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Abstract: 

The thesis is based on the background of the speed of fashion and mass consumption of apparel, 

and how fashion-based items do not fulfill the premises of apparel on a long-term basis – the 

premises mainly being expression of identity. The purpose of the study is to examine the notion 

of durable aesthetics in relation to the premises consumers have for apparel. The research 

intends to answer questions of what the premises of apparel are and how it relates to durable 

aesthetics, what these garments can look like and what implications these answers might have 

in development of long-term apparel. The study is based on earlier research of fashion theory 

and consumption culture, and eleven qualitative interviews with perspectives from both 

consumers and apparel companies. Based on the consumer perspective, the aesthetic function 

of apparel is identified as something communicative – mainly conveying personality. Garments 

that are aesthetically appealing over time are always of good quality and fulfills the aesthetic 

function the consumers have. Based on the company perspective, garments with durable 

aesthetics are always in line with the companies’ DNA and the consumer segment. The 

conclusion is that apparel with durable aesthetics is versatile – it can be basic or expressive. 

The criterion in both cases is that the expression must be in line with a consumers’ aesthetic 

function, which is established through personality and core style. Companies can achieve a 

wide product range with durable aesthetics if they are consequent to their company DNA.  
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Sammanfattning: 

Uppsatsen tar utgångspunkt i snabbheten av mode och masskonsumtion av kläder, och det 

faktum att modebaserade produkter inte uppfyller premisserna för kläder på lång sikt – 

premisser vilket huvudsakligen är att uttrycka identitet. Studiens syfte är därför att undersöka 

termen varaktig estetik i relation till premisserna för kläder. Undersökningen syftar till att 

besvara frågor kring dagens premisser för kläder och hur dessa relaterar till varaktig estetik, hur 

dessa kläder kan se ut och vilka implikationer svaren skulle kunna ha i utveckling av hållbara 

kläder. Uppsatsen baseras på tidigare forskning inom modevetenskap och 

konsumtionskulturteori, samt elva kvalitativa intervjuer med perspektiv från både konsumenter 

och klädföretag. Baserad på konsumentperspektivet, är estetiska funktioner något 

kommunikativt – huvudsakligen att uttrycka personlighet. Kläder som är estetiskt tilltalande 

över tid är alltid av hög kvalité och uppfyller konsumentens estetiska funktioner. 

Företagsperspektivet visar att kläder med varaktig estetik alltid är i linje med företagets DNA 

och kundsegment. Slutsatsen är att kläder med varaktig estetik är mångsidigt – det kan vara 

både basic och uttrycksfullt. Kriteriet i båda fall är att uttrycket måste stämma överens med 

konsumentens estetiska funktion, vilket baseras på personlighet och kärnstil. Företag kan uppnå 

ett brett produktsortiment med varaktig estetik förutsatt att dem håller sig till företagets DNA. 
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Prologue 

During the education Textile product development and entrepreneurship at the Swedish School 

of Textiles, sustainability has grown closer to our hearts. Sustainability has been constantly 

present during the entire education, and we have therefore learned of several aspects of the 

subject. Production methods and measures to be taken into consideration when developing 

sustainable apparel, materials with reduced environmental footprints and not the least how to 

achieve high quality and physically durable products are examples of how sustainability can be 

worked with today. We both have a love for clothes, but the speed of fashion and how it affects 

both consumers and apparel companies have made apparel production discouraging. This 

instigated the quest in finding out how clothes can circumvent the current speed of fashion and 

constant renewal – something that would make apparel beautiful and meaningful, justifying that 

production of apparel can be something of value. 

Writing this thesis and exploring the subject of durable aesthetics have been both tough, 

fascinating and enlightening. It has resulted in hours of discussions both on our part and the 

people that have read and learned of our thesis. The immediate interest that has been shown, in 

our opinion, reflects the importance and actuality of the subject. After a great amount of work 

of exploring this vast subject, we are proud of the outcome of the thesis. We hope you find it 

useful and that it intrigues further discussion of apparel with durable aesthetics.  

It would not have been possible to write this thesis without the unconditional support from 

spouses, family and friends. Furthermore, the input from classmates during the writing process 

has been invaluable. A special thanks to our supervisor Hanna Wittrock whose engagement has 

pushed us to constantly challenging ourselves and supporting us in achieving the best result 

possible. 
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1. Introduction 
 

1.1 Background 
Apparel is a part of everyone’s life, and though being complex it is a fascinating phenomenon 

(Textile School 2018). Of course, one could claim that there lies a primitive motive when 

choosing clothes, namely the motive of adornment and beauty (Veblen & Banta 2007; Textile 

School 2018). But apparel and the way of dressing is more complex than that. Apart from 

covering and adorning the body, clothes are used to express an individual’s personality and 

status (Textile School 2018). It can even be said that dressing is how an individual construct 

his or her “self” to the outer world by combining garments and creating an outfit (Woodward 

2005). Research has shown that clothing affect how people are perceived by others and how we 

perceive ourselves (Blakeslee 2012). Clothes are desired for numerous reasons, and one could 

say that the aesthetical function – meaning the communicative ability of apparel such as 

expression of identity and social belonging – is of high importance, if not the main function of 

apparel today. 

Lidewij Edelkoort is one of the most influential and respected fashion forecasters in the world 

and is often even referred to as an “oracle” (Renzi 2018). She stated in her Anti Fashion 

manifesto, that was published in 2015, that fashion is dead. What is referred to as “fashion” 

today, she calls “a ridiculous and pathetic parody of what it has been” (Fairs 2015). This is 

coming from a scholar whose passion has been fashion her entire life. She says she no longer 

has an interest in fashion, but an interest in clothes. Fashion is supposed to be in touch with 

what people want and reflect what is going on in the world, but according to Edelkoort, fashion 

has placed itself outside society (ibid.).  

This brings into question what the difference is between fashion (items) and apparel/clothing. 

Fashion is defined by Princeton University Worldnet as something of the latest style, e.g. 

clothing of the latest style (Barnard 2014). As “the latest” is something bound to change, so 

will the opinion of a fashionable item in the sense that it no longer is fashionable. Veblen 

describes fashion as being a new innovation of apparel, but that the innovation itself after a 

while will become repellent and considered ugly (Veblen & Banta 2007). Simmel describes 

fashion characteristics, or innovations as Veblen called it, to be somewhat extreme. According 

to Simmel, if an object is believed to have a continuance and has objective justification, it is 

not characterized as fashion (Clarke, Doel & Housiaux 2003). Therefore, apparel based on the 

latest style can be called a fashion item, while apparel that will have a continuance and have an 

objective justification is not considered fashion. 

Currently, the fashion industry is highly driven by obsolete products, in the sense of products 

quickly becoming outdated and undesired. Designs based on transient and fast changing trends 

largely creates artificial newness with the purpose of leading to dissatisfaction at the consumers’ 

end. The high speed of fashion today is a phenomenon referred to as “fast fashion” (Ertekin & 

Atik 2015). The concept fast fashion allows the consumer to get high fashion items or the latest 

style at low prices, enabled by international cheap labor, effectivization of technology and short 

lead times (Joung 2014). Selling the clothes at a low price, opens up to a broad audience (Ertekin 

& Atik 2015). Indeed, it has been said that consuming clothes based on fast-changing trends at 

low prices has become the norm in today’s society (Miller 2016). The garments in this category 

have a short-term appeal and are generally of poor quality, often worn only a few times before 

it is discarded by the consumer (Joung 2014). In the UK alone, 10,000 garments are disposed 

of every 10th minute (Smith, Baille & McHattie 2017).  
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At the same time, knowledge of the textile industry’s negative impact on environment, has led 

to consumers exerting pressure on companies to act more sustainable (Ertekin & Atik 2015; 

Smith, Baille & Mchattie 2017). Several fashion brands, in attempt to become and appear more 

sustainable, offer eco-friendly produced items (Joy, Sherry, Venkatesh, Wang & Chan 2012; 

Saner 2017). But how much do more sustainable production methods matter if the garments 

still have a short-term appeal and the consumption rate stays the same? While sustainable 

production is important, as is recycling initiatives1, these efforts do not necessarily minimize 

consumption. 

The velocity of consumption has had reactions by consumers, creating movements like slow 

fashion. This movement is sometimes defined as an “anti-trend” movement but is somewhat 

contradictory to itself, as the purpose should be to find a way to circumvent the fashion and 

trend mechanism, not only slow it down (Harper 2018). Furthermore, besides that slow fashion 

garments should be “classical” and shouldn’t follow trends (Ertkin & Atik 2015; Niinmäki & 

Hassi 2011), there are no descriptions of what the aesthetics of the garments actually should be. 

In 2018 Harper’s work Aesthetical sustainability: Product design and sustainable usage was 

published. In this work, “durable expressions” and how to avoid the trend mechanism in 

development of apparel is examined (Harper 2018). With exception of this work, durable 

aesthetics is new to the field. How apparel with a long-term appeal could be developed and 

what characteristics they ought to possess is a subject still unexplored. Despite the lack of 

research in the field, there are several garments that tend to be more reoccurring than others. 

This study reveals that examples of these are leather jackets, regular jeans and white crisp shirts. 

What is it about these garments that make them appreciated and seem to have a long-lasting 

appeal to consumers?  

Are garments, such as the examples above, the only alternatives of apparel with a long-term 

appeal? The subject of this thesis raises the question whether durable aesthetics must be a 

uniform and impersonal expression. Harper (2018) offers suggestions of either making 

garments that is either “the pleasure of the familiar” or “the pleasure of the unfamiliar”. 

Expressions under the first category should be harmonious, symmetric and orderly - beautiful 

and something expected. The second category are garments that should be unbalanced, 

unsymmetrical and unexpected, the opposite of the first. It is however questionable that these 

types of garments will serve the communicative purpose of apparel, that as stated above is of 

vital importance. Will for example a harmonious and symmetric top be enough to keep the 

garment appealing to the consumer over time? 

 

 

 

 

 

 

 

 

                                                            
1 Such as reuse of materials or reuse by redesigning garments that otherwise would go to waste. 
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1.2 Problem discussion 
This thesis aims to demonstrate, with fashion theory and consumption culture, that clothes have 

both visual and symbolic functions in the sense that garments intend to convey the wearer’s 

identity and social belonging. Therefore, these aspects should be included when examining the 

notion of durable aesthetics in relation to apparel. Fashion theories speaks to the 

communicative purpose of apparel - in literature, the most recognized motivations for dressing, 

has been explained as consumers desire to express identity, social belonging and that they also 

have a craving for novelty (Barnard 2014; Wester & McIntyre 2016; Payne 2017; Maldini & 

Manz 2018). Consumption culture discuss how this is executed by consumers under 

circumstances of society today. In parallel with the negative development of fashion, there has 

been a so-called democratization of fashion (Abrudan 2012) creating the possibility to construct 

an identity of free choice through consumption (Featherstone 1987). It has become more 

complicated to visually communicate social belonging in society today, as society no longer 

has distinct social classes, but cultural identity (Abrudan 2012). Identity is no longer built on 

birth and achievements. Instead, the construction of identity relies on conscious self-expression, 

often through clothing, interior and similar aesthetical products. The structure of society today 

combined with the range of mass produced products have created the possibility to consume 

oneself to an identity of free choice. These issues are emphasized in consumption culture. The 

importance of new symbolic values is therefore stressed to create a framework to understand 

identities (Featherstone 1987). This is why there is much focus on appearance and 

communication through clothing, interior design and decorations which are examined and 

classified in terms of taste or the absence of it (ibid.). 

 

The mass production has made expressing individuality through clothes complex and 

paradoxical because it is both dependent and limited by the great volumes of mass produced 

goods (Abrudan 2012; Maldini & Manz 2018). People want to express their identity and 

individuality but use mass produced garments to do so (Maldini & Manz 2018). It creates a 

range of choices and ways to express oneself, but it limits the individuality, since many 

consumers probably would choose products with similar aesthetics. This happens because 

apparel is developed based on existing norms of aesthetics, such as conforming fashion trends 

(Abrudan 2012). Is it even possible to express individuality with mass produced products? 

 

The fashion industry holds a paradox between the ever-changing fashion and sustainable 

consumption of resources (Payne 2017; Wester & McIntyre 2016). According to Payne (2017) 

fashion can never be sustainable as it is a system based on change, which is supported by the 

definition and explanation of fashion in the previous section. Furthermore, fashion do not 

necessarily fulfill the communicative purpose of apparel, another aspect that can make fashion 

be considered unsustainable. Either way, the fact that fashion as a principle is transient, supports 

Harper’s view – the goal of sustainable apparel in relation to aesthetics should be to circumvent 

the fashion mechanism altogether, not only slow it down (Harper 2018). Even though slow 

fashion has the intent to minimize consumption, and state that the designs should be classic and 

reduce the number of trends (Ertekin & Atik 2015; Niinimäki & Hassi 2011), the literature on 

slow fashion does not elaborate what the aesthetics actually should be.  

 

What are the characteristics of a classic? The trench coat is an example of a design that can be 

called a classic – since the 19th century it has become an acceptable garment still appreciated to 

this day. The item is easily combined with other garments (Antonelli & Fisher 2017), a property 

that is a criterion for being a classic (Haug 2016). Another example is the little black dress, also 

a timeless piece frequently worn and owned by many women (Antonelli & Fisher 2017). 

According to Haug (2018) it is questionable whether the development of a classic ever can be 
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achieved intentionally. Even though a garment is a classic, it still does not fulfill the aesthetical 

functions of communication and is therefore not necessarily aesthetically durable. In literature, 

the most recognized motivations for dressing has been explained as consumers desire to express 

identity, social belonging and a craving for novelty (Barnard 2014; Wester & McIntyre 2016; 

Payne 2017; Maldini & Manz 2018). If everyone only wore classics, there would be a loss of 

identity, social standing and novelty. As stated above, Harper examines durable expressions in 

relation to apparel. Characteristics such as harmony and unexpectedness in apparel (Harper 

2018) might fulfill the motive of adornment and become both beautiful and challenging items. 

However, in line with garments described as “classical”, this too do not take into consideration 

what the aesthetical function is, what consumers want with apparel. The purpose of this thesis 

is to examine durable aesthetics in relation to what premises consumers have of apparel. As 

demonstrated with slow fashion, classic items and Harper’s durable expressions, there is a lack 

of research of durable aesthetics in relation to what the functions of aesthetics in apparel actually 

are. 
 

1.3 Research aim 
 

1.3.1 Purpose 

The purpose of this study is to examine the notion of durable aesthetics in relation to the 

premises of apparel. 
 

1.3.2 Research questions 

The following questions have been set as guidelines to examine the subject: 

• What are the aesthetic functions of apparel? 

o How do these relate to durable aesthetics? 

• How can durable aesthetics take form visually and physically? 

• How can these aspects contribute to the development of apparel with a long-lasting 

appeal? 
 

1.4 Limitations 
The research is limited to durable aesthetics in relation to apparel in the contemporary western 

society and the subject is more precisely examined in Sweden. Symbolic meanings of clothing 

will therefore not be examined outside this context. The examination intends to provide a deep 

understanding of durable aesthetics in relation to the aesthetic function of apparel. The aesthetic 

function is limited to visual expressions, characteristics and symbolic values of apparel. 

Specific physical attributes, such as material, styles and constructions, of apparel are only 

discussed briefly and in relation to the wearers preferences. The discussion of the physical 

attributes of apparel will therefore be limited accordingly. Comparisons of material qualities 

and similar aspects are completely omitted from this research.       

 

Making products with a longer lifespan is assumed to be beneficial to environment and might 

have an impact on the financial aspects of a business. It can be discussed whether the impact 

results in positive or negative outcomes. Although in this thesis, the financial impact on 

businesses is not included. Furthermore, there exists design strategies today prolonging the 

appeal of apparel, such as redesign. However, this research is limited to approaches and 

strategies in the initial development of apparel making the design’s appearance resilient to 

changing trends. The intent is therefore to limit the research to a discussion of strategies 

preventing loss of appeal, rather than strategies correcting the aesthetics. 



11 
 

1.5 Terminology 
This thesis explores a relatively unexplored subject. Furthermore, the subject is 

interdisciplinary and of a complex nature. This section clarifies terms that can be unfamiliar to 

the reader and how more common terms with varying meanings are used in this thesis. 

 

Aesthetics – Visual expressions and characteristics of an object. 

 

Aesthetic function – Functions limited to the visual and symbolic expressions of an object. 

 

Durability - “Durability” is commonly understood and defined as something that can withstand 

wear, tear and refers to material degradation and the quality of production. However, 

“durability” in context of design and fashion, is often used to describe something resilient and 

long-lasting, such as “durable product relationships” and “durable product attachments” 

(Niinimäki & Koskinen 2011), and “emotional durability” and “durability of style” 

(Goldsworthy 2017). This thesis use the term “durability” synonym to the examples used in the 

design context, referring to something both resilient and long-lasting. 

 

Durable aesthetics – Expressions of an object that to a subject are attractive over a long period 

of time. 

 

Fashion – In the contemporary Western society, the term fashion is often used as synonyms of 

terms like “adornment”, “style” and “dress” (Polhemus & Procter 1978). The Shorter Oxford 

English Dictionary offer definitions like “current usage” and the Princeton University Worldnet 

adds “the latest and most admired style in clothes and cosmetics and behavior”. The term is 

used as both a noun and as a verb (Barnard 2014).  

 

Long lasting apparel – Apparel lasting for a long time in relation to both the physical functions 

and the aesthetical function. 
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2. Methodology 
In the chapter of methodology, the research approach, design and method used to pursue the 

research purpose are formulated. Ethical principles are presented which provided guidelines 

to relate to throughout the process. Furthermore, the methods for data collection, processing 

and analyses are described to provide a thorough review of all research processes. The chapter 

is concluded with a critical discussion of the chosen methodology in relation to the reliability 

and validity of the research. As there is a clear gap of research on subject, different theories 

and perspectives were used to approach the notion durable aesthetics. Therefore, the 

methodology chapter’s thoroughness is of high importance to this thesis. 

 

2.1 Research approach 
The purpose of this bachelor's thesis is to examine the notion of durable aesthetics in relation 

to the premises of apparel. As there is a lack of research on the subject, there is limited theory 

to rely on. The nature of this research is therefore exploratory and intends to bring insight and 

new perspectives to the field of sustainability. A research of exploratory nature has the 

characteristics of being flexible and adaptable. This is dependent on the researchers’ willingness 

to change course if new insights and perspectives occur (Saunders, Lewis & Thornhill 2009). 

This approach is particularly advantageous to this study since it is vital to remain open to 

various possible explanations when addressing unexamined questions. In order to reach 

legitimate insights, numerous explanations need to be considered before being dismissed. The 

approach exploratory nature is combined with an abductive approach in this study in order to 

address the multiple perspectives.  
 

The abductive approach is influenced by both deduction and induction since it builds on both 

previous theories and empirical data. Theory from previous research serves as inspiration to 

understand and interpret a specific phenomenon through explanatory patterns (Alvesson & 

Sköldberg 2017). The abductive research approach is characterized by processing theory and 

empirical data successively and reinterpreting them through each other (ibid.). The process is 

described as a constant dialogue between empirical data and the preunderstanding of the 

subject. This requires researchers to remain open to new explanations rather than confirming 

their own preunderstanding of the subject (Bryman & Bell 2015).  
 

The abductive approach is appropriate and suitable for this study since it enables a combination 

of prior understanding yet allows for new insights during the process of collecting empirical 

data. As mentioned above the subject of durable aesthetics is multifaceted and is therefore 

examined through a broad approach allowing many perspectives to be taken into consideration. 

In line with the description by Alvesson & Sköldberg (2017) theory serves as a foundation to 

inspire the understanding of the subject in this study. However, the main focus is based on the 

empirical data collected from several contexts which allows for a general understanding as a 

result (ibid.).  

 

2.2 Research design & method 
The design of the study is qualitative and interview partly due to the exploratory nature of this 

research, but also due to the characteristics of the empirical data. Qualitative research focuses 

on the understanding of the social world and how it is interpreted by individuals within its 

context (Bryman & Bell 2015). Thorough and in-depth data is typical for qualitative research 

which emphasizes on theory emerging out of data (ibid.). This allows for a deep understanding 

of a subject since it can be examined with fewer theoretical restrictions. The focus on multiple 

perspectives through different individual interpretations of a subject, additionally deepens the 
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understanding. The research design is therefore compatible with the exploratory nature of the 

study and the abductive approach.    

The examined subject was considered to require insight from both a company and a consumer 

perspective. To explore and examine the subject of durable aesthetics, profound data needed to 

be collected through in-depth interviews from both perspectives. Qualitative semi-structured 

interviews are characterized by questions based on themes and key concepts relating to the 

purpose of the research. These ensure the main topics being covered during an interview. This 

form of data collection takes the context into consideration. The structure of the interviews is 

therefore flexible, providing the possibility to add and omit questions depending on the 

respondent and the situation (Saunders, Lewis & Thornhill 2009). This might result in some 

variation in the interview questions and therefore the performance of each respondent, a factor 

which is important to keep in mind throughout the process. On the other hand, does the nature 

of this structure contribute to the possibility of picking up unexpected perspectives and courses 

during interviews which could be valuable for the research as a whole (Bryman & Bell 2015). 

This form of data collection is in line with both the nature and the approach of the study. Letting 

context affect the interview and having the possibility of picking up on new perspectives are 

characteristics valuable for this research. 

 

2.3 Sampling 
Purposive sampling was used when choosing informants from both the company and consumer 

perspective. According to Bryman and Bell (2015) the purposive sampling approach is 

concerned with sampling informants with the research goal in mind. This means the informants 

need to be capable of providing information allowing to answer the research questions. In order 

to examine durable aesthetics in relation to the premises of apparel, consumers in Sweden were 

interviewed. The informants representing the consumer perspective were purposively chosen 

according to their ability of answering questions relating to the premises of apparel. Out of the 

ten consumers contacted, half were perceived as trend interested and half as taking distance 

from trends. Out of the ten consumers contacted, seven participated in the study whereof 3 was 

perceived as trend interested and 4 were perceived as taking distance from it. The consumer 

interviews intended to gain their perspective on durable aesthetics and the contemporary 

premises of clothing. Hence the ability to answer questions about consumption habits, identity 

in relation to apparel and expectations of clothing among others. 

 

In addition to the consumer interviews, representatives from Swedish clothing companies were 

chosen to include the company angle. These interviews intended to identify characteristics of 

durable aesthetics based on the companies’ core products. It was considered a necessary 

addition enabling a more holistic view on this very vast subject. The choices were purposive in 

the sense of the companies not basing their products on fashion trends. When reading their 

visions on apparel and studying the aesthetic expressions at their websites the connection with 

trends were not visibly present. Common to all companies was a focus on creating garments of 

longevity. These qualifications were therefore considered relevant to the research goal and a 

basis enabling the informants to contribute with relevant empirical data. 

           

2.4 Ethics 
Research ethics is primarily related to the appropriateness of the researchers’ behavior in 

relation to the rights of those who become the research subjects and are affected by the study 

(Saunders, Lewis & Thornhill 2008). Ethical aspects within the context of research therefore 

occur in “how we formulate and clarify our research topic, design our research and gain access, 
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collect data, process and store our data, analyses data and write up our research findings” (ibid. 

p. 184). It was vital to formulate a research topic of actuality and with the aim to contribute 

with meaningful findings as a result. A relevant and thorough research question combined with 

a well formulated research design contributes to research of higher quality which the subjects 

of the research are entitled to (ibid. p. 187). Accurate information was provided regarding 

research purpose and aim to bring understanding to the terms of participation. The rights of 

voluntarily participation, to discontinue an interview and withdraw from the research process 

were especially important ethical aspects during the research.               

Participants have a number of rights during the research process, partly during the data 

collection but also after it. Such as the right to safety, informed consent and anonymity (Bryman 

& Bell 2015). Therefore, consent was mandatory when participating, a principle applied 

regarding the recording of the interviews as well. All interviews were relatively anonymized 

meaning that the personal names were replaced with fictitious ones. Company names and 

professions were kept providing context to the company interviews and to strengthen their 

statements based on the knowledge of the professions. Personal information and contact 

information were handled and stored without access for unauthorized persons. The material 

collected during interviews were only used in the purpose of this thesis and thereby used 

appropriately. 

 

The behavior of interviewers is vital to keep in mind in order not to stress the interviewee 

(Saunders, Lewis & Thornhill 2008). The interviewers therefore intended to create a free and 

encouraging environment and thereby avoid putting pressure on the participant’s responses. It 

is a complicated matter to determine whether the research will violate the privacy of the 

participants or not (Bryman & Bell 2015). Since the subject of this thesis requires personal 

reasonings from participants it demanded delicacy from the interviewers. All types of 

demeaning and embarrassing questions were strictly avoided, and personal matters were 

approached respectfully. 
 

Objectivity is emphasized as crucial when analyzing the empirical data. Selection and 

misinterpretation of data cannot occur since this affects the credibility of the results. Therefore, 

one must analyze responsibly and represent one’s data honestly (Saunders, Lewis & Thornhill 

2008). Since the qualitative research method examines the meanings of words the line between 

analyzing and looking for answers confirming one's own theory is fine. The analysis of the 

collected data was conducted with regards to these aspects. All perspectives were taken into 

consideration and all interviewees responses respected in terms of content.             
 

2.5 Sources 
 

2.5.1 Primary sources 
As mentioned, semi-structured interviews was the method used to collect empirical data. The 

primary data is therefore the information gathered during these interviews and the informants 

the primary sources in this research. The informants were chosen according the sampling 

strategy described above. The company informants were contacted via email and phone calls 

where the purpose of the thesis was shortly introduced along with the themes which were going 

to be discussed in case of an interview. After contacting ten different companies, two declined 

due to lack of time, four never responded and four chose to participate. These were the CEO of 

Elvine, the Vice CEO of Nudie Jeans, the Quality and CSR manager at J. Lindeberg and the 

Creative Director at Oscar Jacobson. The informants representing the consumer perspective in 

this thesis were contacted via phone calls and text messages. Initially ten individuals were 
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contacted and asked to take part in an interview, three declined due to personal circumstances 

and the remaining seven chose to participate. General information about interview subject and 

themes was given to the informants in advance. The individuals were provided with the terms 

of participation before accepting. 

 

2.5.2 Secondary sources 
Initially secondary sources were used in researching the field of aesthetics and sustainability 

creating an interest for the subject when a gap occurred in previous research. It was found that 

the lack of research on durable aesthetics was extensive. The lack of specific disciplines, 

theories and previous research to rely on created the need for multiple perspectives. The 

secondary sources were therefore vital to create a broad theoretical understanding with many 

perspectives which contributed to the understanding of the subject. The background, problem 

discussion, literary review and theoretical framework were built upon these sources. The 

secondary sources provided both interest in the subject, emphasizing an existing problem and 

the lack of research on the subject, and they created a multidisciplinary theoretical 

understanding. 

 

The secondary sources used were literature; mainly recent scientific articles, but also literature 

in the form of books written by specialists in the field. All sources were found through the 

library database PRIMO at the Swedish School of Textiles, Google Scholar or Google. Many 

keywords were used in the search for secondary sources due to the many theoretical 

perspectives used in the thesis. The main keywords used for the perspectives in the literary 

review and theoretical framework can be identified as follows: 

 

• Fashion theory, motivation for dressing, motivation fashion 

• Consumer culture, consuming identity 

• Durable apparel, durable aesthetics, product aesthetics, slow fashion, fast fashion, 

aesthetics and sustainability 

• Design strategies, product attachment, product longevity, resilient design, human 

centered design, durable design 

• Aesthetic experience 

• The leisure class 

 

In addition to finding articles by using the search engines and the keywords described above, 

secondary sources were found through these articles’ reference list and through the name of 

authors of the articles.  Furthermore, the search engine’s suggestions of similar and related 

articles helped discover more scientific articles related to the subject. All scientific articles, with 

exception of two, are peer reviewed and published in well-established journals. The time of 

publication vary among the secondary sources. Those of older dates are established literature 

containing well quoted theories written by recognized authors and researchers, still considered 

relevant to this day. The date was therefore not considered a crucial nor damming factor to the 

actuality. The actuality was on the other hand of greater concern regarding scientific articles 

although the lack of previous research has required some compromise in this matter. There are 

pre 21th century scientific publications used in this thesis though recent quotations of these 

authors were frequently found hence the use of the original sources. 

 

2.6 Collection of empirical data 
The empirical data was collected through semi-structured interviews which means the questions 

were based on certain themes and concepts and were therefore not formulated identically and 
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did not follow any specific order (Saunders, Lewis & Thornhill 2008). The themes and key 

concepts were based on the theoretical framework constructed to analyze the empirical data. 

The mindset of the interviewers intended to encourage the informants to speak freely. The 

emphasized focus was on their perception and that there were no correct answers. Information 

about voluntarily and the right to decline to answer or break up the interview at any point was 

presented. All informants were asked if they accepted being recorded during the interview, a 

mandatory consent required according to the ethics of this study. No informant declined on this 

matter, hence all interviews were recorded. The interviews took place where it was most 

convenient for the informant both concerning time and location in the attempt to create an 

appropriate and comfortable environment (Saunders, Lewis & Thornhill 2008).  

 

When formulating the company questions slight adjustments were made focusing on the 

specific company in order to gain in-depth answers. These adjustments contributed to answers 

anchored in the actual business and avoided hypothetical reasonings. The interview with the 

representative from J. Lindeberg was excluded since it was not considered sufficient. During 

the interview, the informant pointed out that the answers to some of the questions was not the 

person’s expertise and role at the company. The informant could therefore not answer them as 

fully or accurately as other representatives from the company might have been able to. When 

asked if other representatives able to answer these types of questions were available, the answer 

was that they were preoccupied. Therefore, only three out of four company interviews were 

included in this thesis. One of the company interviews took place in their head office and one 

at the Swedish School of Textiles. The remaining company interviews were conducted over the 

phone resulting in low quality audio in some of the responses. No vital information was 

considered lost due to this, but it might have affected the overall ability of the interviewers of 

picking up on subjects. The overall quality of the interviews was high. All themes and concepts 

were covered and reflected upon in depth resulting in meaningful and relevant empirical data. 

The company interviews were forty-six, sixty-five and forty-nine minutes each. 

 

Before the first consumer interview the questions were tested in a pilot interview. The purpose 

was to ensure the relevance of the themes in relation to the theoretical framework. This also 

enabled the additional themes and reconsideration of others when unexpected subjects 

spontaneously appeared during the interview. For the revised and final question guide see the 

appendix. The consumer interviews took place in the informants’ homes, at cafes or in the 

homes of the interviewers. The interviews were overall rewarding and informative. The 

reasonings were profound and the informants were comfortable reflecting on personal views 

and shared them without restrain during the interviews. The length varied from thirty to sixty 

minutes, but the average length was forty-four minutes. 
 

2.7 Transcription of empirical data 
Since all respondents accepted being recorded during the interview it was possible to transfer 

all the empirical data from audio to written words. Transcribing is advantageous since it enables 

the access of the informants’ complete statement and the need for notes is less important. 

Transcribing is a time consuming and was therefore be conducted continuously (Bryman & Bell 

2015). Processing the interviews at an early stage is also beneficial since the interviewer is more 

likely to recall the behavior and the mood of the interviewee which might influence the answers. 

The context and the setting of the interview are similar factors that are more accurately 

described when fresh in memory. The importance of context lies within the wish to understand 

what the informant said but also how it was said (Saunders, Lewis & Thornhill 2008).  
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A direct transcription of all the interviews were made although reducing longer pauses, “eehs”, 

“umms” and fillers, meaning words that have no meaning but are common in the spoken 

language. Some sections were taken out completely either because it had no relevance to the 

subject discussed or because the informant requested it. When an informant requested some 

statements to not be included in the empirical data it was due to the sensitivity of the 

information. Respecting the informants’ wishes, the information of sensitivity was not included 

when transcribing ensuring that the information cannot be spread through to this study.  

 

2.8 Coding & analysis 
A thematic coding and analysis approach was applied when processing the transcribed 

interview material. Since the interviews were built upon certain themes derived from the 

theoretical framework, there was an existing underlying structure of themes in the empirical 

data. These themes had therefore categorized the data and formed the basis of the coding. 

Saunders, Lewis and Thornhill (2008) describes this as an interrelated and interactive process 

where data collection and analysis are overlapping. Analysis of the empirical data occurs during 

the whole process of collecting data as well as after it. Thematic coding and analysis are 

therefore not separate stages in the processing of the empirical data.  

 

After carefully reading the interviews a list of themes was formulated in reference to both the 

theoretical framework and the empirical data. All interviews were then systematically processed 

one by one. Color coding was applied when identifying a theme in the interviews. One color 

represented a specific theme according to the list and each time the same theme appeared it was 

marked with the same color. In addition, the number of times a theme appeared, was noted on 

a separate document enabling the comparison of reappearing themes between the different 

interviews. When all interviews were processed, and themes identified, they were either 

categorized as pairs or opposites related to one another. This facilitated the understanding and 

presentation of the themes since the examined subject is complex and requires a clear structure. 

 

2.9 Reliability & validity 
External reliability is a term that in a research context refers to whether or not the results of a 

study can be replicated (Bryman & Bell 2015). When using a qualitative research method, one 

examines the meaning of words within a specific context. This complicates the possibility of 

replication since the context is affected by many different circumstances and the social setting 

is never identical on different occasions. For example, could the same informant reply 

differently to a question depending on the time of the day, this is referred to as participant error. 

This could also be affected by the interviewers’ bias, meaning the nonverbal communication 

the interviewers communicate to the participant (Saunders, Lewis & Thornhill 2008). For 

example, tone of voice, selective encouragement and facial expressions. These factors could 

influence the responses due to participants’ search for the correct answers according to the 

perception of the interviewers’ response. The underlying communications of the interviewers 

have been given attention and avoided through actively creating an environment of interest 

regardless of the topics discussed. The interviews were conducted in locations of the 

interviewees choice and at a strategic time when they could be considered alert. For example, 

no meetings took place in early mornings or late evenings.  

 

Internal reliability on the other hand refers to whether researchers agree on what they hear and 

see (Bryman & Bell 2015). This is affected by the observers’ bias meaning that researchers 

have individual ways of interpreting responses (Saunders, Lewis & Thornhill 2008). This aspect 

has been dealt with through consequently returning to the empirical data. By reading the exact 

word in their context and discussing them from this point of view, any misinterpretations or 



18 
 

differences of opinion have been carefully avoided. According to Saunders, Lewis and 

Thornhill (2008) an attempt in replicating an in-depth and qualitative based study would 

undermine the strengths this research method has. However, it is important to carefully 

document the process of the research, motivate strategy and methods used, to give the research 

accuracy and the results reliability. This is an aspect which has been taken into consideration 

during the process of this research. All methodological choices have been made according to 

the purpose of the research and in the attempt to complete it in the most suitable manner.    

 

Internal validity refers to whether the researcher observes, identify or measure what is stated to 

be observed, identified or measured. Hence, if there is a link between observations and results 

(Bryman & Bell 2015). The empirical data must therefore be relevant in relation to the research 

questions. The study's internal validity is ensured through processing the empirical data through 

the theoretical concepts. Since an abductive approach is applied the interrelation between these 

two is a direct consequence. The link between empirical data and theories results in 

strengthened findings. External validity, sometimes called generalizability, measures whether 

the results can be generalized beyond the specific research context and is described as 

problematic due to small samples which is common in qualitative research (Bryman & Bell 

2015). Since this study is based on small sampling as described it does not represent all 

populations and is thereby only generalizable to a restricted content. 
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3. Literary review 
In this chapter fashion theory, consumption culture and durable aesthetics is reviewed. The two 

first stand as basis for the literary examination of the premises of apparel. Fashion theory 

discuss the aesthetic function of apparel, which have been recognized to be of high significance 

to consumers. Consumption culture discuss the role of appearance and symbolism when 

constructing an identity – clothing being a significant part of it. These subjects together explain 

the premises of apparel and furthermore illustrate why fashion trends no longer, if ever, fulfill 

these premises on a long-term basis. Finally, aesthetic experiences, the limited research of 

apparel with durable expressions and what their characteristics may be is reviewed. 

 

3.1 Fashion theory 
 

3.1.1 “Exclusive, inconvenient and up to date” 
Many philosophers, like Veblen, Simmel, König and Bourdieu, have described fashion as a tool 

to distinguish social classes (Vinken 2005). Thorstein Veblen’s work The Leisure class from 

1899 has had tremendous impact on the understanding of the relations between business, 

industry and social customs that we have today, among them fashion (Veblen & Banta 2007). 

Veblen explains the subject of fashion and garments in relation to the leisure class and 

conspicuous waste culture. He described the need of expressive garments as being based on a 

“higher or spiritual need” (ibid. p. 104). Veblen explains that garments are the perfect way of 

stating and showing evidence of one’s pecuniary standing, all at the first glance.  According to 

Veblen, to establish a high pecuniary standing the garment needs to satisfy mainly three criteria: 

exclusivity, inconvenience and fashion. The exclusivity is established both by the garment 

being expensive and novel. He said the original, something handmade, would always have 

higher aesthetic value than a copy. A copy is an imitation and less costly, and therefore the 

color, the form, the visual – no matter how precise the imitation of features are, a copy still falls 

short compared to the original. The imitation might be so good, it is nearly impossible to detect. 

However, as soon as it is detected, the article falls in both aesthetic value as well as market 

value. It loses aesthetic value since it falls to a lower pecuniary class (ibid.). 

Veblen states that without reflection we feel that something inexpensive is something unworthy. 

“A cheap coat makes a cheap man” seems to be true in the consumption of apparel (ibid. p. 

104). It is therefore desirable to express exclusivity. Apparel expressing exclusivity should not 

show any defects or strains but should be spotless and neat – expressing that the wearer 

personally not had been in contact with industrial processes of any kind. Furthermore, the 

elegant dress does not only signify that it is expensive, but also what social class it is made for. 

The dress should not only convey that the wearer can consume expensive articles but can do so 

effortlessly because of their extreme wealth. This clarifies to others that the wearer is free of 

economical restraints and do not need to make any efforts, which makes the wearer rise 

significantly in social status. According to Veblen, the next stage of high pecuniary standing is 

to have inconvenient and impractical apparel, like high heels and skirts. This is to demonstrate 

that the wearer does not and cannot conduct any kind of productive labor, as the garments make 

this very impractical (ibid.). The French heels are one of the examples making it clear that the 

woman wearing them does not conduct any productive labor, as productive labor in these shoes 

would have been extremely difficult. The same is true for skirts and drapes which characterize 

women’s dresses. The corset goes to the extreme, with the purpose of lowering the subject’s 

vitality and permanently making her unfit for work. The corset also attracts, but according to 

Veblen, most of all it underlines the woman’s expansivity (ibid.). 
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Garments stating a high pecuniary standing need to be exclusive and inconvenient, but they 

also need to be up to date, meaning fashionable. According to Veblen, fashion is based on a 

more primitive motive, namely the motive of adornment. In a broad sense, he says, every 

change in fashion is an innovation of a garment. These innovations are efforts to make a new 

display which is acceptable to our perception of shape and color. He says every style and 

expression is a restless search for something that will praise itself to our aesthetic sense. 

However, with the norms framed by society, these innovations are restricted. He continues 

describing the acceptable innovations in fashion to be: “the innovations must not only be more 

beautiful, or perhaps oftener less offensive, than that which it displaces, but must also come up 

to an accepted standard of expensiveness” (ibid. p. 107). 

 

3.1.2 Imitation & variation 
The first fashion theories based on the concept of variation and imitation can be traced back to 

the beginning of the 20th century to Georg Simmel2 who is known for the trickle-down theory3. 

Simmel states in his essay The Philosophy of Fashion from 1904 that fashion only can exist 

when a part of a group exercise it and the rest of the group desires it. The rest of the group are 

on their way of adopting this fashion, however, as soon as it has spread and are adopted by the 

group, it is no longer considered fashion (Clarke, Doel & Housiaux 2003). The philosopher 

believed the reasons for fashion’s existence was the desire to express identity and what social 

class one belongs to (Maldini & Manz 2018). Expressing of identity is based on the desire to 

separate from others, to differ from other people in a crowd. Expressing what social class one 

belongs to is based on the desire for union, to belong with others in a group. According to 

Simmel, without these two social tendencies, fashion cannot exist (Barnard 2014). These 

desires, he meant, traced back to the emotional and social life of humans, where the desire for 

union and imitation provided the mind rest through stability. The desire for individuality and 

variety, on the other hand, was based on need to grasp something particular to be able to move 

from cause to cause (Maldini & Manz 2018).  

Like Simmel, Gabriel Tarde4 also explored the desire to differ and imitate. According to Tarde, 

the desire to differ and change come from “inventions” and that “imitation” is what cause the 

spreads (Maldini & Manz 2018). Simmel’s explanation of fashion offers an implicit paradox as 

the wearer both wants to stand out from a crowd (differing) and also belong (imitate) as 

demonstrated above. However, Tarde stressed that the two did not oppose each other. He said 

instead of imitating one man, one might borrow from hundreds or thousands and thus express 

one’s original personality (ibid.). An invention, something original was according to Tarde 

precisely this; a combination of many imitations (Djellal & Gallou 2014). Tarde’s view of 

original personality is similar to how consumers incorporate different styles in their outfits 

today. Maldini and Manz (2018) recognized personal style of great significance to women of 

the 21st century. These women viewed fashion trends to be “one element of style, an element 

with which they can play by incorporating, resisting and transforming it based on their own set 

of aesthetic values” (Maldini & Manz 2018, pp. 79-80). 

                                                            
2 Georg Simmel was a renowned German sociologist, cultural theorist, and modernist philosopher. He 

believed that there was a deeper meaning to the superficialities of humans’ everyday lives, and therefore 

examined phenomena like fashion (Oxford bibliographies 2016). 
3 The theory “trickle down” refers to how a trend spreads. The trickle-down spread is a trend starting at 

the top of a hierarchy of social classes before it is copied by lower social classes, hence trickling 

downwards (Maldini & Manz 2017). 
4 Gabriel Tarde (1843-1904) is a french sociologist that is still often referred to in relation to 

contemporary sociology (Djellal & Gallou 2014). 
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Both Simmel and Tarde share the view that fashion moves from the top downwards in the 

society. However, Tarde predicted a future horizontal spread and a fusion of all classes into one 

(Maldini & Manz 2018). In a broad sense, Tarde’s prediction can be viewed correct considering 

the dissolvement of social classes and the democratization of fashion that characterize society 

today. This will be demonstrated in the following section. 

 

3.1.3 Fashion theories in the latemodern society 
As mentioned, the most recognized motivations for wearing clothes today, besides covering the 

body, has been explained as the desire to express identity, what social group one belongs to and 

a craving for novelty (Barnard 2014; Wester & McIntyre 2016; Payne 2017; Maldini & Manz 

2018). In a broad sense, the desires might not have changed as much from what they were 

considering the review of earlier fashion theories above. There is still a desire to differ and still 

a desire to belong, however, it is safe to say that the circumstances have changed from what 

they were 100 years ago. One distinction in desire can be made, knowing that imitation through 

clothing was more desirable earlier than it is today (Maldini & Manz 2018). This was 

demonstrated in research conducted Maldini and Manz (2018), when comparing a group of 

women from the 1950’s to a group of women from the 2010’s. The group of women from the 

1950’s intended and wanted to imitate. The group of women from the 2010’s wanted to stand 

out and differentiate. A paradox was noticed in relation to the consumers from the 2010’s – 

they intend to express individuality but used mass produced items in doing so, and therefore 

risk ending up with the same item as another on the same occasion (ibid.). 

Although the desire to imitate is less today than what it once was, imitation according to Simmel 

was also about the need to belong. Imitation of social classes and belonging in them, might no 

longer be as relevant since latemodern societies no longer are built on social classes (Abrudan 

2012). However, cultural guidelines for what makes an outfit acceptable to a social group still 

exists. For example, while a short skirt is not considered appropriate for mature and middleclass 

women in Great Britain, it might be acceptable for younger women (Barnard 2014). In this 

context, clothes establish an individual as a member of a cultural group (ibid.) and thus 

belonging is achieved.  

In relation to the desire to express individuality and identity, Sophie Woodward argues that this 

process is more complex than individuals easily expressing their identity. Her research shows 

that outfits do not only concern how the “self” is expressed by an individual but also how that 

constructed “self” is perceived by others (Woodward 2005). According to Barnard (2014), the 

dressing process is a situation of an individual negotiation based on complex social forces in 

the everyday life (Barnard 2014). Woodward’s research goes in depth of this practice and shows 

that consumers do have a negotiation when dressing. They ask themselves questions such as is 

this really me? – searching whether the outfit fits with their personality. They also take the 

occasion into consideration, such as what place they are going to and who will be there, to 

ensure that their personality, their constructed identity, is correctly perceived (Woodward 2005, 

pp. 21-40). 

 

It is unquestionable that apparel has had and do have a greater meaning than the functions of 

covering the body and keeping warm. According to Barnard (2014), apparel have many 

additional functions and he says that one answer of what the purpose of apparel can be 

restrictive, in the sense of not capturing the holistic purpose. However, common to the different 

functions are that they all communicate something (Barnard 2014). It establishes an 

introduction, a picture of a person without words as pointed out by Veblen (2007) and is implicit 

in the work of Woodward (2005). However, a 100 years ago the communication through apparel 
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was easier, as the symbolic meaning different types of apparel had was clear. For example, high 

heels communicated a high pecuniary standing (Veblen & Banta 2007). As will be shown in 

the section below, communicating identity and cultural belonging is no longer as easy as it once 

was. 

 

3.2 Consumption culture in the latemodern era 
 

3.2.1 The concept of consumption culture 
Consumption culture provides the understanding of the contemporary society through goods 

that are based on symbolic principles framed by society (Featherstone 1987). Consumption of 

goods has become a matter of symbolism and is no longer solely about consumption as such. 

Consumption culture is partly premised by the increase of produced goods which has resulted 

in the growth of material culture and consumption. When examining consumption, it is 

therefore important to emphasize the culture and symbolism associated with consumption, and 

not only as a result of production. The increase of produced goods is argued to lead to greater 

individual freedom due to larger range of choices available on the market. The focus is on how 

“different ways in which people use goods to create social bonds or distinctions” (Featherstone 

1990, p. 5). 
 

Another important aspect of consumption culture is the combination of the enormous amount 

of symbolic goods and the de-classified society. This has created a different dimension to 

consumption (Featherstone 1990). The latemodern society is what is often characterized by de-

classification and cultural chaos, referring to the dissolvement of social classes of traditional 

cultures. In traditional cultures, identity is dependent on birth, marriage and achievements. This 

is expressed through established social statuses, classes and professions and clothing associated 

with these. This enables the perception of identity through clothing since they are bearers of 

symbols in traditional cultures. However, the rebellious times of the 60’s changed the social 

structure of societies and resulted in the replacement of cultural social codes and brought a 

fragmented perception of social belonging (Abrudan 2012). 
 

The latemodern context has complicated the perception of social status in the contemporary 

society since previous differences among groups in society are dissolving. This is where identity 

construction and clothing come into the picture. The latemodern context is a paradox in this 

sense – on one hand it enables creation of individuality by shattering the traditional classes and 

social codes, but it also complicates the perception of identity because of the social framework 

(Abrudan 2012). Identities today are therefore affected by the latemodern society which is 

characterized by individualism, norm breaking values and diversity. The definition of identity 

is that individuals “construct, perceive, and interpret themselves and how they present 

themselves to others” (Abrudan 2012, p. 4). 
 

The changed attitude towards consumer goods from the value of use to the value of symbols, 

has resulted in diverse consumption (Featherstone 1987). Products are no longer evaluated by 

their usefulness or function but whether they are bearers of the accurate symbols. This means 

that the goods accurately represent and reflect a person’s identity and social belonging.  

Clothing is such a category of products which is no longer evaluated by value of use. The 

purchase of a garment is determined based on the garments ability to reflect this (Chengbing 

2011). Featherstone argues that the endless number of signs (commercials and advertisements) 

produced and exposed to consumers through media contributed the transition from previous 

values of use into symbolic values of goods (Featherstone 1990). 
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Consumption must therefore be examined through the consumption of symbols and how 

products act as communicators (Featherstone 1987). Consumption culture therefore addresses 

how consumers interpret symbolic meanings in advertisements, brands and material goods to 

manifest their personal and social circumstances, and in the extension express their identity and 

lifestyle (Arnould & Thompson 2005). The transcendence to symbolic values in consumption, 

contributes to the “aestheticization” of the reality. This emphasizes the importance of style, 

which is encouraged by the markets’ offering of new fashions, styles, sensations and 

experiences (Featherstone 1987 p. 58). 

 

3.2.2 Taste & identity 
Consumption culture explains consumption as an enjoyment of goods partly as the physical 

consumption, the sharing of signs but also the mastery of the information and how to consume 

appropriately according to the social status one wants to mark (Featherstone 1990). The creation 

of identity is dependent on the individuals will and ability to present oneself with symbolic 

products and through these the perception of their own identity (Abrudan 2012). For example, 

goods might be purchased to express prestige. However, it is complex to determine the status 

of an individual in latemodern societies due to constantly changing goods and their symbolic 

value. The connection between item and individual is therefore complex to interpret and this is 

where taste comes in. Featherstone argues that taste is the guiding tool to interpret symbolic 

meanings of goods. Since goods are viewed as communicators of meanings, taste can act as the 

indicator of how new goods can be classified and used. Hence, individuals can through their 

taste mark social differences (Featherstone 1990). 

 

Taste in apparel is described as a measurement or tool to decipher identity and social belonging. 

The latemodern society provides the opportunity to choose among a vast range of symbolic 

goods and gives the possibility to create an identity, although it is argued that garments still are 

coded and determined by sex, economy and the conformity of society (Abrudan 2012). 

Bourdieu is presented for instance through the quote “taste classifies and classifies the 

classifier”. This very complex theory is based on the presumption that certain tastes within a 

cultural symbolic context has specific meanings. Therefore, tastes differ from each other and 

can be compared. The meaning of “taste classifies” is thereby the categorization of a person 

according to their taste. However, since the classifier, the person who categorized someone 

according to their taste, also has a classified taste within the same context. They are therefore 

automatically categorized by their taste as well. Hence, “classifies the classifier” (Featherstone 

1990 p. 10).  

 

It is primarily the marketplace which provides the platform of resources that can construct 

individual and belonging in cultural groups (Arnould & Thompson 2005). Although 

Featherstone argues that it is not only design, production and marketing processes that result in 

the symbolic meanings of goods but the context which they are a part of. Goods are given 

symbolic meanings, are interpreted and renegotiated according to different lifestyles 

(Featherstone 1990). It is through the production and receiving of visual images that we 

interpret and understand the world and ourselves. It is through exposure of visual images 

produced that we interpret and understand the world and ourselves. However, it is most likely 

that other consumers would choose the same products since they are produced in line with the 

existing norms of aesthetics, quality and functionality of the time. (Abrudan 2012). Maldini and 

Manz (2018) and Abrudan (2012) point out that it is therefore contradictory to speak of 

individuality when choosing among mass produced and advertised products.   
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Featherstone often speaks of lifestyle in association with consumer culture. A lifestyle 

according to the author is not adopted through tradition or habit, consumer culture describes the 

concept of a lifestyle built on a combination of factors. A lifestyle is defined of the assemblage 

of goods such as clothing, practices and experiences. This emphasize appearance and is 

communicated through clothing, interior design and decorations which are examined and 

classified in terms of taste or the absence of it (Featherstone 1987). It is described that 

consumption as such is not necessarily the core aspect of consumer culture, it is rather a matter 

of a way of life and a tool for self-expression and identity (Chengbing 2011). The endeavor to 

customize a lifestyle is based on the need of self-expression and to acknowledge the fact that 

we only live once and therefore must enjoy, experience and express ourselves. Although it is 

important to do this within the frames of social acceptance. There is a fine balance between 

differentiating oneself and expressing individuality yet being socially accepted (Featherstone 

1987). This point to the cultural guidelines and cultural groups discussed by Barnard in the 

previous section (Barnard 2014). 

 

3.3 Durable Apparel 
 

3.3.1 Slow fashion 
The fastness of consumption in the fashion industry has led to a movement called “slow 

fashion”. The term was introduced in 2007 by Kate Fletcher5. In contrast to fast fashion, slow 

fashion means a very conscious production and consumption by all parties - all involved in the 

lifecycle of the garment should be aware and take into consideration how their choices will 

impact the environment, workers and communities involved. In addition to this, the aim is to 

reduce the influence of trends and seasons, encouraging high quality products (Ertekin & Atik 

2015). Slow fashion is referred to as both a movement (Ertekin & Atik 2015) and as the actual 

clothes (Niinimäki & Hassi 2011), whereas in the last example it is described as the finished 

product: 

 
Slow fashion is designed to be used over a long-time period, and it is made with high quality 

and high ethical values; it is durable and made of sustainable materials. The design lasts over 

time as styles and colors are classical, and the materials age well. This affects esthetic 

longevity. 

      (Niinimäki & Hassi 2011, p. 1879) 

 

According to Kristine Harper, slow fashion, is somewhat contradictory to its purpose. While 

the purpose of slow fashion is to consume less and better, one cannot only slow down the 

fashion, instead the goal should be to find a way around the fashion mechanism (Harper 2018). 

According to Ertekin and Atik (2015) slow fashion is indeed meant to slow down and reduce 

the number of trends, which supports Harper’s opinion. The definition above by Niinimäki and 

Hassi (2011) does however describe the style and colors as classical and that the material should 

age well, which speaks to some of the apparels’ aesthetics and by using the term “classical” it 

can be interpreted that slow fashion intends to avoid the fashion mechanism all together. 

However, the description “classical” is not further elaborated in the articles. Furthermore, if the 

purpose of slow fashion is to circumvent fashion all together, the term “slow fashion” is indeed 

contradictory. What is certain, is that the specifics of slow fashion aesthetics are yet to be 

defined. Besides avoiding and reducing trends, and as shown above the use of the term 

                                                            
5 Kate Fletcher works at the Center of Sustainable fashion. Slow fashion took inspiration from the Slow Food 
movement, which originated about twenty years earlier (Ertekin & Atik 2015). 
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“classical”, the aesthetics of slow fashion has not been instructed nor has it been researched in 

this regard as a strategy. 

Slow fashion products are, of higher quality, but are also set at a higher price than most fast 

fashion products. These are strategies that slow fashion producers use aiming to make the 

consumer value the product and thereby keeping it for a longer period of time. Rather than 

discarding and replacing it - the movement encourages consumers to choose quality over 

quantity (Jung & Jin 2016). Despite many barriers that cannot be ignored, such as the desire for 

economic growth, the gap in consumer behavior versus attitude and concern about aesthetics, 

slow fashion and sustainable fashion is gaining importance and acknowledgement among 

consumers (Ertikin & Atik 2015; Jung & Jin 2016). Furthermore, slowing down processes does 

offer several advantages, i.e. a slower production allows the workers execute their work more 

carefully adding values like craftsmanship and quality. Another example is that designers can 

decide to let consumers take part in how the end product will look, allowing the consumers to 

use their creativity to get a product that expresses their identity (Jung & Jin 2016). 

 

3.3.3 Aesthetics & beauty 
In relation to product aesthetics, Stuart Walker’s definition of aesthetics from 1995 has been 

used (Haug 2016). Walker’s definition of aesthetic experience is the following: 

 
The aesthetic experience of an object is an interlinked and inseparable union of sensory 

response and contemplative experience. As a sensory response, the object is enjoyed for its 

combination of qualities such as shape, color, texture, i.e. for its beauty. As a contemplative 

experience, the appearance of the object is studied for its significance and value; this can lead 

to a discriminating judgment, which is the basis of taste.    

     (Haug 2016, p. 811) 

 

This definition touches upon many of the elements in the aesthetic experience model shown 

below (figure 1). The model shows that while processing, or sensing, an expression, humans 

either consciously or unconsciously search for familiarity, analyze the content and style and 

interpret what they see before arriving at an evaluation (Leder, Belke, Oeberst & Augustin 

2004): 
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Figure 1. Model of aesthetic experience processes (Leder et al. 2004, p. 492). 

 

Aesthetic experiences can according to the model created by Leder et al. (2004) be divided into 

five stages of processing information: 1. Perceptual analyses, processing structural features, 2. 

Implicit memory integration, processing familiarity which not necessarily needs to be a 

conscious process, 3. Explicit Classification, a conscious analysis concerning content and style, 

4. Cognitive mastering, the process of extracting the meaning and 5. Evaluation, the judgement 

based on the previous stages (Leder et al. 2004). It should be mentioned that this model was 

based on the aesthetic experience of art, but the model has been recognized by several 

researchers and considered to be apt for the concept of design (Haug 2016). The researchers 

themselves stated that in the article that “aesthetic appreciation of design follows the same 

principles” (Leder et al. 2004, p. 504).  

Kristine Harper (2018) has developed two universal categories of aesthetic experiences that can 

be used as approaches in design and product development. These two are named The Pleasure 

of the familiar (POTF) and The pleasure of the Unfamiliar (POTUF). The first is highly related 

to what can be considered as universal beauty and the expression characterized with being 

symmetrical, harmonious and balanced. According to Harper, humans search for something 

familiar and when met with it, it feels pleasurable. At the same time, when a recipient is met by 

something unexpected and unfamiliar it pulls the recipient into the present. This is the second 

category POTUF, which challenges the recipient by being unsymmetrical, unbalanced and 

unexpected (Harper 2018). As shown in the aesthetic experience model above, processing 

familiarity is number 2 of the five stages. Furthermore, at stage 1 the recipient recognizes 

symmetry and order (Leder et al. 2004) which according to Harper leads to the pleasure of the 

familiar. In the model, under stage 1. and 2. the second category of durable expressions POTUF 

can also be placed, as it is unsymmetrical and unbalanced. According to Harper (2018) these 

characteristics thus challenge the recipient and can be pleasurably unfamiliar. Although 

Harper’s theory is based on philosophy and her own research (Harper 2018), this model adds 

more weight to these theories as the credited model shows that familiarity is one of the first 

elements that are sought after in an aesthetic experience (Leder et al. 2004; Haug 2016).  
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Beauty can be expressions that are symmetrical, comfortable, expected and familiar (Harper 

2018). Harper connects beauty directly to “the pleasure of familiarity”, as she describes beauty 

as the comfort of the expected, and the pleasure of familiarity as the comfort of order in a world 

of chaos (Harper 2018). The concept of beauty can be traced back the Pythagoreans who 

considered beauty to be the harmonious and symmetrical forms of the world. According to Plato 

(ca. 428-348 BC) an object needs to clearly express, “the form of the idea” that originated the 

object, to be beautiful. E.g. a chair must clearly be a chair and it needs to be good at being a 

chair and is therefore beautiful (Harper 2018). Plato’s definition of beauty is similar to the 

expressions we today call “minimalism” and “functionalism”. They both have in common that 

there should be no room for misinterpreting the object or expression and can therefore be called 

“universal expression” – both expressions strip away the symbolic ornaments and contemporary 

decorations, making the objects easily decodable and understandable. Minimalism is and should 

be understood regardless of time and place and is therefore easy to decode. Functionalism is 

about simplicity and objectivity, letting the form follow the function, and stripping away all 

unnecessary elements, and is thus easily decodable. Both expressions fall under the pleasure of 

the familiar in Harper’s work (Harper 2018). 

In the article “Beauty and its perception: historical development of concepts, neuroaesthetics, 

and gender-differences” the author, Laura Fedrizzi (2012), introduces some interesting 

reflections. She points out the fact that we are continually asked what we like and dislike, i.e. 

while browsing online and using social medias. We quickly absorb, evaluate and originate an 

opinion - and the author asks whether this is superficial or a deeper intuition (Fedrizzi 2012). 

The aesthetic experience model shows that humans process and analyze both consciously and 

unconsciously, and that a judgement is reached (Leder et al. 2004). Determining what beauty 

is, brings in discussions about everything between science and philosophy. Beauty is not only 

something that is sensed by seeing, hearing or touching. These senses allow us to perceive, 

process and respond. As a result of this beauty is something that we feel (Fedrizzi 2012). 

According to Harper (2018), humans constantly search for the familiar, which is in line with 

the opinions of Leder, Belke, Oeberst and Augustin (2004) in relation to aesthetic experience. 

Harper continues that this familiarity is searched for and found pleasurable since it can give a 

comfortable feeling of safety and a satisfaction created by harmony, order and predictability 

(Harper 2018). 

 

3.3.4 Aesthetics & sustainability 
Aesthetics is currently perceived as a barrier to sustainability, since sustainable clothes or “eco-

fashion” not uncommonly are associated with being unattractive, unexciting and even 

associated with the hippie- and environment movements (Ertekin & Atik 2015). In the article 

“Fast Fashion, Sustainability, and the Ethical Appeal of Luxury Brands” the authors arrived at 

the conclusion that for the time being aesthetics is of higher importance than ethics and plays a 

crucial part in making sustainable fashion appealing (Joy et al. 2012). 
 

However, aesthetics can be used as a means to prolong a garments life. Aesthetic beauty creates 

an emotional bond between the wearer and the garment, both by the garment itself being 

beautiful, but also if the wearer feels beautiful when wearing it. Therefore, the aesthetic beauty 

of a garment is not limited to the visual, but the product-person relationship can be deepened 

over time in social situations and positive experiences through multiple senses (Niinimäki & 

Koskinen 2011). There is a great advantage in pursuing a deeper product-person relationship, 

seeing that it does not require the consumer or purchaser to be pro-sustainability, nor any efforts 

or sacrifices in this regard. A more profound product-person relationship will also make the 
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product more precious to the consumer, resulting in the person taking better care of the product 

and keep it for a longer period of time (Mugge, Schoormans & Schifferstein 2005). 

Harper discusses “aesthetic value” in her research. She connects the concept of aesthetic value 

directly to sustainability. An object is considered aesthetically valuable if it provides aesthetic 

nourishment in people’s lives. If aesthetic value is achieved, it is also more likely to create a 

strong emotional bond between the object and the recipient. According to Harper, aesthetically 

valuable objects can therefore be considered sustainable and nourishing (Harper 2018). 

 

3.4 Research gap 
This chapter has reviewed fashion theory, examining what the visual and symbolic purpose of 

apparel has been and how it has developed. Consumption culture, has reviewed how consumers 

use symbolic objects to visually express their identity and social status. These aspects together 

show that (1) there is a strong communicative purpose of apparel and (2) mass produced apparel 

based on the same conforming fashion trends can be viewed as not fulfilling the communicative 

purpose of apparel since they are based on similar aesthetics. The last section has reviewed the 

current research on durable aesthetics and how it relates to the perception of aesthetics. Slow 

fashion and “aesthetic sustainability” are the only subjects touching upon how to solve the 

problem of the speed of fashion and tries to find a way to either slow it down or completely 

circumvent it. Furthermore, Harper’s work is the only research actually describing what these 

expressions might look like. However, the pleasure of the familiar and the pleasure of the 

unfamiliar are not developed based on the premises of apparel. As demonstrated in the sections 

fashion theory and consumption culture, the aesthetic functions are of high significance when 

discussing the purpose of apparel.  

Furthermore, Harper’s theories are not based on how garments actually are used by consumers. 

The fact that garments in most cases are combined with others, the importance of outfit 

motivation therefore might have significant impact of what the premises of apparel are today. 

The intent of this thesis is to extract the aesthetic function of garments and what durable 

aesthetics could be in relation to this. The aesthetic function refers to the visual and symbolic 

purpose of apparel, such as expression of identity and social belonging. Finally, this thesis 

intends to with the answers of these questions enable development of apparel with durable 

aesthetics. Based on the aesthetic experience model developed by Leder et al. (2004) the 

research gap and the parts this thesis examines is illustrated in the model below: 
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Figure 2. Illustration of research gaps of durable expressions in relation to long-term apparel. 

The model is based on the aesthetic experience model created by Leder et al. (2004). 
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4. Theoretical framework 
The theoretical framework stands as basis for the collection of empirical data and as a tool for 

analysis of it in this thesis. Harper’s theories on durable expressions, such as the universal 

“pleasure of the familiar” and “the pleasure of the unfamiliar” can categorize different 

characteristics of durable apparel. The premises of apparel are included to further examine the 

notion of durable aesthetics in relation to apparel. On this subject, Woodward’s research on 

dressing motivations and the section “Honeymooning and alleged beauty” with theories of 

Veblen, Harper and Chapman are reviewed. The theories are intended to explain a more 

holistic aesthetic purpose of apparel in relation to the empirical data, and extract tools useful 

for clothing companies in development of apparel with long-term appeal. 

 

4.1 The pleasure of the familiar & unfamiliar 
 

4.1.1 The pleasure of the familiar 
A product that gives the aesthetic experience POTF are products that are easy to detect and 

“decode”, meaning that the product meets the recipient’s expectations. The expression itself 

should be orderly and harmonious. Beauty is the main category of expressions in relation to the 

pleasure of the familiar. Harper associates the term beauty with several characteristics, among 

them are symmetry, comfort, order, predictability and balance. These characteristics can 

immediately be sensed by the recipient and are the most pleasing category to the human eye. 

They give the recipient, or the consumer, “immediate pleasure” or “instant payoff”. The instant 

payoff and the pleasure of it is connected to the universal nature of humans. Humans search for 

structure and routines, something familiar, in their everyday lives. The pleasure of the familiar 

satisfies this constant search in being predictable and providing what is expected. According to 

Harper’s theory, without experiences like these in the somewhat chaotic world, life would be 

exhausting, and it would be difficult to navigate (Harper 2018). 

It is important to distinct the characteristics of “classical beauty”, pointing to Harper’s 

description above, and what is commonly associated with beauty today. Beauty in the 

contemporary western culture is often associated with something “new”, “polished”, “crisp” 

and “pretty” in an un-worn kind of way. This is what Harper refers to as “fleeting beauty” and 

is not the favorable strategy, or characteristic, a designer should strive for in pursuing aesthetic 

durability. This leads directly to the phenomenon “decay”, one of the most significant criteria 

of not just making a beautiful product, but a product that maintains its beauty over time. A 

design approach that circumvents time and place, e.g. “newness” and “trends”, minimize the 

risk of the design becoming outdated and having negative aesthetic decay (Harper 2018). 

Aesthetic decay can also be a positive characteristic in some type of products – the consumer 

can make its own mark on the design by using it over time. This leads to a form of renewal in 

the sense that the aesthetics change in hands of the consumer, something that can lead to a 

stronger emotional bond between the wearer and the product (Harper 2018). 

The objects in the category POTF clearly express what they are and can easily be decoded as 

such, for example a chair is beautiful as it is good at being a chair. In other words, the pleasure 

of the familiar and classical beauty are linked to the product’s form being subservient to its 

functionality. The design expressions functionalism and minimalism, speak of the form 

following the object’s function. In both functionalism and minimalism, all elements 

unnecessary are stripped away until nothing but the necessary are left. In an attempt to create a 

universal “style”, instructors at the renowned Bauhaus school, searched for what could be 

decoded by all recipients regardless of their cultural background and preferences. They found 

that the minimalist and functionalist expressions are both universal as they both are free of 
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ornaments and symbolism. The expressions thereby avoid misunderstandings in the 

interpretation of designs and are therefore universal (Harper 2018). 

The approaches and characteristics described above are in many ways universal and eliminates 

taste and preferences based on a subject’s background. However, all humans have a connotative 

frame which means that they add meanings to objects and experiences. The connotative frame 

is based on cultural value, identity and their lifestyle. According to Harper it is the reason why 

a dress is not only a dress and a chair not only a chair (Harper 2018). 

 

4.1.2 The pleasure of the unfamiliar 
An aesthetic experience that provides the recipient POTUF is, in contrast to the POTF’s instant 

payoff, instead instant presence. While the objects under the category POTF are easily 

understood and decodable, the objects under this category challenge the need to understand and 

conceptualize an object. It is something that pushes humans’ consciousness to expand. When a 

recipient encounters an object with unexpected combinations, it shocks the imagination and 

forces the recipient to stay present to untangle and understand what they see. Hence, the 

aesthetic experience of such an object provides the recipient with “instant presence”. Besides 

the need for order, harmony and balance, humans have the need of being challenged and pushed. 

The need for being challenged can vary, it can be greater, less or equal to the need for order and 

the expected. But without experiences like these, humans would stagnate and not develop. 

Based on these needs, this category can be called aesthetically sustainable (Harper 2018).  

However, in order for the unfamiliar to become pleasurable, the object must first grab hold of 

the recipient with its “chaos”, but the chaos must at some point become “order”. The aesthetic 

experience must end in the recipient understanding what they see, which makes the experience 

pleasurable. This is essential in achieving the pleasure of the unfamiliar, and not just something 

unfamiliar. According to Harper, a designer should master POTF and the aesthetic ground rules 

in order to achieve POTUF. With aesthetic ground rules she means symmetry, color harmonies, 

the golden ratio etc. She argues that in order to achieve a design that is aesthetically nourishing 

under this category, and not a design failure, the creator needs to know the aesthetic 

expectations of the recipient. This knowledge is vital in order to know how to defy and how 

much to refrain from the aesthetic expectations, to achieve a pleasurable design (Harper 2018). 

In contrast to beauty, “the sublime” is strongly related to the pleasure of the unfamiliar. Harper 

describes the sublime as beauty’s opposite, breaking the ground-rules of beauty and the 

familiar. The sublime can be unbalanced and distorted, even hideous. The opposites are 

demonstrated by the characteristics in the model below: 
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Figure 3. Characteristics of the beautiful versus the sublime (Harper 2018, p. 10) 

The experience of the pleasure of the unfamiliar, should go from order to chaos and order again. 

The last “order”- stage is a new and improved understanding, as the recipient found her/his way 

back home to order after being shaken with the “chaos” of the sublime and unfamiliar. 
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4.1.3 Aesthetic experiences of products 

 

Figure 4. Model of “Aesthetic experience based on phenomenological detection of the 

product’s physical and sensuous qualities” (Harper 2018, p. 135). 
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Harper has categorized different approaches designers can take to achieve either the pleasure 

of the familiar (shown in the dark grey boxes) and the pleasure of the unfamiliar (shown in the 

light grey boxes). They are based on the beautiful and the sublime and are paired as each other’s 

opposites. The model was created to allow designers to use aesthetic sustainability in their 

design process. Harper stresses that the designers as part of the design process must include the 

intended experience they want to convey to the recipient. The first pair, instant payoff and 

instant presence, can be considered the most universal in this model as it is directed to the 

recipients’ senses and bodily experience. The last three pairs, pattern booster and pattern 

breaker, comfort booster and breaking the comfort zone, and blending in and standing out 

requires focus on symbolic value and the recipients connotative frame or working aesthetical 

value into the product. In the case of the three latter pairs, the designer must work with either 

meeting the expectations or exceeding them in a pleasant way or challenge the basic 

assumptions.  

 

4.2 Consumer motivations in the contemporary western society 
 

4.2.2 Aesthetics of the self 
Sophie Woodward6 has examined material culture and the everyday life by reviewing the 

wardrobes of women of today’s western society and how they create their outfits. She has 

published works like “Looking good, feeling right – the aesthetics of the self” 2005, “Why 

women wear what they wear” 2007 and “Standing out as one in the crowd” 2008 (The 

University in Manchester). Given that clothes no longer have any guaranteed meanings 

(Barnard 2014), dressing in the contemporary western society has become a more complex 

process (Woodward 2005). Woodward’s research shows this complexity.  

The purpose of Woodward’s research is to reconcile the totality of clothing as a structural 

meaning. She has examined this subject by looking at wardrobes of women in London and how 

they combine their clothing to “constitute their personal aesthetic”. Woodward examines in 

depth, the thoughts and feelings that go through women’s heads when they stand in front of the 

mirror in the process of creating an outfit. The combination of clothes is based on what “goes 

together” when combining colors, texture, style, cut and pattern. In other words, “what feels 

right” by the wearer. Furthermore, clothes are seen not only as reflecting aspects of the self, but 

material propensities state facets such as identity, sexuality and social role. According to her 

research, rather than easily expressing one’s identity, one has to include the place and people 

and what foresee what their perception will be (Woodward 2005). 

According to Woodward’s (2005) research, “the self” in the western world is viewed as 

something deep within, and that fashion and clothes can be viewed as superficial and less 

important as they are objects placed on the surface of the body. However, Woodward 

investigates this surface and suggests that a deeper understanding is needed. It is here the “self” 

is constructed by internal and external relationships. And this construction is recognized by 

others. Putting on clothing is a way of expressing one’s “self” to the world, and thereby allowing 

others to penetrate deeply into the wearers intentions. This can prevent the wearer to construct 

the self they wished for. The research shows that the process of creating an outfit is more 

complex than the self freely expressing itself. When women assemble their outfits, they 

negotiate whether the outfit is really them, the expectations of the occasion and how it will be 

                                                            
6 Sophie Woodward is a is sociologist specialized in material culture regarding fashion, clothing and consumption, 
and the everyday lives of humans and has a background in anthropology (The university in Manchester). 
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viewed by those present. This involves the process of constructing the individual in the eyes of 

others.  

In her case studies, recipients both failed and succeeded in their transfer of expressions. In one 

of the cases, a woman was invited to “The Ivy Restaurant”, a very exclusive place for the 

famous and fashionable in London. She panics in her “assembly of outfit process”, as she wants 

to dress for the occasion and express that she belongs in this restaurant with these fashionable 

people. Her normal “aesthetic self” will suddenly not do for the occasion. Although her 

financial situation did not put any restraints on her buying designer clothes, the outfit she leaves 

in turns out to be a failure. She aimed for expressing the chic, fashionable and successful woman 

she was, but ended up feeling that she neither expressed “herself” nor “fitted in”. She chose 

“safe” items that had worked in the past, but the outfit in this place and with these people needed 

something else. Her normal “self” expressed her identity in her normal surroundings, but at this 

place it didn’t. She needed to create an outfit that expressed her “self” and that it was perceived 

as intended – and to achieve this she needed to construct herself in the eyes of the people at this 

restaurant. But instead she looked at past events that had been successful and failed to include 

the place and people present. According to Woodward, this seems to be the case several times 

when an outfit becomes a failure, and the wearer does not feel like she is correctly perceived 

(Woodward 2005). 

In another case, a woman is invited to a wedding and where she will be meeting a lot of old 

friends and new friends. This woman has both a western wardrobe and an Indian wardrobe. 

Having lived in France for several years, she adopted the importance of assembling outfits 

carefully and afresh. She likes combining new outfits. For the wedding outfit, she combines a 

white short dress with spaghetti straps from her western wardrobe with a pair of black linen 

pants with embroidery from her Indian wardrobe and ties a green dotted scarf around her 

shoulders. This outfit was a success, as it felt like her, and she managed to combine both the 

western and the Indian facet of herself. She looked chic, stylish and individual and got lots of 

complements and glances from her friends. She constituted her “self” on the surface of her 

body, combining both biographical and relational facets. She successfully hangs her “self” on 

the outside - her past, her travels and her ethnicity were objectified through the clothing from 

her wardrobe. Instead of looking at past events and choosing “safe” items like Sophie, Mumtaz 

created something novel and bold (Woodward 2005). 

Although these case studies are examples of when a recipient went to bigger events, the 

questions the women ask themselves may occur in their everyday lives. The theory makes for 

an interesting tool when analyzing and mapping the premises of durable apparel, since it 

includes consumers’ surroundings and whether they feel that the apparel they have chosen to 

wear are successful or not. 

 

4.2.3 Honeymooning & alleged beauty 
Jonathan Chapmans work “Emotionally durable design” (2012) describes a phenomenon he 

calls “The honeymoon period”. The phenomenon is the first stage after a consumer has bought 

a product, when everything feels new and exciting. However, similar to the actual honeymoons, 

these stages are short-lived. In the case of an actual honeymoon, the transition to the stage of 

“normalcy” and the everyday life is expected and therefore runs more smoothly. Chapman 

explains that this is contingent on that both parties involved are synchronized with reality. 

Therefore, the disappointment of the honeymoons end is rarely nurtured and thus the 

disappointment of the end does not continue to grow (Chapman 2012). However, in the case of 

buying a product, the life of normalcy and reality are in many cases forgotten. The products 

rarely live up to what Chapman describes as “promised utopian futures” and are therefore 
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almost guaranteed to become a disappointment when the “honeymoon” ends. The end in these 

cases are rarely smooth, but abruptly awakening, and in most cases the “death” of these product-

person relationships. Chapman continues describing that most consumers today have become 

“serial honeymooners”, and that instead of a real honeymoon that leads to a marriage they have 

what he describes as “one-night-stands” (ibid.). 

In Harper’s work “Aesthetic Sustainability” (2018) she describes what she calls “fleeting 

beauty”, a transient beauty that what most people in our culture associate with the word 

“beauty”. Today, beauty is often something “new”, “crisp” and “polished”. This form of beauty 

is fleeting, as it not is something associated with decay, wear and aging. As this form of beauty 

is something that wears off in time, “beauty” in many cases in our society means “something 

new”. As a consequence of this form of beauty, the newness has become more attractive than 

the aesthetic value itself. This is a concept the fashion industry and the fast fashion brands takes 

advantage of. However, the consumers constant search for something new and exciting involves 

an indifference and can be meaningless (Harper 2018). Referring back to the honeymoon 

excitement described by Chapman, this form of beauty can make the recipient ignore all of the 

critical assessments. An object’s power of immediate attraction can make them overlook the 

impractical qualities of the garment, and eventually lead to frustration (Harper 2018). This 

happens, according to Chapman, due to the lack of reality awareness in the honeymoon stage, 

and it only occurs to the consumers in the abrupt meeting of everyday life (Chapman 2012).  

As mentioned in the section literary review, Veblen speaks of the three criteria garments must 

fulfill; exclusiveness, inconvenience and up to date, meaning the latest fashion. Veblen 

describes fashion as an “alleged beauty”, and similar to Harper’s description of fleeting beauty, 

it is something that is transient and will not remain appealing over time. A new style comes into 

fashion every season and remains attractive for the season contingent on that it has novelty. It 

goes out of fashion as the novelty wears off or is replaced by some other style of newness and 

novelty (Veblen & Banta 2007). Veblen describes the innovations and fashion to be “alleged 

beauty”. When seen in a perspective of half-a-dozen years, even the best of fashions will 

become something grotesque and by then the attitude towards it has developed to what he calls 

“aesthetic nausea”. According to Veblen, fashion is an innovation of a garment, and that it is 

this innovation that eventually leads to a form of disgust (ibid.). 

 

4.3 Design strategies 
 

4.3.1 Classical Design 
The classical design strategy intentionally reduces products’ “fashionability” and aims to result 

in long-lived classical products that remain popular and accepted over time (Mugge, 

Schoormans & Schifferstein 2005). In contrast to short-lived products which are characterized 

by fashionable and trendy features the focus in classical design is to make products that are 

resistant to changing customer preferences and tastes (Haug 2018). These products are designed 

for longevity and possesses qualities such as timelessness, versatile and should be easily 

combined with other products (Tischner 2001). In order to ensure product longevity, the 

aesthetics of classical design products must not reflect trends and fashions (Haug 2018). These 

are bound to be outdated by their very nature (Ertekin & Atik 2015; Veblen & Banta 2007) and 

therefore oppose the core function of the classical design strategy. 

 

It is, although, questionable if designers consciously can create genuine timeless design, since 

products are affected by fashion cycles. Nevertheless, the classic design strategy is considered 

to lengthen the time until a product becomes old-fashioned (Mugge, Schoormans & 
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Schifferstein 2005). Even though a timeless product, or, a design classic, is a product that 

ideally retains its appeal over a long period of time without being outdated or old-fashioned it 

might be affected by the fashion cycles. In some cases, products lose their status of having 

timeless properties and therefore their status of being a classic. They can therefore lose 

popularity and become outdated. However, it is argued that these very properties are the ones 

that may gain appreciation again after a period of time. Products that possess properties of 

timelessness could therefore be considered classics, then outdated, but tends to be resilient and 

bounce back to once again be considered a classic (Haug 2018).  
 

4.3.2 Exclusivity 
The design strategy with an exclusivity focus is concerned with products that consumers 

treasure highly. This can be achieved through various approaches that all result in unique, 

tailored or high-quality products. The core function of the strategy is to obtain products that are 

considered scarce, meaning that they are extremely hard to come by and therefore will be 

treasured more highly. It is argued that this might result in higher level of maintenance and 

therefore retained appearance, which in the extent has an effect on the product longevity, hence 

prolonging the period of use (Haug 2018).       

 

Other types of products that can be considered as a result of the exclusivity strategy are 

traditional tailor-made products. By nature, these are products not only hard to come by, but 

nearly impossible to obtain, since they are created based on one specific consumer’s 

preferences, needs and measurements. These factors contribute to products with both perfect 

physical and emotional fit (Niinimäki & Hassi 2011) which are additional factors that results in 

higher consumer maintenance. Another product category which shares some qualities with 

tailor-made products is luxury goods, which is also considered to be a product category of high 

quality. Both of these categories are more expensive than ready-made mass-produced products 

(Haug 2018), and expensive garments are preferable when expressing high social standing 

(Veblen & Banta 2007). According to Veblen, the high expense indicates exclusivity and 

novelty in itself, when comparing these products to mass produced products (ibid.). In relation 

to product longevity, high expense serves solely as a factor that contributes to consumers’ 

positive attitudes toward product care (Haug 2018). This form of price strategy is also used in 

the pricing of slow fashion garments, to increase the product’s value and thus consumers are 

more likely to take better care of the products (Jung & Jin 2016). There are products within the 

category of luxury products that almost never become outdated or old fashioned, for example 

watches, jewelry and bags to mention a few. The main reason for this is that luxury products 

are often associated with style rather than trends which results in properties that prevent 

changing consumers’ attitudes to toward the products and are therefore kept longer (Haug 

2018). 
 

4.3.3 Human centered design 
Human centered design, sometimes called user-centered design, attempts to have a strong user 

focus meaning that the consumer is the main focus when developing a new product. “This may 

involve giving extensive attention to user needs, wants, and limitations at each stage of the 

design process in order to design products that fit users better and, thus, are more likely to create 

emotional attachment” (Haug 2018, p. 20). According to Giacomin (2015) personas and 

scenarios are commonly used to describe people and their contexts, and with this knowledge 

one can determine their needs. The core focus of all design processes is therefore the 

identification of meaning which the product should offer to the user. Human centered design is 

based on techniques obtaining an understanding of the users. He explains the vital 

understandings to be the 
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...needs, desires and experiences which often transcends that which the people themselves 

actually realized. Human centered design is thus distinct from many traditional design 

practices because the natural focus of the questions, insights and activities lies with the 

people for whom the product is intended, rather than in the designer’s personal creative 

process.  

                                                                                            (Giacomin 2015, p. 610) 

 

The quote above stress that the focus when designing lies on profound understanding of the 

consumers and the fact that the consumers themselves are not always aware of all their needs 

and desires. According to Sanders and Stappers (2008) the human centered approach is verified 

to be the most useful when designing and developing consumer products. Although it is 

emphasized that products are no longer simply designed for users. Design is concerned with the 

creation of future experiences of people, communities and cultures who are constantly 

connected and informed (ibid.). By applying a strong focus on the end user, the consumer, in 

the design process the human centered approach intends to extend the lifetime of the product 

(Haug 2018). 
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5. Result & analysis 
This chapter reviews the collected data consisting of interviews with three apparel companies 

and seven consumers. The data collected by the apparel companies showed characteristics of 

apparel with durable aesthetics, as their best-selling core products were identified and 

analyzed. Furthermore, the aesthetics of their core-products showed a strong link to the 

companies’ DNA that can circumvent the fashion mechanism. The data collected from the 

consumers showed their premises of apparel. The interviews also showed how feelings towards 

a product develops over time and what kind of feelings are connected to different categories of 

apparel. The section is structured as 1. how the feelings towards apparel is developed over 

time, and 2. the struggle between imitation and identity, both based on the consumer interviews. 

Finally, at stage 3. the data collected from informants from companies is used to identify their 

core-products and how they circumvent the fashion mechanism. 

Participant (fictional name) Perceived as style/trend oriented Age 

Brooke Style oriented 25 

Sarah Style oriented 24 

Elizabeth Style oriented 27 

Hannah Style oriented 24 

Claudia Trend oriented 25 

Kate Trend oriented 26 

Diana Trend oriented 23 

Table 1. Participants representing the consumer perspective in this thesis. 

 

Participant from company Occupation  Type of company 

Elvine CEO Branded retailer 

Nudie Jeans Vice CEO Branded retailer 

Oscar Jacobsen Creative Director Branded retailer 

Table 2. Participants representing the apparel company perspective in this thesis. 
 

5.1 Keep or dismiss 
 

5.1.1 “Marriage” versus “Divorce” 
The theory of “honeymoon” described by Jonathan Chapman (2012) showed to be a good way 

to map how consumers attitude towards apparel develop over time.  The theory allows for a 

structure that looks at what the consumers felt towards the garment at the beginning, and how 

these feelings develop to either boredom and rejection or safety and appreciation. The following 

section will first show the categories of emotions towards a product, and how these developed. 

The two last sections will connect these categories of emotions to the specific aesthetics and 

characteristics of the garments. 

The timespan of this development is defined from when the garment was bought until (1) it no 

longer was used or (2) remained in the consumers’ wardrobe and continues to be used for a 

long period. A pattern was recognized in how the feeling was at the beginning and how their 

attitude towards the product developed during the products career, similar to the “honeymoon” 

process described by Jonathan Chapman (2012). He calls the first stage after buying a product 

“the honeymoon” and if the product still appeals to the consumer after this period, the product 

has made into the consumers life of “normalcy” (Chapman 2012). Characteristics of this process 

were found in the data collected. However, in the majority of cases the informants talked about, 
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they only felt the “honeymoon”-excitement for garments that eventually led to what is called 

“divorce”. The honeymoon-excitement consisted of feelings expressed by the consumers as 

“wow!”, “aah!”, “exciting”, “looks amazing” and “fun” – overall feelings of agitated 

excitement. Most of these products led to what is called “divorce”. If a product reached the 

divorce stage, it was either disposed of or no longer used. The feelings at this stage were 

expressed by the consumers as “tired of it”, “it lost its thing” and “an idea that failed”. Another 

form of feelings was also discovered at the first stage of buying an apparel. Instead of agitated 

excitement, the feelings were of a more “appreciative” nature. When buying these garments, 

the consumers felt “happy”, “satisfied”, and in some cases “hopeful”. Mostly, the garments 

were described to be “a perfect fit” and “compatible”. The garments bringing out these feelings 

often led to what is called the stage of “marriage” and what Chapman (2012) calls the stage of 

“normalcy”. This means that the garment has made it past the “honeymoon” stage, has been 

used on a regular basis over a long period of time. At the marriage stage, the consumers 

expressed the feelings they got from these garments as “safe”, “beautiful”, “exclusive” and that 

there was an “emotional bond” and they “keep on giving”. To illustrate how these feelings in 

the majority of cases develop, a model was created (see figure 5). 

 

Figure 5. Illustration of categories of developing consumer emotions towards marriage versus 
divorce garments. 

 

5.1.1 “Marriage” 
Several consumers described the process of how the feeling of the appreciative nature turned 

into something they always went back to, something that gave them the feeling of “safety” and 

kept delivering. The feelings at the first stage were of a calmer nature, and were described as 

“happiness”, “satisfaction” of a find or a perfect fit. Brooke describes the feeling when she finds 

such a garment like this: 
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It makes me happy in the moment, depending on if it is a “find”, something I find 

coincidently that feels perfect. As if it was made for me, even if I hadn’t planned to find 

just that. Or if I have been searching for something, something I have missed in my 

wardrobe for a long time. And when I find such a garment, it makes me feel happy and 

satisfied. 

Brooke continues describing how this feeling develops over time: 

In the beginning it might feel fresh and as if I get energy from it, if it is something I have 

missed, thought of, imagined or even dreamt of. And if it’s a garment I wear over time it 

can turn into something that feels safe. I think I feel safe in some of my garments, that I 

know always feel good to wear, that always feels nice and I frequently return to. 

Some of the consumers also described that when they bought these items, it felt more strategic 

in the sense of it being a planned purchase, something they laid more money in and something 

they expected to last over time. Diana describes a jacket that has entered the marriage stage, 

and she describes the feeling of when she purchased the garment like “I felt it was a strategic 

purchase, it fitted perfectly, and it was better investing more money in a jacket that I really 

wanted”. 

A majority of the consumers described the garments they had kept for a long time as something 

they felt safe in, that it always worked and something that made them feel nice or even beautiful. 

The majority of apparel in “marriage” stage was described by the consumers as having similar 

qualities. The characteristics the majority used to describe these garments were: 

• High quality 

• Always works and “timeless” 

• Basic 

• Exclusive 

• Looked well made 

• Easy to dress up and down 

• Compatible 

• Fits well 

Several of the garments that were kept for a long time was typically described as basics. These 

had a strong connection to the expressions Harper (2018) calls the pleasure of the familiar, as 

they were something expected and comfortable, not challenging. To the consumers interviewed, 

the term basic was used to describe for example simple t-shirts, but in most cases something 

that was compatible with many other garments and something they could dress up and down. 

These garments were often jeans, suit trousers and white shirts. However, to become a basic 

that they loved, the garments also had to fit well and age well. Diana’s black jacket mentioned 

above, has similar features of a trench coat and has a fabric that drapes nicely. She uses it all 

the time, spring, summer and fall, and she describes it as being very compatible, she can dress 

it up and down, it’s practical and has a fine silhouette that falls nicely on her body. When asked 

why she has hold on to the jacket for so long she says, “It’s timeless. It is nothing about that 

says that it is unmodern”. 

Many of the consumers described the garments making it to the marriage stage as basics and 

compatible and described the expressions to be timeless and classical. Diana’s explanation rings 

in what made them timeless and classical. Many of these garments falls under the category of 

the expressions minimalism and functionalism, in the sense that they were simple, did not have 

any unnecessary décor and were therefore neutral to of time and place (Harper 2018). When 

Brooke was asked why she kept these garments she answered, “Maybe the timelessness, that 

they are neutral but also that they are garments reoccurring in fashion, even though they might 
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change shape or color”. Even Kate described garments making it to this stage as reoccurring in 

fashion, and that there were certain items and materials that always looked the same and 

therefore always worked. 

However, some of the consumers described that garments falling under this category, basics, 

are still something they can grow tired of. Sarah describes a grey knitted polo sweater she got 

in 2016, that does not have any faults, but she has still grown tired of it. When she first got the 

sweater, she thought it looked amazing. She also found it to be pretty basic, and that it worked 

with several of her garments, furthermore that it was very comfortable to wear. She wore it a 

lot the first year, the second year more rarely and now it just lies still. When asked why that is, 

she explains that it still is comfortable, that it does not pill, but that she was just tired of it. She 

also describes an Acne sweater she has had since 2013. When she first got this sweater, she 

describes the feeling like “pure happiness”. At the time she got it, she was still in high school 

and naturally the economy was restricted. She said that up until then, she had bought her clothes 

typically on H&M, but now she had an Acne sweater which felt “cool”. This speaks to what 

Veblen calls exclusivity, demonstrating the expensiveness of the garment (Veblen & Banta 

2007). All of the consumers said the garments they kept and wore for a long time were of high 

quality, and a majority also said these garments expressed high quality. To the consumers, these 

expressions took form in the garment looking “well made”, looking “well sewn” and 

“exclusive”, and fitted their body well and were made of “luxurious materials”. This speaks to 

the expression of exclusivity. Veblen points out that a garment must not only be exclusive but 

express its exclusivity (Veblen & Banta 2007). Sarah continues that the brand probably had a 

saying in her happiness, but that she really loved the sweater itself.  

At the time when she got it, it fell under the other category Harper (2018) calls the pleasure of 

the unfamiliar, as she said that at the time it wasn’t basic to her, but at a higher level, “above 

basic”. But today, to Sarah, the garment is more basic. Several consumers have described this 

phenomenon as well, that at the time they bought a garment it felt pleasurably unfamiliar in the 

beginning, but that it turned into something pleasurably familiar. Elizabeth described a similar 

development of when she bought a black denim skirt. She had some additional feelings when 

buying a garment, that differed from the rest of the consumers interviewed. Elizabeth described 

the feeling of being hopeful and a little insecure when buying a new garment. She describes it 

like this: 

I typically feel satisfied and expectant, I would say, this feeling of excitement for the next 

time when I’m going to wear the garment. At the same time, I can feel, not exactly anxious, 

but I’m typically the person who buys something and regrets it, and then I never wear it 

again and the garment just lies there for a year. I can also be the one who has hope for 

loving the garment, it can really be both. It’s not always this wonderful feeling of love. 

What makes Elizabeth differ from the rest of the consumer informants is that she by experience 

knows and remembers that she cannot always trust the way she feels is what she is going to feel 

after a while. She explains that she needs to “test” the garment in its surroundings before she 

comes to terms with it. As for the skirt, she was a little insecure when she bought it, as she 

rarely wore skirts at all. But she still wanted it and stepped out of her comfort zone. However, 

this item has since then become one of her favorites. She now views it as pretty casual, its 

compatible and she can dress it up and down. To her it has now become a “safe” garment and 

gone from what was the pleasure of the unfamiliar to the pleasure of the familiar. In the 

beginning, she found it unfamiliar and somewhat challenging as it was an item outside of her 

comfort zone. It was not unfamiliar in the form of disorder and asymmetry, but something 

unfamiliar to her core style and identity. And it has turned into something pleasurably familiar 

in the sense that she now feels safe in the garment and she easily can combine it with other 
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items.  However, the possibility to be able to dress it up and down, with sneakers or a nicer top, 

was how Elizabeth could create a variation with it. Many of the garments making it to the 

marriage stage, such as this skirt and Diana’s jacket were easy to dress up and down. When the 

consumers craved a contrast, they would in most cases wear an accessory to make the outfit 

“stand out” more. Sarah were asked why she had kept the Acne sweater and not the grey polo 

sweater. She responded: 

I think it’s the expression of them. The Acne sweater is more basic and timeless. And it has 

a smoother surface, while the other is ribbed… And the polo sweater feels more like a 

winter apparel, while the Acne sweater I can use all year around. Oh! I think the color 

played a big part in this. As the polo sweater is grey, when I wear it with black or grey 

trousers, the whole outfit feels so dull. While the Acne sweater, being light pink, it sort of 

‘pops out’ more. 

Sarah considered the Acne sweater to be more timeless and something that was not restricted 

to a season of the year. Furthermore, the Acne sweater created a contrast to what she wore at 

the bottom, something that “popped out”. The grey sweater was colorwise too similar, and at 

some point, it became boring. The clothes that to the consumers falls under the category the 

pleasure of the unfamiliar must fit their personal style and what core function apparel has to 

them in order for the garment to become regularly worn and appreciated. Sarah describes her 

core style as basic at the bottom, and something more happening on the top, like shirts and 

sweaters with fun silhouettes or slightly “crazy” secondhand shirts with colors and patterns. 

The Acne sweater fulfilled these criteria. As for Elizabeth’s skirt, that also was something 

unfamiliar to her in the beginning, fitted with her core style as she could wear her sneakers with 

it, making it sporty that she describes as her core style. 

In the figure below (figure 6) are garments that have made it to the “marriage” stage. The figure 

demonstrates that garments reaching this stage have a large range and variety. What is common 

to all is that the garments are in line with the consumers core style and that they fulfill the 

consumers premises of apparel. 

 

Consumer core 

style 

Item Characteristics described by consumers 

Minimalistic – items 

with a unisex 

expression, typical  

“workwear” 

 

Black straight denim jeans Timelessness, neutral, fine decay, 

reoccurring in fashion, cotton, does not pill, 

classic, always works. 

Minimalistic - Basics 

combined with 

contrasting 

accessories 

Black light weight coat Timeless, compatible, easy to dress up and 

down, beautiful silhouette, drapes nicely 

Proper always 

combined with fun – 

suit items combined 

with contrasting 

“fun” items 

Denim jacket Reoccurring in fashion, always socially 

accepted, always works 
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Proper always 

combined with fun – 

suit items combined 

with contrasting 

“fun” items 

Knitted sweaters Reoccurring in fashion, always socially 

accepted, always works 

Well-dressed and 

relaxed – basics 

combined with 

sporty influences A 

Jumpsuit with flower pattern Fits perfectly, one-piece outfit which makes 

it functional 

Well-dressed and 

light colors – figure 

based silhouettes, 

combination of 

basics in light colors. 

Midnight blue cocktail dress Simple, classic silhouette, compatible, 

quality, easy to dress up and down 

Expressive - Basics 

always combined 

with bright colored 

and patterned items. 

High-waist skirt in bright 

pink 

Unique, unexpected, special, rare 

Expressive - Basics 

always combined 

with bright colored 

and patterned items. 

Vintage pink, flower 

patterned, knitted top 

Unique, unexpected, exclusive, “never seen 

anything like it” 

Minimalistic - Basics 

combined with 

contrasting 

accessories 

White shirt Crispy, quality, structure, well made, fine 

decay 

Expressive – basics 

bottoms combined 

with bright, patterned 

or volumes tops. 

Light pink straight college 

sweater 

Timeless, high quality, exclusive, does not 

pill, compatible, “pops” color wise in 

combination with basics  

Figure 6. Table demonstrating the diversity of durable aesthetics based on long-term apparel, 

with connection to consumers core style. 

 

5.1.2 “Divorce” 
Several of the consumers described a development of how the feeling of agitated excitement 

turned into “loss of interest” and a garment they grew tired of. In the first stage, the majority of 

the consumers described the feeling almost like an ecstasy. Claudia says she often feel very 

excited about new garments, so excited that she wears it the next day even though it is the wrong 

weather for it. Diana describes this stage like this, “I get so excited by certain things that I nearly 

rip off the pricetag in the store. Well, I don’t, but almost”. 

These cases clearly show the character of what Chapman (2012) calls the “honeymoon” stage, 

where it feels new and exciting. However, these feelings have shown to come to an end. By 

nature, honeymoons are of nature short-lived, as is the case with these stages in terms of clothes. 

Claudia continues telling how these feelings in most cases develop. She says that sometimes 

she only wears the garment twice before she realizes that it is impractical or does not work with 

the jacket she uses the most. Kate describes the development like this: 
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It’s as if the it has lost its thing and that I might associate it with the time when I bought 

it… And I feel that it’s not, how do you say, it’s the feeling I guess. It feels passé. And then 

it feels ‘passé’ wearing it as well. 

Sarah says that she tries to not follow trends that much, being aware of the negative impact of 

the fashion and textile industry. If she sees a gorgeous garment at H&M for example, she knows 

that she only will want to have it for half a year at most, before it becomes “ugly”, and therefore 

avoids buying it. When asked why that is she answers: 

I think the eyes grow tired of trend items. For example, a while back there was a top with 

open shoulders that I thought was gorgeous, but I grew tired of it. Of the open shoulders. 

And after that, I haven’t wanted it at all, because I think it looks cheap. I think it would 

have been very difficult to make it look expensive to me, because now I associate it with 

H&M and Bik Bok (fast fashion brands) and so on. 

This description is highly in line with how Veblen described the characteristics of fashion. The 

new though restricted innovations, as Veblen calls them, are both what attracts in the beginning 

but also what makes it appalling or in one of these cases tiering after a shorter period (Veblen 

& Banta 2007). In Sarah’s case the open shoulders was the feature attracting her towards the 

garment but also what made the garment off-putting after a short time. Claudia describes a 

leather jacket she has had a while, but that she now has grown tired of. The jacket has lots of 

“stuff” on it, like belts, zippers and studs. In general, she likes leather jackets, as she finds them 

timeless and that they have an attitude. However, Claudia wants a more “simple version” of it. 

In this case the innovation of the garment came in form of decoration. Sarah explained that the 

top with the open shoulders had lost its exclusivity due to the association to the inexpensive fast 

fashion brands. This is also pointed out by Veblen, that “copies” always have less aesthetic 

value and a lower market value as it will never be as exclusive as the original. To Sarah, the 

association to the fast fashion brands is part of what “killed” the appeal. Claudia concludes in 

her resonation of garments that often lead to divorce “It rarely happens that the things that make 

me “Aaaah!” (wow!), and are really excited about at first, get to stay in my wardrobe for a 

longer period”. 

Several features of the garments that ended at the divorce stage were identified. The list below 

consists of the most used characteristics and words the consumers informants used: 

• Poor quality 

• Impractical 

• “Trend item” 

• Unnecessary decor 

• Association to cheapness 

Although Veblen’s theory of the desired quality “exclusivity” were shown true in a majority of 

the cases in the interviews, the quality “inconvenient” or as the consumers described it 

“impracticality” have shown to be an undesired quality and often what leads to dissatisfaction 

and dismissal. Veblen describes inconvenient apparel to be for example skirts, dresses and 

shoes with high heels. The reason people wanted to have inconvenient apparel was to 

demonstrate their distance from productive labor, and thus express their high pecuniary 

standing. Although skirts and dresses still are worn and wanted today, and are examples of what 

Veblen calls inconvenient, the garments today have to be practical and functional. They might 

visually have some of the characteristics Veblen described, but they need to function and be 

comfortable. Elizabeth tells that she rarely wears something that is very nice but very 

uncomfortable, as she considers comfort to always come first. Some of the consumers 

considered practicality and comfort as similar qualities, and it was of high priority apparel wise 
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to a majority of the consumers. Hannah described what she considered comfortable clothes as, 

“those who don’t sit tight. Well, I consider high-waist stretch jeans comfortable because in 

those I can still move”. 

 

5.2 Imitation versus identity 
 

5.2.1 Belonging versus self-expression 
All of the consumers were to some degree affected by the context and their wish to belong. 

How much the consumers were affected varied from person to person, and what context they 

were in. The context included everything from events, what people were there and what kind 

of get-together it was. In the case of specific events, the majority of consumers found it difficult 

to decide whether their outfit would be “overdressed” or “underdressed” for the occasion, which 

indicate both their wish to belong and that the context affected their choices. To avoid a failure, 

some of the consumers would talk to friends before an event, to synchronize the “level” of how 

they would be dressed. They found comfort in going to an event in a group where the outfits 

had been discussed. Kate had this challenge when she was going to a bigger party and did not 

really know the people she was going there with. She did not know what was expected of her, 

apparel wise: 

I think if I had known some of them, if it had been me and two friends going, we could 

have discussed the outfits beforehand. Then it probably wouldn’t be that important, if we 

were overdressed or underdressed, because it was such a big event and there would have 

been all sorts of people there. But now I didn’t know the people I was going with, and 

therefore didn’t know what to expect. 

Kate handled the challenge by choosing what she called something “safe”, a black jumpsuit and 

dress it up with accessories. As the color theme was purple, a color she found difficult to work 

with, she chose to paint her nails in purple and had a purple bag as an accessory. To Kate this 

outfit became a success. It felt “perfect” for the occasion. This phenomenon is what Simmel 

calls “the need of belonging” – and in the case of events with new people and a new setting, 

this showed to be of high significance to some of the consumers. Claudia was highly affected 

by the context in her everyday life as well: 

I have different group of friends where I dress differently based on what mood I’m in. I 

like feeling cool, tough and a little masculine sometimes. But I also enjoy being really 

feminine as well. It varies based on what I feel like and that, of course, is dependent on 

what group of people I’m going to meet. The outfit-mood varies according to whom I’m 

going to socialize with. 

According to Simmel, fulfilling the need of belonging provides the mind rest. In the cases of 

consumer informants in this thesis, it made the wearers feel comfortable. However, the 

consumers wanted to feel some sort of belonging, it showed to be as important, if not more 

important to express one's’ identity in the majority of cases. Kate says she wants to express that 

she is a serious person, but also fun. She realizes this by combining nice, neat clothes, such as 

suit trousers and nice blazers with more “fun” items, such as colorful tops, t-shirts, and rough 

jeans. At the event her outfit was a success since the black jumpsuit felt safe and she also made 

it more fun with accessories, which is similar to how she describes her visual identity, and the 

purple touch also gave her the success of belonging. Woodward (2005) speaks of the 

constructed self in the eyes of others, and that this varies from place and the people present. 

This was shown to affect all of the consumers to some degree, like the examples of Claudia and 

Kate shown here.  
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5.2.2 Imitation versus core style 
Several of the consumers described incidents when they had imitated a style or a look, and how 

these imitations did not stick and nor became a success. This happened because it did not feel 

as if it was “really them” and did not fit their core style. Elizabeth for example, describes her 

everyday style as somewhat sporty - typically comfortable jeans with oversized tops, always 

combined with a pair of sporty sneakers. She even chooses colors and clothes based on her 

bodily aesthetics, mostly her hair - she has golden hair with lots of nuances. She finds her hair 

color, skin tone and eye color fits very well with rusty reds and the color green, which have 

become her favorite colors for clothes. Before she realized that this really was her core style, 

she often bought more “girly” items and the color pink, however this style and color did not 

stick. It didn’t fit with her identity as she says she has always been a more sporty person. 

Brooke’s silver skirt was something she had seen on someone else and though it looked good 

on that person. However, it did not fit her core style, and thus she never really feels comfortable 

wearing it, even though she objectively finds it good-looking. It is not her. Brooke describes 

her core style as unisex and with straight clean lines, somewhat like “workwear”. She says that 

she has tried several times to look more “party-like” with for example a black glossy skirt, and 

more girly features on party occasions. But as it does not fit with what is “really her” she ends 

up feeling uncomfortable. When asked why she thinks this happens she answers: 

It might be that I meet other people with another style that I get inspired by or that I think 

looks really good, which makes me want to choose something similar sometimes. But when 

it actually comes to wearing it, it doesn’t at all feel good to wear, it doesn’t feel like me. 

The worst thing that can happen is to feel like you are wearing a costume. Then you feel 

uncomfortable and get a bad posture. 

To Brooke, and several of the other consumers, it is not the garment itself that does not look 

good in these cases, but that it does not feel like them. Several of these incidents made the 

consumers realize that the garment was not them and that they did not want to dress up looking 

someone else. Even though Brooke wants to feel more girly sometimes, it does not work in the 

way she thinks it works for others. She even asked her friends whether it bothers them that she 

does not dress up more. But she has come to terms with that it is not her, and that she is not 

comfortable in it. Brooke concludes: 

The idea lures me, the idea that I will feel nice when wearing it, but when I do put it on it 

doesn’t make me feel nice and it doesn’t make me feel the way I hoped it would make me 

feel. I don’t feel nice, nor sexy, it just feels as if I’m trying something. I just feel ridiculous. 

A majority of the consumers described these kinds of incidents and the negative outcome. In 

relation to Simmel’s theory (Clarke, Doel & Housiaux 2003), this indicates that in the case of 

actual imitation, be it a style or an item, identity and self-expression in most cases stands 

stronger and cannot be excluded when evaluating whether an outfit is successful or not. 

 

5.3 Aesthetic functions 
The results showed that garments had several aesthetic functions to consumers, the most 

important were all related to personality – either directly reflecting personality, their personal 

mood or values. The aesthetic function could also be to create a belonging to a group or an 

event, but in these cases their personality always had to be part of the expression in order for 

the outfit to become a success. In the case studies conducted by Woodward (2005), when 

women dress they always ask themselves the question whether the outfit is really them. They 

also consider what people they will encounter and what place they are going to when creating 

an outfit. In the incidents when an outfit did not feel like a success, it was always connected to 
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that their personality was not represented through their outfit. It was not really them, either 

because the desire to belong had played too big a part when in the decision making – or because 

they had imitated someone or a style making them feel uncomfortable. Either way, their 

personality was not conveyed the way they wanted. Based on these findings, there was a clear 

indication that communicating personality and to feel like themselves in their clothes were of 

high significance and a strong premise for their apparel. 

Based on the interviews it was possible to ring in what the main aesthetic function apparel had 

to the consumers. This was identified by recognizing what motivated their choices in apparel, 

and how it made them feel. The following aesthetic functions were recognized as: 

• Reflect personality 4 out of 7 consumers 

- Whereof two specially wanted to express that they were happy and comfortable with 

it. 

- Whereof one especially wanted to complement/make up for what she could not 

express socially with aesthetic expressions. 

• Reflect values 1 out of 7 consumers 

• Reflect mood 2 out of 7 consumers 

 

The first on the list above, “reflect personality” were recognized in four out of the seven 

informants. Two of the consumers, Sarah and Kate, wanted to express that they were creative, 

and Kate especially wanted to be seen as serious but fun and that she worked in the creative 

sector. Kate expressed her personality by combining “seriousness”, like suit pants and blazers, 

with something “fun”, like colorful tops, or by giving it a more relaxed look with rough jeans. 

Sarah wanted to express that she was comfortable and creative, and expressed her creativity 

with colorful second-hand tops and tops with fun silhouettes, and comfortable jeans at the 

bottom. Kate and the third consumer, Diana, also wanted to express that they were satisfied and 

happy with their personality and that they had a relaxed relationship towards it. Finally, the 

aesthetic function to Hannah, was to make up with her clothing what she could not convey 

during first expressions socially. She said that as she was not very outgoing, she chose clothes 

that were “outgoing” and that stood out from the crowd, by using colorful and patterned 

garments. 

Brooke’s function was highly related to her values and her personal views – there should be no 

distinction between men and women in society today. She expressed this by choosing gender 

neutral clothing and stated that the unisex expression was the best thing she could imagine in 

clothes. 

To Claudia, the aesthetic function was to dress up a bad day. She dressed for the state of mind 

or mood she wanted to achieve. If she felt badly, she would come to a better mood by putting 

on light colored clothes. She also shifted in how she wanted to feel, between a sexy confidence, 

masculine and feminine. And the clothes she chose, would help her achieve these feelings. To 

Elizabeth, the aesthetic function was to reflect what mood she was in. If she was happy and 

inspired, she would wear colorful and patterned items.  If she was in a low and dark mood, she 

would wear all black, and if she felt happy she would wear more colors. On the other hand, if 

she felt uninspired and did not care, she would wear something safe and neutral colors like 

black. The latter was a phenomenon that was seen in a majority of other consumers as well. 

When uninspired or uncertain, they would choose “safe” items, mostly basics that were in 

neutral colors such as black and white, that were easily combined with other items. 
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5.4 Fashion versus company DNA 
The interviews with the companies aimed at identifying their core products, what their 

characteristics were and how long they had looked this way. Furthermore, the representatives 

from the companies were asked what the inspiration for development had been for these 

products. None of the core products were based on trends. 

Two out of three companies’ core products were one product group, even though they had 

several product groups. The third company had core products in several product groups. The 

two companies with core products in one product group were Elvine and Nudie Jeans. Nudie 

Jeans core products are dry denim jeans with a regular fit – these products represent the core, 

the DNA, of the company. When the company representative of Nudie was asked why this was 

he answered: 

It was the passion for five pocket jeans in dry denim that was the foundation for the 

company. They are the only jeans that become unique through their decay. They become 

the most authentic […] the two most important things are that they should have a good fit 

[…] and that they are durable. To be able to use them for a long time it has to be high 

quality to withstand wear and tear. This is the core. 

Dry denim jeans are typical products that have a positive aesthetic decay in the sense that the 

consumer make their own mark on the product (Harper 2018), making them more authentic and 

unique. The respondent explains: “We take inspiration from the passion for jeans – we don’t 

look at the catwalk, but at ourselves and others throughout history, the craft. And what’s great 

is that you can break in the jeans yourself”. These jeans are also a result of a classical design 

strategy, which aim to create long lived products that remain popular over time (Mugge, 

Schoormans & Schiffferstein 2005). He explains that some of the jeans they sell today has had 

the same model since the start up, meaning 18 years ago, and are still some of the best sellers 

to this day. 

Elvine’s core products are clean and functional jackets, made for an urban environment. The 

CEO of Elvine describes their jackets as: 

Our jackets are somewhat anonymous – they don’t attract attention in that way. When you 

look at our customers, you’ll find all kinds of people. It sounds bad to say that our jackets 

are anonymous, but I say that ‘our jackets don’t make you, you make the jacket’. 

Elvine’s jackets are sturdy, something the CEO believes the customers connects with high 

quality. They also have what she calls “nerdy details”, such as taped seems and 10 000 in water 

column, details they think the core customers appreciate. She continuous that these jackets 

might be viewed as boring by some people, but that she thinks it is the other way around. It is 

something positive, and it is a criterion if a consumer is to keep it and wear it for a long time. 

These products are in line with what is the result of classical design. The fashion is not present 

in their characteristics (Haug 2018) in the sense that they are of minimalistic and functionalistic 

character (Harper 2018). If the jacket somehow is in need of replacement, the customer wants 

the same jacket. The representative explains that if a customer once has had an Elvine jacket, 

they want one once more as they have experienced the timelessness and its compatibility. These 

are also criteria for a product that is a result partly of the classical design strategy (Haug 2018). 

Their bestseller is a jacket that is very compatible and casual, and the model has been the same 

for 8 years. In addition to the classical design strategy, Elvine’s jackets have a clear connection 

to the human centered design strategy. The jackets are made to solve challenges of the urban 

life, with for example the “nerdy details” described above. The representative from the 

company explains that they have had projects when they go to different places in the city, to 

experience their environments and connect with their needs. She elaborates: 
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I don’t really like asking what the customer want, as they are all about the here and now. 

Don’t ask the customer what they want, because they don’t know before they see it. But 

you need to understand the customer, in order to know what needs they have. You need 

place yourself in their shoes. 

The citation above clearly rings in a human centered design strategy and is in line with what 

Giacomin (2015) explains as the most important focus of the human centered design strategy. 

He explains that the designer needs to understand the purpose of the product, and develop it 

based on the needs and desires the consumers have in relation to the garment. 

The representatives from both Elvine and Nudie Jeans explained that they have been less 

successful when creating products that are not consistent with their company DNA. The 

representative from Nudie Jeans explains it like this: 

Problems have occurred when we have listened to the market and created products and 

product groups that not ‘core Nudie Jeans’. This has resulted in (reactions like) ‘wait a 

minute… aren’t you a denim brand?’ This is what we want to get back to. I get that the 

world only wants more and more, and it’s easy to give in and say yes. 

He continuous explaining that they have gotten a lot of flattering attention, such as calls from 

fashion houses. The affect from external parties has led to the making of products that are far 

from their core, such as a blazer. He explains that these singular and inconsistent products need 

a bigger context, such as a collection. He believes that in order to be successful a company 

needs to create a niche and stick to it.  

The representative from Elvine also explained that they have done certain products, that are not 

really them, something they do to attract attention and break up the “anonymity”. 

When we do a jacket, as we have done now in orange with a camouflage pattern for this 

spring, we always fight a little about it. Because that’s not really what we want to do. 

Sometimes you must make products that “catch the eye”. We’re not really happy with 

ourselves when we do this, but we still do it now and then. 

She explains there have been inconsistency, stylewise, of their products but that she wants to 

get back to their core. Similar to when consumers are affected by trends and imitate others that 

is deviating from their core style, companies are less successful when being affected by external 

parties and make products that deviate from their core – the DNA of the company. Simmel’s 

theory of imitation is in relation to individuals, but even here in the case of apparel companies, 

similar incidents occur. 

Oscar Jacobson have managed to create a wide product range that sell well, as they have been 

consequent to the company’s DNA and their customer. The representative from Oscar 

Jacobson, the creative director, describes their products as premium men’s clothing of high 

quality – affordable luxury. When asked what their core products are, he explains that their 

mix-and-match of suits sell really well, as do their outwear and coats. He explains the aesthetics 

are timeless, but that their products also have something special. He gives an example of a man 

he saw in a café wearing a blazer they created 7-8 years ago: 

It can be that it is a special fabric. The man I saw in the café had a vintage 70’s square 

pattern, a blazer. It can be the fabric, it can be the model. It can be a double-breasted coat 

that I know is 4-5 years old. 

Even though some of Oscar Jacobson’s products are more unique, they are described as 

garments that can be worn over a long period of time. They emphasize that the focus when 

developing products are on high quality, they are well crafted and thorough. Oscar Jacobson’s 

products are partly the result of exclusivity design – unique, luxurious and of high quality (Haug 
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2018). They are developed in relation to style, rather than trends, an indication of why luxury 

products remain appealing over time (Haug 2018). As the products are wearable over time, in 

the sense that they aesthetically are accepted over time makes them a result of the classical 

design strategy as well (Haug 2018; Mugge, Schoormans & Schifferstein 2005). As their 

products are based on a core style rather than trends, it gives them the great advantage of being 

able to postpone the release of e.g. a jacket to the next season, if they are not yet satisfied with 

the prototype. They are not dependent on what is fashionable or in style at the time of the 

release. Oscar Jacobson’s products also have a strong connection of the third design strategy, 

human centered design. The creative director meets regularly with ten customers, that are 

retailers, to get feedback they have received from the consumers. He explains that: “The use of 

apparel today is more diffuse. People have less traditional jobs, you don’t use one garment for 

just one occasion. Today, garments are used in more actively”. He continues explains that they 

have started to create products with more functional properties. He describes these garments as 

a combination of the traditional craft and the innovation of materials. Based on the modern 

consumer, he explains that these garments are developed based on the situation the modern man 

finds himself in – like picking up kids from the kindergarten, on his way to work or out for a 

walk with the dog. In relation to human centered design, Oscar Jacobson, imagine the 

consumers life, what situations that will occur and what needs and desires that they have. As 

mentioned, Giacomin (2015) states that the purpose of the apparel, what criteria it should fulfill 

from the consumers point of view, is the core of human centered design.  

The CEO of Elvine discussed that they are not completely sure who the Elvine consumer 

actually is. As Elvine is a company selling garments to retailers, they have little knowledge and 

contact with the consumers of their products. The CEO explains that they want contact, and 

they are thrilled when they receive emails from their customers. Even though they have no 

regular contact, in development of jackets they are able to place themselves in the consumers 

shoes, as in the urban environments. But in development of other products, the CEO explains 

that they are less sure who the consumers actually are. They actively work towards getting a 

more complete picture of the consumer, or rather determining what consumer they want as their 

jackets appeal to many. They do this to understand what the rest of their products should be 

based upon. 

Based on the response from the Vice CEO of Nudie Jeans, their approach is a little different: 

We have a philosophy that *the founder* wrote when we started out. Here it says that we 

do not look at the catwalk […] *the founder* was determined that no one should dictate 

what we would do. This is what we love. If consumers like it ‘that’s great’, if they don’t 

‘whatever’. We will do it either way.  

Rather than determining who their consumer is and base other product groups upon this, 

Nudie Jeans is determined to get back to what they love, what their passion is, and stick 

to it. 
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6. Discussion 
In this chapter the result and analysis are discussed in relation to the theoretical framework to 

answer the research questions set for this thesis. The first section discusses the relation between 

aesthetic functions and durable aesthetics. The following section demonstrates how durable 

aesthetics can take form visually and physically. The final section discusses how these findings 

might have implications in development of apparel with durable aesthetics. 

 

6.1 Aesthetic functions in relation to durable aesthetics 
 

What are the aesthetic functions of apparel? 

How do these relate to durable aesthetics? 
 

As demonstrated in the previous chapter, the aesthetic functions of apparel are several. The 

aesthetic functions are to in one way or another express, or communicate, something – be it 

personality, mood, values or create a belonging. A majority of the consumers’ main aesthetic 

function was to communicate their personality. Furthermore, even though the main aesthetic 

function varied, all consumers always felt less successful when they somehow imitated or laid 

too much weight on trying to belong. This made it clear that expression of personality was of 

high significance to all, even though the dressing motivations from day to day varied. Even 

though the chapter “aesthetic functions” rings in the main aesthetic function to the consumer 

informants, meaning what they held the highest when choosing their apparel, every consumer 

had several aesthetic functions they wanted to fulfill. These varied based on the context, that 

worked as influencing factors. 

The context, meaning the consumers surroundings, affected what aesthetic functions they held 

higher. Examples of contexts that had an affect were what event they were going to, what group 

of friends they were meeting, what city they were in and whether they knew the people or not. 

In these contexts, they were pulled between how much they wanted to create a belonging or if 

they should focus on expressing their personality. Even though the weight of belonging varied, 

the outfit always had to express their personality to some extent in order for the outfit to feel 

successful. Not only the physical and external context affected their choices. Internal aspects, 

such as mood and state of mind, had a significant impact in their choices. They would either 

reflect their mood, by choosing light and bright colors or dark shaded colors, or even dress for 

a mood they wanted to be in. An example of the latter was Claudia. When feeling down, she 

would dress in light colors, and garments that made her feel fresh. The internal factors also 

affected whether consumers would choose safe items or more expressive items. If they didn’t 

care or were insecure, they would choose safe and basic items, typically items of a minimalistic 

and functionalistic nature eliminating the symbolic interoperation (Harper 2018). But if they 

felt inspired they would choose more expressive and daring items, in relation to their personal 

style, e.g. a crazy secondhand top with the symbolic value of creativity. These were all factors 

that influenced the consumers to some extent. 

In relation to durable aesthetics of apparel, this means that the aesthetic functions of apparel are 

of great significance as garments must fulfill these functions to be long-lasting apparel. Typical 

garments that led to divorce, were garments consumers had seen on someone else or were trend 

items – something they had imitated and was not in line with their core style. These incidents 

and items in most cases led to dissatisfaction, were disposed of and were therefore not 

aesthetically durable to the consumers. 
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There are two main categories that can be considered durable aesthetics. On the one hand, the 

results showed that many of the garments kept for a longer time were high quality, well made 

“basics” – either minimalistic and functionalistic in the sense that they had no unnecessary 

décor, or “timeless” in the sense that these garments had stood still in time, e.g. straight jeans, 

and were therefore an item with acceptable aesthetics. What was common to the garments in 

this category is that they were not loaded with symbolism. However, in relation to their outfit, 

the consumers felt unsuccessful if they had no items representing their personality. This bring 

in the other category of what can be considered durable aesthetic – expressive items. In contrast 

to the above, these were loaded with symbolism as they communicated the consumers 

personality, e.g. a crazy second hand top communicated creativity. The garments under this 

category were of vast diversity. Under this category it is important to consider that a garment 

to one consumer can have durable aesthetics, but to another consumer it will never be an 

appealing garment. This is based on difference in personality and what aesthetic purpose 

apparel have to consumers. For example, was the purpose to Hannah to complement her quiet 

personality with more expressive products, like the bright pink skirt. Even though this was 

aesthetically durable to Hannah, it would most likely never be aesthetically durable to Brooke 

as she wanted to express her values of gender equableness with minimalistic and unisex apparel. 

A bright pink skirt would therefore never fulfill the aesthetic function of conveying Brooke’s 

personality, and therefore never be aesthetically durable to Brooke. 

6.2 Durable aesthetics - visually & physically 
 

How can durable aesthetics take form visually and physically? 
 

Figure 7. Model of comparison between consumers’ long-term apparel versus companies’ 

core products. 
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The model above (figure 7) demonstrates how durable aesthetics can be expressed visually and 

physically. Furthermore, the model demonstrates the similarities between how the consumers 

described the garments they had kept for a long time and the how the company representatives 

described their core products. The physical properties are common in both cases. What is 

common to all apparel with durable aesthetics is that they have high quality materials chosen 

according to the physical function and comfort. They also need to be well made and 

comfortable. In relation to Veblen’s theory of inconvenience, this is no longer true in terms of 

the garments functionality. Veblen described skirts and dresses to be inconvenient apparel and 

declaring a distance from productive labor (Veblen & Banta 2007), but even though skirts and 

dresses are used today they need to be wearable, comfortable and functional. The garments also 

had to fit well and look good on the body, to be a garment of longevity. 

The visual characteristics of longevity garments were also similarly described by both parties, 

although the actual characteristics varied greatly. The garments varied from something basic, 

e.g. white shirts that always worked to something more unique like a flower-patterned jumpsuit. 

What was common to all garments of longevity, were that they fulfilled their aesthetical 

function – either in being basic, neutral and compatible, or expressing personality and values 

with more unique and expressive features. Therefore, durable aesthetics showed to be anything 

that fulfilled its aesthetic function, regardless of the actual expression. 

The model below (figure 8) illustrates the diversity of apparel with durable aesthetics, and the 

wide range of expressions they can have. All garments below fulfilled the aesthetic function – 

the extremes at each end and the garments in between. The white shirt fulfilled the aesthetic 

function to a consumer with a minimalistic core style – she combined basics with contrasting 

accessories. The vintage bright pink skirt did as well fulfill the aesthetic function to a consumer 

with an expressive core style – basics always combined with bright colored and patterned items. 

This demonstrates the fact that durable aesthetics in relation to garments can take many shapes, 

and that durable aesthetics is not limited to a uniform expression. The garments can both be 

something basic, something safe and neutral, but also something expressive and unique giving 

all personalities the possibility to communicate through aesthetics. 
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6.3 Implications in development of durable aesthetics 
 

How can these aspects contribute to the development of apparel with a long-lasting appeal? 
 

Durable aesthetics are not designs based on fashion trends. However, it can occur that garments 

designed based on the core style of the customer or the DNA of the company can become “in 

style”. A fashion item is by definition something of the latest style (Barnard 2014) – however 

as soon an object is expected to have a continuance and are objectively justified, it is not 

considered fashion (Clarke, Doel & Housiaux 2003). Therefore, fashion trends as a principle 

cannot serve as durable aesthetics, but durable aesthetics can be expressions which happen to 

be in style. For example, Hannah’s bright pink skirt can become something that suddenly is “in 

style”. However, as it fulfills its aesthetic function, being to complement her quiet personality, 

it will still remain aesthetically durable to Hannah.  

Oscar Jacobson have been successful in sticking to their core customer and core style. They 

have therefore been successful in achieving durable aesthetics when widening their product 

range, as they have been consequent to the DNA of the company. This was demonstrated 

through the fact that consumers were seen wearing products 7-8 years after they had created it. 

Furthermore, Oscar Jacobson does not create fashion items as their products is designed to have 

a continuant appeal and are objectively justified (Clarke, Doel & Housiaux 2003). Being 

consequent to a core style has been identified as the most important factor in achieving durable 

aesthetics in the entire product range – this was shown with the contrast of the two other 

companies, that had been less successful in creating products with durable aesthetics when they 

deviated from the core of the company. The core consumers, attracted to these companies based 

on their core style, did not appreciate the products that deviated from the companies’ DNA. 

This was because these products did not fill the aesthetic functions they expected and 

appreciated about the company in the first place. This was demonstrated through the fact that 

the products deviating from the core, never took off and became well-selling products.  

Remaining loyal to the core style and company DNA, gives another great advantage. By 

attracting consumers based on the core style, a more distinct consumer segment will be 

established. This enables the strategy human centered design. The creative director of Oscar 

Jacobson meets with ten retailers regularly, and thereby gets regular input and feedback that 

can improve their garments. By doing this, he can take the consumers’ needs and desires into 

consideration in development of garments. Seeing that durable aesthetics vary based on 

customer segment, keeping the consumer in mind when designing is fundamental to achieve 

aesthetically durable apparel – it needs to be aesthetically durable to a consumer if it is to 

become a long-lasting apparel. Regular meetings with several consumers are therefore 

recommended. The CEO of Elvine points out that consumers rarely know what they want, they 

need to see it in order to know it. The findings of this thesis show that even at the point of seeing 

the garments, the consumers have difficulty when evaluating whether a garment will have a 

long-lasting appeal or not.  

The model “figure 5” can be used when meeting consumers and “test” whether the garments 

are likely to make the stage of marriage or divorce. If the feelings are of the more appreciative 

nature and the consumers start picturing it with other garments they have in their wardrobe, the 

garment is likely to reach the marriage-stage. Creators can ask the consumers questions of why 

they like the garments. If the garments are of the expressive and unique nature, answers from 

consumers indicating that it expresses and fits with their personality or personality traits they 

are more likely to become aesthetically durable. E.g. the colors and patterns of a top can to a 

consumer express their creative side, a personality trait they want to communicate. On the other 
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hand, if the feelings lean more towards the agitated excitement, and the consumers have no 

clear answer as to why they find it appealing, the garment is likely to reach the divorce stage 

after a short period. If the garments are more basic, with minimalistic and functionalistic 

expressions, or a timeless piece that has remained aesthetically accepted over time, answers like 

that it is compatible, easy to dress up and down and the feeling that it would be a “strategic” 

purchase are indications that the garment will make it to the marriage stage. The model 

demonstrating the diversity of durable aesthetics and their relation to consumers’ core style 

(figure 6) can be used as guidelines to understand what features and answers to aim for in both 

expressive and basic categories. Figure 7 show specific features and qualities apparel with 

durable aesthetics possess, whereof the physical characteristics always must be fulfilled.  

7. Conclusion 
The conclusion is that apparel with durable aesthetics can be (1) basics – with a minimalistic, 

functionalistic or a timeless character, or a combination of these. Minimalistic and 

functionalistic expressions are both clean and primitive, and aesthetics that are not loaded with 

symbolic features. The timeless character, consists of garments that have remained aesthetically 

acceptable – e.g. straight fit jeans, clean t-shirts and white crisp shirts. For the basics to become 

long-term apparel, they also had to be of high quality, well made and have a good fit.  These 

were criteria that needed to be fulfilled for all long-term apparel. Apparel with durable 

aesthetics can also be (2) expressive – these garments were of great diversity, but all in some 

way loaded with symbolic values that communicated and were coherent with a consumer’s 

personality. The symbolic values could take form in expressive silhouettes, colors, prints – 

aesthetic styles. In order for apparel under this category to become garments with durable 

aesthetics, the style and symbolic values needed to convey the consumers personality. These 

findings can contribute to the academic discussion of sustainability in the context of apparel. 

The findings show that aesthetic functions and the premises of apparel are aspects that should 

be included when researching and developing sustainability strategies in the textile field. 

If companies are to make apparel with durable aesthetics they need to stay true to their core 

style, the company DNA, and not deviate from it by imitating fashion or other styles. By 

sticking their core style and DNA, they attract consumers that these aesthetics appeal to, apparel 

that to these returning consumers have durable aesthetics. When attracting consumers, by being 

consequent, companies can get to know their consumers and implement for example the design 

strategy human centered design. In development of expressive garments, this strategy can be 

very useful to know whether they fulfill the consumers’ aesthetic functions. The design strategy 

exclusivity design can also be used to develop expressive garments, but it is vital that creators 

in this case are consequent to the company’s style. When imitating other styles or fashion 

trends, association to cheapness may occur, and the exclusivity and novelty can therefore be 

lost. The classical design strategy is limited to what is called basics – neutral and compatible 

expressions that appeal to several consumer segments as they are accepted over time and are 

“safe” choices. Regardless of the categories “basics” and “expressive”, all long-lasting 

garments need to be well made, of high quality and be functional. Earlier research has shown 

that aesthetics trump sustainability, however the findings of this research show that 

functionality and quality trumps aesthetics in the case of long-lasting apparel. 

The subject and result of this thesis can also be a contribution to consumers who desire a more 

sustainable apparel consumption. The thesis can give valuable insights into other consumers 

consumption pattern and their true premises of apparel. These insights might give a new and 

more holistic perspective and a deeper reflection in regard to what consumers’ own premises 

of apparel are. With this insight, they might have greater luck when deciding what garments 

will both appeal and be appreciated for a long time. 
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7.1 Suggestions in further research 
Suggestions of further research is to identify what material and construction of fabrics either 

keep their shape and aesthetics over time and are appreciated over time. As they are to be worn 

for a long time, they need to either keep their shape and expression or age with grace. What 

aesthetic decay is accepted over time, such as the decay of dry denim jeans, and why these types 

of garments are allowed an aesthetic decay while others are discarded is also a subject in need 

of further research. As demonstrated in the section consumption culture in the latemodern 

society, the phenomena of consuming oneself to an identity is not just restricted to the apparel 

industry. Further research of examining the actual premises and aesthetic function of products 

in other industries where products’ aesthetics and design are of great significance and might be 

based on trends is strongly encouraged.  
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9. Appendix 

9.1 Appendix 1 - Interview guides 
 

Consumers 

Kan du berätta om när du har haft svårt att välja kläder inför ett festligt tillfälle? 

Hur kom det sig att det var svårt att välja? 

Vilka känslor uppstod i det sammanhanget? 

Hur funderade du kring själva tillfället? 

Hur påverkade detta ditt val av kläder? 

 

Hur funderade du kring vilka som skulle befinna sig där? 

Påverkade detta ditt val av kläder? 

Var någon av dessa faktorer mer avgörande än någon av de andra? 

 

Vad blev det slutligen för outfit?  

Hur kom du fram till den? 

Vad karaktäriserade outfiten? 

Blev den rätt för dig och sammanhanget? 

 

Hur klär du dig till vardags? 

Hittar du nya kombinationer med dina kläder? 

Utgår du från hur du har kombinerat dina kläder tidigare? 

 

Kan du berätta om en vardagsoutfit som blivit succé? 

Varför blev den det? 

Hur kände du dig i den outfiten?  

Kan du komma på en vardagsoutfit som blivit en failure? 

Varför blev den det? 

Hur kände du dig i den outfiten?  

 

Har du några favorit plagg du använder mest? 

Är det dessa du förlitar dig på för att få ihop en bra outfit? 

Vad karaktäriserar dessa plagg? 

Vad är det med dem du tycker blir särskilt bra? 

 

Hur är ruljansen i din garderob, använder du allt du äger? 

Vad beror det på att du inte använder vissa plagg? 

När använder du ett visst plagg som mest?  

 

Kan du berätta om det plagg som du ägt längst och fortfarande använder? 

När köpte du plagget? 

Vad är det med det här plagget som du gillar? 

Vad karaktäriserar detta plagget? 

Hur kombinerar du plagget med andra?  
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Vilket är det senaste plagget du rensat ur din garderob? 

Varför fick det gå? 

Varför använde du det inte längre? 

När hade du köpt detta plagg? 

Var detta ett planerat eller impuls inköp? 

 

Hur är din garderob uppbyggd? 

Vad för typ av plagg har du i din garderob? 

 

Följer du någon specifik stil? 

När skulle du säga att du började ha den stil du har nu? 

Skulle du säga att din stil representerar din personlighet? 

Hur då i så fall? 

Om inte, varför?  

 

Vilka varumärken handlar du ifrån? 

Varför handlar du just från dessa? 

Finns det något specifikt som dessa varumärken symboliserar som du identifierar dig med? 

 

Apparel companies 

Hur skulle du beskriva *företag* som varumärke? 

Vad skulle du säga är “kärnan” företaget?  

Har det ändrats sedan starten? 

 

Hur uppfattar konsumenter *företag* varumärke? 

Skiljer det sig åt från vem du tänker ni är? 

Skiljer det sig åt från vem du vill att ni ska vara? 

 

Till vem riktar ni er mer era produkter? 

Hur skulle du beskriva en typisk *företag* konsument? 

Hur ser hennes/hans vardag ut? 

Hur handlar dem? (Kvalitet eller kvantitet, dyrt och lite eller billigt och massa) 

Vilken information har ni om dem i dessa frågor? 

Gör ni enkäter eller hur samlas informationen in?  

Står dem i fokus kring hur ni kommunicerar varumärket? 

Vad symboliserar användningen av *företag* produkter? 

 

Vilka är era kärnprodukter? 

Har det alltid varit era kärnprodukter? 

Hur ser produkterna ut idag i jämförelse? 

Hur kom idéerna till kärn produkterna? 

 

Vilka produkter har ni haft längst? 

Varför är just dem kvar i dag? 
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Hur tas era produkter fram?  

Vad inspireras ni av i designprocessen? 

 

Hur används kunskapen om konsumenten? 

Vilka är premisserna för plaggen?  

Vad ska de ha för funktion? 

Hur länge ska de hålla? 

 

Hur tänker ni kring produkternas åldrande? 

Hur förhåller ni er till trender? 

Vilket värde vill ni skapa för konsumenten genom era produkter? 
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