symbols,
meanings, spirit ... "contents" given by symbols, determine the

fact that they become recognized "etiquette and rules.

Cultural
Context
Layer

Fig. 11 Four strata of symbolic exploration.

Last Layer , the core of the symbol, namely the "cultural context" and
national philosophy represented by cultural symbols, which needs to
explore deeply.
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medium and mode of presentation for these symbols, designed to
be easily embraced and comprehended by the general populace.
Conversely, the second phase, designated as the “arts form
application” layer, delves into the pragmatic implementation of
symbols. This involves streamlined symbol depictions, and their
utilization across diverse artistic mediums, including fashion,
painting, and sculpture. In the third layer, the “Multiple
Semantic”, emphasis shifts towards delving beyond the mere
visual aspects of symbols. This stage involves delving into the
evolutionary trajectory of symbols and their underlying profound
connotations, encompassing spiritual implications, mythical
narratives, and other cultural elements that grant them recogni-
tion as “etiquettes and rules.” Lastly, titled the “Cultural Context
Layer,” delves into the core of symbol significance, which is the
cultural context encompassing the represented “values” and
national philosophy. This layer uncovers the factual substance
underlying the evolution of symbol culture, necessitating thor-
ough exploration and insight.

Whether conducting a unidirectional cultural symbol design
exploration or engaging in a multi-faceted cross-cultural inquiry,
these four strata of knowledge stand as invaluable points of
reference. They offer a framework for uncovering the profound
cultural implications spanning diverse dimensions.

Conclusion

This research demonstrates through design practice that a well-
established fashion design research methodology will empower
fashion designers to convey concealed cultural aspects while
satisfying the esthetic preferences of their audience. Thus, this
study represents a research case that harmoniously integrates
theory, practice, and methodological exploration. In combination
with conventional research methodologies, participatory research
is integrated through a combination of interviews and design
workshops. AHP Hierarchical Analysis was applied to perform
weighting analysis of the elements in order to obtain more
appropriate alternatives. This integration allows for the acquisi-
tion of objective quantitative data, subjective emotional insights,
and guidance for design strategies.

Compared with Volonté (2012) and other studies on cross-
cultural fashion design, this study provides new insights in theory
and methodology, applying the theory of “dual coding” to cross-
cultural costume design, proposing a multilevel and multifaceted
interaction between the “cultural content—language of costume
design” and “the designer—the audience”. It also uncovers the
process of interpreting ethnic totemic symbols such as the Chinese
loong and Thai naga across multiple levels, progressing from
representation to extension and then delving into intrinsic
meaning. This study is consistent with some of the views of Far-
shid Nik (2020), the difference being that in addition to icono-
graphy study, this study has been expanded by incorporating
semiotic theories, and proposes four levels of totemic cultural
symbols a contact layer, an application layer, a multiple semantic
layer and a cultural context layer, where the interpretation of
symbols at each level is consistent with the views of Stamato-
poulou et al. (2016) and Shelestiuk (2003) for the perception of
cultural symbols, but enriches the understanding of cultural
symbols from a design thinking perspective. Moreover, the utili-
zation of distinct fabrics and materials further adds to the diversity
of approaches, thereby offering valuable insights for design praxis.

There are certain limitations within this study. The current
discussion lacks depth when compared to scholars in sociological
or cultural studies, and the opportunity exists to incorporate
Pierre Bourdieu’s thinking on cultural transmission (Lizardo,
2011) and Edward T. Hall’s intercultural study (1976) for a more
in-depth critical theoretical study in future research. Beyond that,

16

the paper has not investigated of the target audience’s feedback
about the final design works. There is also a lack of more sys-
tematic and diverse design practices regarding loong and naga. To
address this gap, future research could propose a systematic
design of loong and naga, such as serial development and
research of products and services that are compatible with
esthetics, function, perception, and value. In this process, a sys-
tematic inquiry into the audience’s perspectives can be conducted.
This iterative process of collecting audience feedback will cul-
minate in a closed loop of multiple encoding and decoding cycles
in order to influence people’s viewpoints and perceptions from
the perspective clothing as non-verbal language and realize the
audience’s understanding of traditional cultural symbols and
respective about other cultures in diverse cultural backgrounds.
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