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ABSTRACT 

Title: Sustainability communication. Trend institutes’ influence on the decision-

making of a fashion designer 

Author: Steffie Uwimana 

 

University: The Swedish School of Textiles, University of Borås 

Published: June 2015 

Supervisor: David Eriksson 

 

Purpose & research questions: The purpose of this paper is to investigate the role 

and influence trend institutes have on the decision a designer makes in the design 

and development of a garment/product’s lifecycle. 

Theoretical approach: The theoretical framework is based on the theories of 

sustainability and trends but also on previous studies and models concerning the 

fashion design process and the environmental aspects of a garment’s lifecycle. 

Research Approach: The research uses a qualitative method based on multiple case 

studies as research design. 

Conclusion: This research reveals that trend institutes have little or no influence at 

all for small, independent and high-end fashion designers, especially in sustainable 

fashion design because trend institutes are not perceived as knowledgeable enough or 

advocates, yet. However, it is important to bear in mind the need to maintain the 

picture of the high-end fashion designer as the one and only fashion contributor. 

Furthermore, The research evidences that there is no such thing as sustainability 

communication at trend institutes. 

Keywords: sustainability, trend, fashion forecasting, lifecycle, design stage, trend 

institutes, communication  
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1. INTRODUCTION 

This chapter presents the context of the research, which is opened by a presentation 

of the current state of fashion. Then, a description of the problem is provided 

followed by the research purpose and questions. This chapter ends with a discussion 

about the relevance of this research to practitioners and academics. 

1.1 Background 

Due to our impact on the environment we, as species, face unprecedented future 

challenges for our survival. Fashion is said to be a reflection of the time we are living 

in and thus mirrors what is happening in our society. Perhaps it is time for fashion to 

not simply mirror our society, but to reflect the society we want to pass on to future 

generations?  

The definite essence of fashion is change, a social situation in which change is 

possible and desirable (Kawamura 2005). Although, despite present sustainability 

concerns and expanded knowledge base in sustainability, fashion is often made of 

cheap materials that are harmful for the environment, produced in poor working 

conditions and then consumed on a high speed at low costs. As a result, the 

complexity of the fashion supply chain has increased, creating products’ proliferation 

and shorter lifecycles (Khan et al. 2012). Furthermore, the need of fashion 

forecasting that guide designers in their design processes have amplified (Kawamura 

2005). In an idealistic world, if fashion really mirrored our society, making 

sustainability fashionable would be a key ingredient in all product designs. However, 

sustainability seems to be treated as a supplementary subject both in fashion design 

and fashion forecasting.  

Many arguments for sustainable practices suggest that we, consumers, are the ones 

that are able to drive the need for sustainable change in design (Lovinski and Hahn 

2014; Payne 2013). While this is accurate at some point, however, consumers do not 

understand the constraints of, or solution to, sustainable problems anymore than 

they understand the technical needs of construction or manufacturing, and therefore 

not a reliable argument (ibidem). 

According to Lovinski and Hahn (2011), designers are responsible for approximately 

80 per cent of any product that is created and have the power to influence how the 
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fabric is sourced, how a garment is produced, cared for and discarded. Also, Khan et 

al. (2012) drive a similar argument from a supplier chain perspective and recognize 

that up to 80 per cent of the total cost is determined early on in the supply chain at 

the product design stage. It is important to note that the fashion designer does not 

work in isolation, although the contrary is what the industry wants us to believe, as 

the creation of the fashion garment is a collective process (Kawamura 2005). As 

such, any opinion on the role of the fashion designer needs to be considered in 

relation to connections with other units engaged within the fashion design process 

(Gwilt and Rissanen 2011). Therefore, the scarcity of sustainability impact in a 

product is not entirely random. It is a result of industry people, working in the early 

stage of a product design, not prioritizing sustainability. As this concerns many 

entities in the industry, this paper restricts its scope to trend institutes. They are 

directly connected with designers - in the research and inspiration sourcing which 

work as guidelines in the design process of a product - who create the garments we 

much crave to wear. And thus, important to investigate because environmental and 

social issues should be important to the design process the same way that color, 

texture or proportions are common considerations of any clothing company 

(Fletcher 2014). 

1.2 Problem description  

Although trend institutes and other sources of inspirations are acknowledged to be 

influential in the design or development of clothes and fashion, they have not gotten 

academic attention in the industry (Mete 2006), especially in relation to sustainability. 

Previous studies (Crane 1999, 2000; Kawamura 2005; Brannon 2010; Lovinski and 

Hahn 2014) confirm that trend institutes play a major role in predicting future trends 

and what types of clothing will sell. Therefore, designers often follow what trend 

institutes predict as a way to keep up with the rules of the company they are working 

for (e.g. stick to a brand aesthetic and at the same time create designs that consumers 

are willing to buy), and therefore feel unable to work within a sustainable framework 

even though they are conscious of their responsibility to engage with sustainable and 

ethical practices (Gwilt and Rissanen 2011; Fletcher and Grose 2012). 

Lovinski and Hahn (2014) and McDonough and Braungart (2002) stress that it is in 

our nature to consume, hence buy less, repair and reuse cannot be a reliable solution 

towards sustainable fashion. Accordingly, it is far more reasonable to require 
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designers to solve the problem (Lovinski and Hahn 2014). However, as the fashion 

industry is known for its hierarchical structure it must be discussed in accordance 

with organizations that are said to be the ones setting what is in or out nowadays; that 

is, trend institutes (Kawamura 2005). 

Previous studies evidence that much as 70-80 per cent of the environmental impact 

of today’s products is determined in the design stage (Appelqvist et al. 2004; 

Chapman and Gant 2007; Kim et al. 2011; Khan et al. 2012; Lovinski and Hahn 

2014). Still, there is little research that addresses the question of trend institutes’ 

influence on the decision-making of a fashion designer. This issue is increasingly 

important as bringing sustainability awareness in the design or development stage can 

develop a product’s lifecycle with little or no environmental impact. 

1.3 Purpose and research questions 

The purpose of this paper is to investigate the role and influence trend institutes 

have on the decision a designer makes in the design and development of a 

garment/product’s lifecycle. The following research questions have been formulated: 

§ How much control does a fashion designer have during the creation of a 

garment? 

§ How do trend institutes communicate sustainability and how can they help 

designers to incorporate sustainability objectives in clothing design? 

The first question intends to show and describe the work that a fashion designer is 

responsible for and at the same time determine how much he or she is able to impact 

in terms of sustainable practices. Furthermore, the aim of this question is to discuss 

the relationship between the fashion designer and trend institutes and illustrate the 

complexity that comes with it. The second research question, which is concerned 

with two linked questions, aims to answer and present trend institutes’ sustainability 

communication from their point of view but also from the perspective of different 

fashion professionals. Here sustainability communication is concern with all 

communication activities taken by trend institutes’ to promote sustainability practices 

towards their users or clients. Then, an analysis of how trend institutes’ sustainability 

communication can support designers in clothing design will be generated. 
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1.4. Relevance of the research 

Sustainability and trend institutes in the fashion industry seem to be an unstudied 

topic, and therefore makes this research interesting both for practitioners and 

academics. This research contributes to decrease the literature gap in this area and 

provides further understanding of trend institutes’ role and influence on the decision 

of a fashion designer when it comes to the creation of a product. This paper provides 

knowledge about the practical implications of sustainability communication in the 

trend forecasting industry. Any professionals regardless of industry that offer trend 

services and aim to enhance sustainability aspects of products’ lifecycles can make 

use of this research. From a clothing company or designer perspective, this research 

can be used as guidance to decrease but also gain more knowledge on sustainability 

impact of their products in the design stage. With the increased awareness of the 

subject matter, this research will work as a starter of the topic of sustainability and 

trend forecasting to the academic field. 

1.5 Delimitations 

There are many others actors that affect the fashion design process e.g. fashion 

editors, department stores buyers (Kawamura 2005).  In this research, the interest 

and focus has been delimited to the forecasting industry. Furthermore, due to the 

broad spectrum of sustainability, only the environmental issues will be discussed. 

This implies that social or financial issues of sustainability will not be addressed. I 

decided to focus on independent high-end designers because aspects of their design 

process are well defined and the question of who design is clear. Accordingly, the 

mass-market sector is not included. In this research, high-end designers refer to 

designers that create and produce clothing with high quality. High-end designs are 

expensive and have a high level of creativity and innovation. This research is limited 

to fashion designers with an understanding and daily approach to sustainability in 

their work. 

  



  

5 
 

2. THEORETICAL FRAMEWORK 

In this chapter sustainability is described; thereafter the term trend is discussed 

followed by the fashion design process and its environmental aspects on a garment 

throughout its lifecycle.  

2.1 Sustainability 

Whether in fashion or other fields, the word sustainability is oftentimes 

misunderstood (Pezzoli 1997). In fact we have not yet agreed on what we mean 

when we talk about it (Black 2013; Gardetti and Torres 2013). There are for instance 

seventy different definitions of sustainability today (Belz and Pettie 2012) and one 

could wonder what it means for the fashion industry.  

The most commonly cited definition of sustainability is from the 1987 Brundtland 

report Our common future where sustainable development is defined as “Development 

which meets the needs of the present without compromising the ability of future 

generations to meet their own needs” (Belz and Pettie 2012, p. 10). However this 

focus on needs suggests a concern for social justice and human-centeredness rather 

than a biocentric viewpoint, whereby economic growth, people and their needs are 

placed above the interests of other living creatures on earth (ibidem; Payne 2013).  

Elkington (1997) reminds us that sustainability is frequently understood to include 

three types of responsibilities that need to be balanced - also called triple bottom line 

of sustainability: economical-, environmental- and social sustainability. Although, it 

appear that the ideals of the triple bottom line model can easily transform into what 

is called “Mickey Mouse sustainability” in which the economy takes a prime part, 

while environmental and social aspects are treated as an afterthought (Payne 2013). 

While numerous economists argue that economic growth is necessary in order to 

enable sustainable development, for instance through technological innovation they 

are as a matter of fact built on the foundation of finite resources (ibidem; Kim et al. 

2011).  

Rather than defining sustainability in its absolute term, Payne (2013, p. 45) argues 

that it is much interesting to look at sources that cause unsustainability, namely “the 

need for continual economic growth (the function of the world-economic system) 

that is hence a drive of unsustainable resource use”.  
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Belz and Peattie (2012) argue that sustainability is often fragmented between “hard” 

and “soft”, whereby hard sustainability focuses on the preservation and protection of 

the environment from economic activity, and soft sustainability focuses on making 

sure that economic development can be maintained by keeping it within 

environmental and social boundaries. While the preservation of the environmental is 

persistent in both concepts, the route required to achieve sustainability is rather 

different.  

I recognize that the fashion industry requires radical changes and should seek new 

and innovative approaches to achieve sustainability. Also, I acknowledge the essential 

relation of economical, environmental and social aspects in sustainability and 

consider that it is perhaps time to approach sustainability with the “hard” approach.  

2.2 Views on trends  

The term trend is much used in the industry of fashion and appears to have a clear 

definition (Lantz 2013). It is defined as “the direction in which something (and that 

something can be anything) tends to move and which has a consequential impact on 

the culture, society or business sector through which it moves” (Martin 2010, p. 14). 

The fashion industry has made use of trend institutes since the 1940s in order to 

reduce uncertainty with supply and demand. By giving a clear image of what should 

be produced and demanded, trend institutes have work as an organizing principle for 

the fashion industry since then (Lantz 2013).   

According to Lantz (2013) there are two forms of trend institutes, “web-based” (e.g. 

Worth Global Style Network) and “book-based” (e.g. Promostyl) trend institutes. 

The former is said to conduct trend watching and reporting and targets mass-market 

companies as potential clients, whereas the latter conduct “authentic” trend analysis 

and forecasting. Regardless of the form, they are required to behave in accordance 

with the fashion hierarchical system, and therefore respect the designer prominent 

role. Kawamura (2005, p. 93) explains, “Designers are key figures in the production 

of fashion and play an important role in the maintenance, reproduction and 

dissemination of fashion […] without designers, clothes do not become fashion”.   

The value of [high-end] designers is based on the ideas they come up with 

themselves; it is therefore in the interest of trend institutes to not take the honor for 

the success of a company, consequently, they tend to describe themselves as 
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inspiring rather than dictating (Lantz 2013). Thus, it is important for trend 

forecasters to stress that they do not create or influence trends in anyway.  

Lantz (2013) shows that all players in the industry wish to be the one who choose 

and discover the next trend thus the phenomenon of trend is undoubtedly not over. 

Yet, trends are not as broadly influential as they ones were (Brannon 2010). For 

instance, today trends can exist in parallel. Additionally, it appears that the term trend 

is oftentimes associated with fast fashion and has earned a low status in the field of 

fashion (Lantz 2013). As the author illustrates in her study, several designers would 

rather not use the term trend as it goes against their view on creativity and the 

creation of fashion at large because it kills the “magic” (ibidem). 

2.3 The Fashion design process  

Sinha (2002) identifies five design processes in which the first and second phase are 

acknowledged to involve the fashion designer the most:  

1. Research and analysis phase: includes the collection and analysis of trends, 

market and internal resources 

2. Synthesis phase: includes the pattern making and sample creation 

3. Selection phase: consists of the selection of samples that require adjustment 

and/or ready for manufacturing 

4. Manufacturing phase: include the production of garments from the previous 

stage (stage 3) 

5. Distribution phase: include the distribution of garments to retailers whereby 

sales information are conveyed back to designers in some extent. 

It is important to note that the fashion designer’s activities and decision-making vary 

according to a company size, among other factors (Sinha 2002). For instance as the 

company became larger the designer is merely involved in the research and analysis 

phase. Nevertheless, these two phases, remain the areas where the designer has the 

most impact in order to influence positive change (Gwilt and Rissanen 2011).  

2.3.1 Trend institutes and the fashion design process 

The main role of trend institutes is to provide accurate information about trends, 

colors, styles and fabrics the consumer will demand during a particular season 

(Brannon 2010; Gaimster 2012). Therefore, fashion companies start the product 
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development process for a new season from the perspective of forecasting upcoming 

trends (Cho and Lee 2005; Brannon 2010). On the other hand, fashion forecasting is 

said to be more of an art that science since forecasts are often based on intuition, a 

good eye and creativity (Kim et al. 2011; Lantz 2013). Thus, they are not necessarily 

the key to success. Trend forecasting services are sometimes used as a way to see 

what everybody else is doing in order to avoid doing the same thing but also as a 

confirmation tool for the salability of a collection (Lantz 2013). Furthermore, the 

author argues that sometimes designers deny their use of trend services, which is 

backed by confidential disclosure agreements, and therefore tend to downplay their 

significance (ibidem).  

Dana Thomas (cited in Vestoj 2013) claims “the designers don’t actually dress the 

world anymore”. Further, Kim et al. (2011) suggest that trend forecasters should as 

well be considered as designers since they also contribute with ideas to the creative 

process. Accordingly, it is perhaps necessary to reconsider fashion designers’ capacity 

to lead towards a sustainable product design.  

Trend institutes have the ability to influence change through not promoting aesthetic 

trends founded in unethical practices (Payne 2011). Similarly, Kim et al. (2011) stress 

that it is time for fashion professionals to give fashion design new directions and 

motivation not simply with a focus on aesthetics but with a balance of aesthetics and 

environmental thoughtfulness. At the same time, the authors emphasis that forecasts 

“are more like a map of possible outcomes that you can use to reach a desired 

destination” (Kim et al. 2011, p. 144).  

2.3 The lifecycle of a garment 

Lifecycle thinking enables the designer to plan for the impacts a product will have 

before and after its production (Payne 2011; Eryuruk 2012). The lifecycle of a 

fashion garment starts with the product design, materials selection, production and 

sourcing, distribution, product care or maintenance and end of use (Kim et al. 2011).  

First, the design and pattern making of a garment is crucial and can determine the 

level of environment impact of the garment (Payne 2011). For instance a designer 

can create longer-lasting and light products, design for durability, ease of disassembly 

and recycling (Lovinski and Hahn 2014; Gwilt 2009; Fletcher and Grose 2012; 

Fletcher 2012, 2014). This highlights how sustainability needs to be incorporated 
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from the very first stage of the design process in order to avoid further problems 

down the line. 

Second, a better material selection can minimize harm to the environment. Gwilt 

(2009; Steele cited in Vestoj 2013) argue that the initial stage for the creation of a 

collection often begins with the fabric. Further, Ljungberg (2007) and Black (2013) 

claim that a widely accepted theory in product design is that 80 per cent of an item 

environmental impact is determined by the material choice. Although Gwilt and 

Rissanen (2011) stress that designers have the ability to lead the selection of materials 

used in the design and production process, the basis of the designer’s brief relies 

simply upon meeting economically driven factors and therefore problematic.  

Third, various production processes such as spinning, weaving and fabric production 

for clothing are commonly known for toxic waste (Alkaya and Demirer 2014).  

Fourth, distribution is often associated with environmental impacts due to the high 

level of transportation of garments before they reach the retail floor. Previously, 

issues such as where the fibre is grown, the textile is made and garment designed 

were not much in the hand of a fashion designer, but today he or she have the ability 

to take greater responsibility by for instance choose environmental certified materials 

that can ensure how and where they were grown or processed. Furthermore, 

environmental impact of transportation might be reduced through garment design 

using less material and weigh less (Fletcher 2014).  

Fifth, how a garment is cared and discarded can be considered during the fashion 

design process. For instance designers might choose materials that are easy to 

maintain and require less laundering and design garments that can be later 

disassembled or recycled (Fletcher 2012, 2014). Laitala (2012) argues that by 

reconsidering the way designers define and fulfill needs and wants, for instance by 

gathering information concerning consumers’ behavior with their clothes, they may 

have the possibilities to increase sustainability related aspects during the use phase. 

Payne (2011) argues that we must not forget that the speed of the garment’s lifecycle 

is the biggest barrier to sustainability. As such the implementation of product service 

systems where a service rather than a product is provided (e.g. adjustments, repair, 

lease, hand over for recycling, etc.) should be included in the lifecycle thinking. 
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3. RESEARCH APPROACH 

First, the methodological framework to approach the research purpose is discussed 

followed by the chosen scientific approach, research design and method of 

investigation. Then, the process of collecting data is examined in great depth. This 

chapter ends with a discussion of the quality of this research. 

3.1 Methodological framework 

The previous section highlights, among other things, the difficulties regarding 

sustainability and the fashion industry. The fact that fashion professionals have not 

yet come to an understanding of what it means makes it considerably complex. 

Unsustainability is a near threat and concern globally but is not well confronted in 

the industry. As mentioned, I consider that it is perhaps time to approach 

sustainability with the “hard” approach, however, this would first necessitate the 

adjustment of not only our economic system but also fashion as a system. As such, in 

order to make this research achievable, only the environmental aspect of 

sustainability will be studied. 

Fashion designers within the mass-market are excluded in this research because of 

the vagueness about who design the products. This discussion would however force 

me to study the term “design”, which is a difficult term to define but most of all lies 

beyond the scope of my field. For the sake of convenience, mass-market designers 

are excluded because of the simple reason that the mass production sector is known 

for imitating, translating and interpreting garments from the high-end fashion 

designer (Weller 2007). 

3.2 Scientific approach 

Epistemological and ontological considerations influence the way knowledge is 

gathered and interpreted hence important to discuss in this research. Epistemology is 

concerned with what should pass as acceptable knowledge (Bryman 2012). This 

research aim to gain access to people’s thinking and actions, thereafter interpret that 

from their point of view. Therefore, interpretivism is the epistemological position 

chosen, which is based on the interpretation of social action and assume science to 

be subjectively constructed (ibidem).  

Ontological issues is concerned with whether social entities are objective with a 

reality external to social actors or whether they are socially constructed by the 
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interaction of social actors (Bryman 2012). Constructionism argues that social 

phenomena and their meanings are socially constructed and thus subject to constant 

change and therefore appropriate for this research as its ontological position is based 

on the perception and understanding of the participants’ reality and myself (ibidem). 

3.3 Research design 

The research design selected for this research is a case study of fashion forecasting 

and design processes in high-end fashion. The case study is a research design that 

“investigates a contemporary phenomenon in depth and within its real-life context, 

especially when the boundaries between phenomenon and context are not clearly 

evident” (Yin 2009, p. 18). The case study includes the single case, multiple cases and 

multiple embedded cases (ibidem). For this study, the multiple embedded case 

studies with semi-structured interviews based on five cases that are representative for 

my research area are used. Hence, giving redundancy and variety Norman and 

Lincoln (2008) argue to be important in multiple cases.  

3.4 Methodological approach 

There are three approaches for linking theory and research: deduction, induction and 

abduction. The theoretical framework of this research is grounded on already 

existing studies and theories regarding sustainability, trends, the fashion design 

process and its environmental impacts along a product lifecycle. However, the 

concept of trend forecasting, the fashion designer and sustainability is an area that 

the theory does not include. Henceforth, empirical data is collected and analyzed in 

order to understand and interpret the research purpose. But also discover new 

patterns and possibly develop new theories, which remind us of the elements 

belonging to an inductive approach. As illustrated in figure 1, I employed prior 

studies and theories to structure the problem and at the same time collect empirical 

data in order to understand the research purpose. Hence, this research uses induction 

as the main methodological approach. 
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Figure 1: Purely inductive research process, adapted from Kovacs and Spens (2005, p. 137) 

3.5 Research method 

According to Bryman (2012) qualitative method is appropriate when one aim to 

understand the social world by investigating the interpretation of that world by its 

participants, which is also applicable in case studies (Yin 2009). This research aims to 

gain further knowledge and understanding of the concept of trend forecasting, 

fashion design and sustainability through qualitative interviews from the perspective 

of members of trend institutes, fashion designers and other relevant fashion 

professionals. Further, this research fall into the subject area that is relatively 

unknown and therefore requires an inductive view of the relation between theory 

and research (Kovacs and Spens 2005). Inductive approach is oftentimes applied in a 

qualitative research (Bryman and Bell 2005; Kovacs and Spens 2005; Patel and 

Davidson 2011; Bryman 2012), and often involves case studies as research design 

(Kovacs and Spens 2005).  

3.6 The cases and data collection 

Semi-structured interviews face-to-face, telephone, Skype and E-mail interviews were 

conducted with participant with expertise in the sustainability, fashion design and 

trends. As the area of my research is relatively unstudied it was important to have 

cases that had a deeper understanding of the subject area (See table 1).  
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I approached nine companies through e-mail whereof one refused to participate, two 

did not reply, one agreed but the timeframe was not adequate for my deadlines. All 

together, the empirical findings of this research are based on five cases. The result is 

a mix of participants from two major fashion institutes, one high-end fashion 

designer, a fashion production company, and one consultant in sustainability within 

the fashion and textile industry. 

Face-to-face interviews were preferred however time constraints but also distance 

and economical reasons unable this practice and therefore telephone, Skype and e-

mail interviews were also conducted.  

I informed the participants about the aim of this research to make sure that they 

understood the research context, which Jones (2013) argues help to avoid doubt. 

However, I avoided giving precise and detailed information in order to reduce the 

risk of influencing participants’ opinions and viewpoints (Bryman 2012). Face-to-

face, telephone and Skype interviews took around 40 minutes each. Furthermore, in 

addition to the description of their jobs, each participant was asked general questions 

related to their education, experience in the fashion industry and number of years 

employed as this kind of information is valuable for contextualizing people’s answers 

(ibidem). What is more, each participant’ interview transcript was sent for 

respondent validation before the analysis part was initiated. By doing so, 

misrepresentations of contexts were reduced and therefore the quality of the research 

was enhanced.  

Each interview was based on a prepared interview guide which included topic 

concerning sustainability, fashion forecasting, environmental aspects of a garment’ 

lifecycle and the fashion design process (see Appendix B). Face-to-face, telephone 

and Skype interviewees were asked the permission to record the interview. Bryman 

(2012) argues that not only what people say is important for the research but also the 

way that they say it. Further, preoccupy myself with writing down notes on what is 

said would have not allowed me to fully exploit the advantages of this research 

chosen data collection method (e.g. following up interesting point made by the 

interviewee). Evidently, the interviews were not always conducted in the nature 

setting of the participants but I made sure to that the interviews took place in quiet 

settings, which is crucial in terms of interviewee integrity but also the quality of the 

recording (ibidem).  
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Semi-structured interview as a data collection method was used during the face-to-

face, telephone and Skype meetings since it allowed me to alter how questions were 

conducted and therefore gave me the opportunity to adapt in accordance with the 

interviewee (Bryman 2012). This contributed to the emergence of interesting issues 

that I had freedom to build upon. This is a suitable method since the area of fashion 

forecasting and sustainability is a relatively unstudied. However, the weakness of this 

type of data collection is that there is a possibility of what Browne and Green (2005, 

p. 125) calls “courtesy bias”, which occurs when the interviewee tell the interviewer 

what he or she wishes to hear. In order to reduce this risk, participants were offered 

the choice to be anonymous. The face-to-face interview was conducted at The 

Swedish School of Textiles. 

Interviews conducted via e-mail or telephone could not provide the same flexibility 

and support as in face-to-face interviewing, for instance e-mail interviews do not 

provide the interviewees’ spontaneity or ability to ask additional questions and clarify 

what the interviewee does not grasp (Bampton and Cowton 2002). However, they 

have the advantage to allow the interviewee to answer questions at his or her 

convenience and may increase the richness of the data, but also reduce the courtesy 

bias (ibidem 2002; Bryman 2012). Also, Bampton and Cowton (2002) stress that e-

mail interviews “provide their own transcription as a natural by-product” but also 

prevents transcription errors. This is valuable for me as a researcher since the process 

of transcription is very time consuming.  

Telephone interviews are not much used in qualitative research however they are 

much useful for dispersed groups, which is the case for this study (Bryman 2012). 

They might not provide the researcher the ability to discern such things such as 

confusion and discomfort but they might reduce these mindsets when the 

interviewer is not physically present (ibidem).  

Combining different types of interview in a single study is recurrent and might offer 

advantages (Bampton and Cowton 2002; Bryman 2012). There is little evidence that 

the mode of administration makes a significant difference to findings however as 

Bryman (2012, p. 672-673) conveys “the research has to be sensitive to the possibility 

of mode effects”.  
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3.7 Data analysis 

All interviews were transcribed manually after the recorded material was listened to 

(the e-mail interview was read) several times. This means that I wrote down all 

interviews I conducted verbally. Then, I structured the transcription in order to 

identify several themes that were relevant to the topic of my research. Information 

that was unconnected to the research purpose was left out but I sometimes went 

back and made used of them. At the end, the same themes were founded within the 

different cases and made the basis for the theoretical comparison conducted in the 

analysis section. These themes are: sustainability, trend forecasting and sustainability, 

the fashion designer and trend institutes. 

3.8 Research quality  

Validity is concerned with whether you are measuring what you say you are (Mason 

1996; Paulsson 1999). This focus on measurement has rather little significance on 

this research due to its research method. Similarly, reliability, which is concerned with 

whether a study can be replicated, is a challenging condition to meet in qualitative 

research as “freeze” a social setting in which a study is conducted is impossible 

(Bryman 2012).  

Lincoln and Guba (1985) suggest that trustworthiness is much interesting as 

assessing method for a qualitative research. Trustworthiness entails four criteria: 

credibility, transferability, dependability and conformability.  

First credibility ensures that the research is conducted according to the rules of good 

research practices. This has been addressed in this research by following the rules of 

the epistemological and ontological positions assumed but also by engaging them in 

accordance with the appropriate research design and methodological approach. 

Furthermore, I made sure to provide the interview transcription to all participants in 

order to make sure that I understood the context of their social world. Since two 

participants of five (Kravets from WGSN and Hentschel from Common Works) 

have not yet validated what had been said and interpreted from the interviews, the 

credibility of this research is debatable. There is always a chance of misinterpretation 

of context but also a subjective reflection of the findings. 

Second transferability is concerned with the question of generalizing or transferability 

to others settings. As for most qualitative research with case study as a research 
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design, they entail the study of small group with unique settings and therefore the 

question of transferability difficult to manage. Clearly, the transferability of this 

research is low however relatively high once considered in relation to the context and 

assumptions of the research purpose.  

Third dependability refers to which degree a study can be replicated, which is 

difficult to meet in qualitative research. In order to increase dependability a 

researcher should keep record of data collected, analysis decisions, participants’ 

decisions and etcetera at hand. The research process is described thoroughly along 

the different sections (See also Appendix A, B). Furthermore, interviews recordings 

and transcript are available on request. These together address the issues of 

dependability of this research.  

Fourth, conformability is concerned with ensuring that the researcher aims to be as 

much objective as possible during the research process. Even so the epistemological 

and ontological positions of this research are based on the interpretation of the 

participants’ reality and myself (interpretivism and constructionism) the question of 

conformability has been addressed. By questioning myself along all phases of the 

research but also through continuous advices from my supervisor the conformability 

of this research was met.  
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4. RESULTS  

In this chapter, the empirical findings are individually presented. The participants’ 

interviews are divided in different sections: sustainability, trend forecasting and 

sustainability, the fashion designer and trend institutes. The chapter ends with a 

summary of the findings. 

4.1 Worth Global Style Network  

Worth Global Style Network (WGSN) is a web-based trend forecasting institute 

founded in 1998 by March and Julian Worth and is the world’s largest trend institute 

in the industry of fashion (Lantz 2013). WGSN communicates trends mostly through 

their website but also through private seminars.  

4.1.1 Sustainability 

There is a conscious discussion around sustainability and what it means at WGSN. 

“We do have a element of it on the site where we will report on sustainability news” 

states Anastasiya Kravets, account manager at WGSN. She could however not 

provide a concrete or existing definition of sustainability as the people producing the 

content might have a different point of view. She stresses that it is an evolving 

question that will continue to be a topic of discussion.  

Kravets argues that they offer guidance for sustainable framework on the site such as 

new textiles, new methods, technologies and innovation. That can be found in 

“business and strategy” on the site. However they try to avoid voicing opinions. “It’s 

what we see happening, we are reporting and analyzing rather than saying: this is 

what we think …[…] it’s just more of an information tool.   

4.1.2 Trend forecasting and sustainability  

Kravets maintains that trends do not have a negative impact on sustainability. She 

states: “If we are talking about design trend, no consumer, no marketing and retail, 

the design trend doesn’t really impact sustainability. At least not negatively”. She 

argues that working with trend forecasting and at the same time take into account 

sustainability issues is not problematic. WGSN works according to what their clients’ 

needs, which in turn have to respond to their clients’ demand. Further, she argues 

that what their clients are more concern with is trends from an esthetical point of 
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view. Kravets insists that “the way companies or fashion houses chose to produce 

their products, the responsibility is entirely theirs”. So, it does not impact WGSN in 

anyway, argues Kravets. She debates that people can choose to ignore their forecasts 

and expresses: “we hope that people in the industry have their own creative intellect 

to be able to use that as a guiding tool”. 

4.1.3 The fashion designer and trend institutes 

Mass-market or high-end designers use trend services in different ways. For instance 

mass-market designers work closer to season. Kravets explains that mass-market 

designers “look much more the product direction already directed to the relevant 

product categories” whereas smaller and niche design houses tend to use trend 

forecasting at the macro level and look at the most conceptual part of trends. 

Kravets argues that designers’ decision can alter the sustainability impact of a 

garment lifecycle. However, she does not think that every decision is always made on 

the basis of sustainability. She argues that there are other issues along the design 

process such as restricted budget, availability of textiles etc. She clarifies: “if a 

designer chooses … well we’ll have [garments] with long life, sometimes maybe that 

choice is taken away from them”. It is difficult to point out where the responsibility 

for a more sustainable lifecycle of garments lies. She explains that it could start 

already in the design phase or the designer could “design and then think how to 

make it sustainable”. At the same time, Kravets believes that trend forecasters could 

be the driving force towards a sustainable lifecycle of garments, however merely for 

the mid and mass-market. For small, niche companies, trend forecasting would be 

less important because they use it merely as a point of difference with much less 

impact in their design choice. But that is also a question that depends on “how you 

as a designer understand and perceive trends, what it means to you”, states Kravets. 

Kravets is very careful when stating that trend forecasters have more important roles 

than fashion designers when I assume that trend forecasters might be labeled as 

designers since they, as well, are fashioning the product. “It’s probably wrong to say, 

but I think it is an even more important role that they [content producers at WGSN] 

play […] because we are seen by the world, by the global industry so there is a larger 

sense of responsibility placed on what they publish […] They also need to 

understand how the content will impact the users and clients”. 
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4.2 Promostyl Scandinavia 

Promostyl Scandinavia is the subsidiary company of Promostyl1, one of the first 

trend forecasting institute founded in Europe. It started in 1966 by Daniélle and 

Sébastien de Diesbach and was the first to offer trend information in a book format 

(Lantz 2013). Promostyl’s prior communication channel is through books but 

seminar and private events are also used.  

4.2.1 Sustainability 

Sara Linander, agent for Promostyl in Sweden, Norway and Denmark, conveys that 

sustainability was already a topic of discussion when she first came in contact with 

Promostyl in 1989. At that time, it was something related to the future but today 

sustainability is something normal and part of their thinking. 

4.2.2 Trend forecasting and sustainability 

Linander stresses that various people might think that Promostyl encourages people 

towards consumption. However, she explains their mission as of interpreting 

ongoing values and attitudes into different areas. “Promostyl is a professional 

company […] our task is to show what movements are on stage,” states Linander. She 

discusses sustainability in terms of environmental issues related to the material and 

distribution waste generated by their printed books, but she stresses that 

sustainability is always weighted together with their concern of sharing the correct 

colors and impressions to clients. When asked if Promostyl can alter the way fashion 

is made, Linander states, “it is not our mission to alert about such thing” but argues 

that it is an emerging element and therefore will be part of their information since 

they voice about all movements. 

4.2.3 The fashion designer and trend institutes 

Linander conveys briefly that Promostyl has a close and professional relation to 

fashion designers but do not go into much details. Though, she stresses that they 

have a professional relation to several other companies in different areas that wish to 

take part of the ongoing movements. When asked if she considers herself as a 

designer since she is part of fashioning the products, she explains that the creation is 

up to the designers and that the interpretation is theirs. She stresses that what she 
                                                
1 http://www.promostyl.com/en/ 
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works with is the “value and attitude movements”. Moreover, Linander does not 

believe that trend institutes define what is in or out in fashion. Promostyl aims to 

help their clients to “get inspiration and idea to develop their 

products/services/communication into the future”. When asked where the 

responsibility lies in terms of more sustainable garment lifecycle, Linander conveys 

that the consumer is the most powerful. 

4.3 Common Works 

Common Works (CW) is a Berlin based full-service production agency with a focus 

on transparent and sustainable garment production. The company also offers 

consultancy and training in development and product development, brand 

conception, CSR, sourcing, supply chain management, among others. Common 

works is known to be the unofficial production place for the whole Berlin fashion 

week2. 

4.3.1 Sustainability 

For the production agency CW, sustainability is not merely concerned with the 

sourcing and use of fair trade and ecological fabrics or giving a fair wages to workers. 

Sustainability is also about enable people’s creativity and stand for the process of 

creation. Marte Hentschel, co-founder and Head of sustainability, explains, “The 

creator himself is not only responsible for the surface of the garment. He is 

responsible for the entire supply chain […] he is responsible for what is done with 

the idea after it leave his hands”.  

CW works both with independent designer and corporate fashion designers and 

Hentschel argues that innovation oftentimes starts with independent brands3. She 

debates that “most of them [independent brands] are open to what innovation and 

future topics like fashion-tech, cradle to cradle processes [etc.]”.  

Hentschel explains that environmental and social practices are the core of CW and 

therefore implemented in every step in the company whether you as their client like 

it or not. CW offers sustainable solutions including zero-waste pattern development, 

Global Organic Textile Standard (GOTS)4 certified screen printed to water based 

                                                
2 http://www.greenblut.com/ep-7-marte/ 
3  Refers to fashion brands that are young, small scaled and quite niche with a high level of creativity and quality 
4 GOTS http://www.global-standard.org/the-standard/general-description.html 
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coloring (in-house and outside) and dedicates much time in visiting innovative fair to 

learn, and thereafter spread new sustainable methods.  

Hentschel conveys that some clients do not like to communicate sustainability 

aspects because it can spread the wrong image; sustainable fashion can be perceive as 

“hugging tree” kind of atmosphere for certain brands.  

4.3.2 The fashion designer and trend institutes 

Although Hentschel argues that the designer have the responsibility of the 

sustainability impact for a garment - even after it leaves his or her hands, she 

recognizes the challenging that they encountered towards the creation of a product. 

She explains this challenge to be designers’ difficulties to purchase directly from the 

weaver, knitter or dyer as the industry is based on “agencies business methods”. 

Furthermore, Hentschel explains that as an independent brand “you don’t have the 

power to really force your supplies to be transparent and most of them don’t even 

know because [nobody asks them]”. Which is the reason why CW chooses to work 

directly with the producers, especially the ones with family-owned businesses as, 

according to Hentschel, they have other interest than generating money at any costs. 

Hentschel argues that it is difficult to identify the major trends today, as “there 

always are dozens of major trends besides each others”. She maintains that trend 

institutes will not be a service used by the creative fashion designer. Instead, it may 

be a “kind of curation for the final customer”.  

Furthermore, Hentschel states that the classical or conventional way of bringing out 

an idea creates more limitations than possibilities. She describes the classical way to 

include: make trend-forecasting, research of an actual fashion trend in different 

places and times. Then, create mood boards and define the looks. Whereas modern 

way of idea generation, such in sustainable fashion development, an idea can be 

brought to life with more innovative yet limited ways. Hentschel stresses that 

creativity and openness is key, as sometimes designers are required to create an idea 

with challenging premises. For example, to develop a garment based only on up 

cycled materials from waste.  

Hentschel argues that none of the brands CW collaborate with use trend institutes 

services, and she makes sure to specify that some of them are not that small (taking 
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into account economical concerns). She argues that designers are trendsetters and in 

order to do so they have to be highly innovative and “innovation does not come 

from trend forecasting” argues Hentschel and continues “some of the things we 

develop here can be seen after on season or two on the street”.  

Still, Hentschel argues that trend institutes have a certain influence on fashion 

designers, especially from the mass-market level. She sees a danger in the way they 

communicate fashion trends and topic into the world. For instance, she records 

when “sustainability was supposed to be a big trend and then two seasons after it 

[trend institutes] said [that] sustainability [was] not a matter of interest anymore”. 

Trend forecasters trigger what people want and ask for and are somehow responsible 

towards a more sustainable fashion design. However, Hentschel also declares that 

responsibility also relies upon consumers but there is need to empower them by 

sharing our knowledge in order for them to enable a more sustainable fashion. 

4.4 Anna Österlund 

Anna Österlund is the designer and owner of the Swedish fashion brand with her 

own name. Österlund has many years of experiences in the industry of fashion. 

During 2007 to 2012, Anna was driving an androgynous fashion brand called 

Ravishing Mad5 and was sold in fifteen countries. She has both experiences in 

working with commercial and exclusive clothing design. She gained her bachelor’s 

degree in fashion design from the Swedish School of Textiles in 2006. The brand 

Anna Österlund (AÖ) focuses on hand-made garments and stage costumes that are 

environmental friendly and shows respect for the people. 

4.4.1 Sustainability 

Sustainability is according to Österlund, owner and fashion designer at AÖ “to 

question and actively work against the whole production process so that it doesn’t 

destroy the nature, takes advantage of people in poverty or maintains [their] social 

structures”. She debates that sustainability is also about questioning the norms 

regarding what is seen as an acceptable price for a product. She explains that it is 

important to bring to mind the people behind each product when discussing how 

much a product is worth, but also what the product does to the nature. 

                                                
5 http://www.ravishingmad.se 
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4.4.2 The fashion designer and trend forecasting 

Österlund’s inspirational process is based on a particular sketching technique 

combined with the use of her camera, which she explains to be not that simple. It is 

“the outcome of hard work”6. She explains that the use of trend institutes is not part 

of the process. She catches their work “through shopping windows and magazines 

like everyone else” but has chosen to work with inspiration in her own manner. 

Österlund acknowledges that sometimes she abandons her beloved ideas as soon as 

she founds that the ideas are forecast as future trends. Nevertheless, Österlund 

believes that it is important for me to understand that she does not hate fashion 

trends per se, it is the way they are imposed to people that annoys her.  

Furthermore, she recalls the way trends were taught as extremely important for 

merchantability during her fashion design education at the Swedish School of 

Textiles. She argues that, during her time at her prior fashion label Ravishing Mad, 

she learned that it is not accurate and explains: “if you are a small brand it’s easier to 

sell if you are more apart [from the crowd]”.  

Österlund argues that chain stores are keen followers of trend institutes due to the 

fast and short-lived character of their products. But they also gather inspiration from 

other brands. This implies that, trend institutes are great sources of inspiration for 

them, however Österlund argues that this is not the practice of inspiration gathering. 

It is merely an act of copying and interpreting something that someone else suggests 

or does. 

Österlund stresses that brands have the responsibility to make sure that garments are 

produced with materials that are less harmful for the environment and with good 

working conditions for employees. That is the reason why she works within a 

sustainable framework on every level. She highlights the importance of the designer 

to “run the extra mile” in order to create change, which she believe could spread 

positive change at the mass-market sector and maybe influence them minimizing the 

environmental and social problems that they generate. The brand AÖ use merely 

organic fabrics and Österlund argues that it is easier to work with organic material 

when the production scale is very small (based on demand, tailoring or studio work) 

                                                
6 https://www.youtube.com/watch?v=_0AfowdB7Ro - start at 3:10 (in Swedish) 
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such as AÖ. She explains that it was not that easy with her previous brand Ravishing 

Mad as the production was much larger in comparison with AÖ. 

Österlund highlights consumers’ power to drive change towards a more sustainable 

garment life, she says that they cannot find easily sustainable solutions that suit their 

needs or they are simply not always aware of what to look for. She argues that “a 

combination of governmental law and designer choices [can] make production more 

sustainable”. However, she warns for the lack of commitment in design that 

promotes sustainable practices in the industry. Österlund expresses “all the 

European factories I have worked with refuse to talk about it and it’s in general very 

hard to get anyone in the business to talk about it and getting help with good 

production”. She also stresses the need to educate people and underlines that 

although the environmental debate was present during her study at the Swedish 

School of Textiles for ten years ago, she never learned anything about it. She says: “I 

learn nothing about pesticides […] good and bad fibre etc. to look out for during my 

Borås time and that has made it so much harder for me to try to learn things on my 

own afterwards”.  

4.5 Anna Brismar - Green Strategy 

Anna Brismar is the sustainability consultant and advisor - with a focus on the textile 

and fashion industry - behind the company Green Strategy. She is the founder of 

Circular Fashion - Show & Talk7 and currently the project coordinator at the Global 

Leadership Awards on Sustainable apparel (GLASA). Brismar has over ten years 

experience as a researcher and consultant in environmental and sustainability field. 

She holds a PHD in “water, environment and development” from Linköping 

university, Sweden (Green strategy, 2015a).  

4.5.1 Sustainability 

Brismar argues that different companies focus on different aspects of sustainability. 

For instance some focus on environmental aspects or social aspects. For example the 

Swedish fashion company Filippa K8 focuses on “long lasting” aspect of garments 

while the Swedish chain store Lindex9 focuses on ecological or/and social issues 

whereby certain garments have the label “sustainable choice”. Brismar argues that it 

                                                
7 http://circularfashionshowandtalk.com 
8 http://www.filippa-k.com/se/sustainability-1/our-belief/ 
9 http://www.lindex.com/se/dam/sustainable-choice/ 
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is important to bear in mind that an eco-label sometimes only guarantees that the 

fiber has been more sustainably produced (e.g. through organic farming). Yet, there 

are other important sustainability aspects of the garment that may here not be 

addressed, e.g. the colors and prints of the garment, or whether or not the garment 

was ethically produced. Brismar refers me to Green strategy’s website where a 

definition of “a more sustainable fashion” has been developed and welcome fashion 

professionals to make use of it: 

 

[More sustainable fashion can be defined as clothing, shoes and 

accessories that are manufactured, marketed and used in the most 

sustainable manner possible, taking into account both environmental 

and socio-economic aspects. In practice, this implies continuous work 

to improve all stages of the product’s life cycle, from design, raw 

material production, manufacturing, transport, storage, marketing and 

final sale, to use, reuse, repair, remake and recycling of the product and 

its components. From an environmental perspective, the aim should 

be to minimize any undesirable environmental effect of the product’s 

life cycle by: (a) ensuring efficient and careful use of natural resources 

(water, energy, land, soil, animals, plants, biodiversity, ecosystems, etc); 

(b) selecting renewable energy sources (wind, solar, etc) at every stage, 

and (c) maximizing repair, remake, reuse, and recycling of the product 

and its components. From a socio-economic perspective, all 

stakeholders should work to improve present working conditions for 

workers on the field, in the factories, transportation chain, and stores, 

by aligning with good ethics, best practice and international codes of 

conduct. In addition, fashion companies should contribute to 

encourage more sustainable consumption patterns, caring and washing 

practices, and overall attitudes to fashion]10. 

                                                
10  What is sustainable fashion? http://www.greenstrategy.se/sustainable-fashion/what-is-sustainable-fashion/ 

(Accessed 2015-04-08) 
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4.5.2 Trend forecasting and sustainability 

Brismar points out that trends and sustainability do not necessarily go well together. 

She maintains that forecasting per se is actually a gambling and argues that as a 

fashion designer or fashion company you can never be hundred percent sure that the 

garment produced is going to be as popular as predicted. Brismar explains that fast 

fashion companies such as H&M or Zara are good at picking up trends on the street, 

produce the design very fast, getting them into the stores and then have them sold. 

Yet, if they were to work with forecasting they might miss out on popular pieces. 

 

Brismar believes that some people are good at sensing trends and able to catch the 

spirit of the time even earlier than trend institutes. She further explains that trends 

could as well emerge naturally, that is, after a period of crop tops people will long for 

something different. And she continues and says that the seasons often have 

recurring trends, e.g. in the spring, we often see a sailor/nautical line or a safari trend. 

She conveys that trend institutes seem to have a more reactive and analytical in 

regards to trends while designers and fashion companies are the ones that search, set 

and distribute what is trendy to the mass.  

 

Brismar maintains that the Nordic trend institutes are today addressing and 

communicating sustainability issues to quite a large extent; yet, it could be made even 

further. However, she argues that it is understandable as it is still quite a new topic 

for the trend forecaster. She debates that the word trend may have has some 

implications on the mindsets of people working at trend institutes. Consequently, 

there may be consequences in treating sustainability as a trend, “sustainability is more 

about of a development in the society […] it is not a trend” argues Brismar. There is 

a reason to why sustainability firms such as Green Strategy and institutes such as the 

Sustainable Fashion Academy11 started to emerge, states Brismar. She believes that it 

would be highly valuable if trend institutes worldwide began to address sustainability 

issues of the fashion industry at an even great extent. This would help drive the 

industry towards greater sustainability. 

                                                
11 http://www.sustainablefashionacademy.org 



  

28 
 

4.6 Empirical summary 

Participants from trend institutes are careful to determine what sustainability means 

whereas the other participants appear to have elaborated what sustainability 

implicates in their daily work. Furthermore, the term trend is used differently and it is 

clear that its significance diverge among them. WGSN talk about trends in terms of 

aesthetical and non-aesthetical and is more concern with the former in their forecasts 

whereas the term trend is avoided and not used at all at Promostyl. The term 

“movement” seems to be the substitute. Moreover, trends (or movements) are most 

of the time discussed with regards to all industries and in terms of “values” and 

“attitudes” at Promostyl. For Linander, agent at Promostyl Scandinavia, trend is the 

“interpretations” of value and attitude movements. On the other hand, WGSN 

discusses trends mostly in relation to the fashion industry. The other participants 

appear to discuss trends with the same view as WGSN, that is, trend from an 

aesthetical point of view. However, they perceive trends as something bad as it goes 

against their views on creativity in fashion design. Both WGSN and Promostyl rather 

observe trends at an early stage, it means that they watch what is happening around 

the world and try to put it in a context and then report that to their clients for 

inspiration in the future. Both trend institutes do not believe that they define what is 

trendy or not. 

What is more, participants (besides Promostyl and Brismar) put the high-end fashion 

designer against the mass-market designer whereby the former is regarded as a 

creative genius and trendsetter. It is clear that, beside Promostyl which does not hold 

this discussion whatsoever, all participants consider fast fashion companies as 

followers of trends and therefore more reliant on trend institutes’ forecasts. 

Participants external to trend institutes debate that trend institutes cannot provide 

inspiration or innovative spirit and argue that it is a result of hard work. For instance, 

Hentschel from the production agency CW says that trends restrain innovation. 

Furthermore, she debates that she does not even perceive anything trendy nowadays 

as several trends coexist in parallel. She also states that with regard to sustainability, 

the way trend institutes communicate trends is dangerous. From the fashion designer 

Österlund point of view, trends are perceptible everywhere for instance in stores and 

magazine but nothing that she follows. Österlund maintains that she could go as far 

as discard an idea merely because it is forecasts as a future trend. Brismar however is 

skeptical and argues that fast fashion could not possibly work only with trend 
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institutes, as this would weaken the basis of their success. As she explains it, if they 

were to work with trend institutes their supply chain might be slowed down. None of 

the participants besides participants from trend institutes use trend forecasting 

services. 

Yet, the results indicate that trend institutes could be the driving force towards a 

sustainable lifecycle of garments but considerably more responsibility is placed on 

fashion designers among all participants. Although, both WGSN and Promostyl are 

not much convinced that they could drive towards sustainable fashion design as this 

lies beyond their tasks. At the same time, they state that they are beginning to see 

new attitudes regarding sustainability and therefore will inform about this more and 

more. WGSN maintains that they already do; however, they argue that they are more 

able to influence the mid and mass-market sector than the upper level, as the former 

are more trend-sensitive. The other participants (not from trend institutes) do not 

seem to expect much from trend institutes on that matter, they have rather high 

hopes on the fashion designer and the consumer. Lastly, Brismar debates that trends 

and sustainability is something that does not necessarily go well together. 

Furthermore, she says that the term trend entails something that might block trend 

forecasters to support sustainable practices. Also, this might led to circumstances 

where sustainability is discussed in the wrong way. Yet, she declares that 

sustainability is starting to be addressed at the Nordic trend institutes however she 

sees a need for treating the topic at an even great extent among all trend institutes. 
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5. ANALYSIS 

In this chapter, the empirical findings are analyzed and examined with the help of the 

theoretical framework presented in chapter three. Furthermore, the research purpose 

and questions are answered. 

5.1 Role defines what sustainability means 

Since sustainability is a term that has different meanings (Belz and Pettie 2012; Black 

2013; Gardetti and Torres 2013), it is important to first understand how the 

participants in this study define or interpret it in their work.  

The participant’s definition and reasoning are closely linked to their positions. 

Participants (besides trend institutes) appear to have elaborated what sustainability 

implicates in their daily work. It is clear that they adhere to the common 

representation shown in the theoretical framework whereby environmental, social 

and financial aspects are integral (see chapter 2.1) but some aspects specific to each 

one of them are worth examining. For example, concerning the fashion production 

firm CW, there is the dimension of responsibility of the creator/designer throughout 

the entire supply chain. For the sustainability consultant Brismar there is a definition 

of “more sustainable fashion” available for anyone in the field to use. It is logical that 

the fashion production firm CW with a focus on transparent and sustainable 

production needs to emphasis the responsibility of the designer for what is done 

during and after the making, as this is where CW capitalizes its know-how. The same 

principle apply to Brismar when she refers me to her own developed definition 

related to sustainable fashion as this enhance and legitimate her role as sustainability 

consultant within the industry. When it comes to participants from trend institutes, 

they are cautious to determine what sustainability implies. It could be explained with 

the fact that trends are associated with fast fashion (Lantz 2013), which form their 

core business, and among sources that cause unsustainability (Payne 2011). 

5.2 A splitted view on trends 

The term trend is discussed in terms of aesthetical trends by the web-based trend 

institute whereas the term is not used at all at Promostyl. WGSN interest in 

aesthetical trends is possibly the reason why environmental aspects are not the 

building stone of their forecasts in the first place. WGSN and Promostyl rather 

observe and report trends, though at an early stage, which is partly inconsistent with 
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Lantz (2013) in regard to book-based trend institutes way of working. Although, this 

could explain why both trend institutes do not see any sustainability impact with 

working with trend forecasting since they merely work as a kind of intermediary of 

what it happening in our society (Lantz 2013). However, it could also be a reaction to 

their interest of working in the shadow of the fashion designer so as to keep his or 

her work as autonomous and fully innovative in its kind (Kawamura 2005). 

There is something significant related to the view on trends and forecasting. The 

term trend is not equal-defined by all fashion professionals as suggested by Lantz 

(2013). However, trends are indeed seen as something that is unwanted, something 

you do not need to be associated with, especially as a designer but also, as the 

findings show, for most of all participants. While both trend institutes have a similar 

approach to trend forecasting, Promostyl exposes the phenomenon of trend as some 

kind of “interpretations” of what is seen in the world, something they rather keep 

themselves away from in order to stay trustworthy. Hence their use of the term 

“movement” instead, I assume as a better alternative. As outlined earlier, the fashion 

industry is known for its hierarchical structure (Kawamura 2005; Lantz 2013) and 

since Promostyl is one of the first established trend institutes it might explain the 

impression they leave as “superior” with a “better taste” in what they do.  

The participants working in the creative field (Österlund and Hentschel) disregard 

the phenomena of trends as it goes against their view on creativity and ruin the real 

purpose of fashion, which conforms to the study conducted by Lantz (2013). But to 

be innovative is something positive. Some participants argue that trends per se have 

somewhat eroded. It is difficult to identify what is trendy nowadays since diverse 

trends can appear at the same time. This view is in line with Brannon (2010) and 

Lantz (2013). 

Brismar brings a striking discussion in relation to trend forecasters mindsets 

regarding the term trend in relation to sustainability; they are stuck with the term and 

therefore tend to treat sustainability as a trend. If we look at Martin (2010) proposed 

definition of trend as something that tend to move, sustainability is hence treated as 

something that comes and goes and therefore problematic in the quest of a more 

sustainable fashion. Evidently, as Hentschel head of sustainability at CW points out, 

the way trends institutes communicate trends is dangerous.  
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5.3 The designer dresses the world 

The empirical findings show that the high-end fashion designer is seen as a creative 

genius and innovator, which suggests trend forecasters’ role to be very small in the 

creative process of [high-end] fashion designers. It is clear that several participants 

consider fast fashion companies as keen followers of trends and therefore reliant on 

trend institutes’ forecasts. Promostyl does not carry this discussion nor do they 

comment much about the fashion designer or any other professional on that matter. 

This reminds us of the confidential disclosure agreements between trend institutes 

and its clients discussed by Lantz (2013).  

What is more, none of the participants (except participants from trend institutes) use 

trend forecasting services however one acknowledge to be a regular visitor of diverse 

fashion fairs. As outlined in the theoretical framework, it is a way of keeping oneself 

up to date with trends as a way of avoiding doing just what everybody else is doing in 

order to create something new with a potential of becoming a trend, something that 

is much worth striving for (Lantz 2013). 

Both Österlund and Hentschel stress that inspiration or innovation is something that 

come from hard word and therefore cannot be given by trend services. Further, 

Brismar maintains that designers and fashion companies are the one that search and 

distribute trends, along with consumers, which is a view shared by the other 

participants. This rejects Kawamura (2005) statement of trend institutes as chief 

trendsetters but also Kim et al. (2011) idea of forecasters as major contributors in the 

creative process. It is however important to recognize the potential accuracy in what 

these authors (Kawamura 2005; Kim et al. 2011) suggest because their researches’ 

main purpose was to disclose and understand the field of fashion as it really is, while 

my empirical findings are based on the view of fashion professionals themselves who 

have an interest in keeping the myth of the fashion designer as a creative genius. 

Furthermore, the findings evidence the importance for designers to stand out from 

the crowd, which is consistent with previous studies (Kawamura 2005; Lantz 2013). 

The fashion designer Österlund argues that she can go as far as discard an idea 

merely because it is forecasts as a future trend. Similarly, Hentschel argues that 

designers are highly innovative therefore some of the things that are created at CW 

are sometimes seen in following seasons.  
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5.4 Changes in the forecasting industry 

The empirical findings suggest that trend institutes play a certain role and influence 

but merely to the mass-market sector, which is inconsistent with previous studies 

(Crane 1999, 2000; Kawamura 20005; Mete 2006; Brannon 2010; Lovinski and Hahn 

2014). This is perhaps due to the vagueness of the role of the designer in the mass-

market sector (Weller 2007). But, the fact that the participants do not operate in the 

sector of mass-market themselves could be a potential explanation. But also the fact 

that fashion designers are sometimes not honest about their relation to trend 

forecasting services, it is difficult to suppose that it is really accurate that trend 

institutes would only influence the mass-market sector. Similarly, Brismar believes 

that it would be odd that fast fashion companies would work closely with trend 

forecasting institutes as it might weaken the basis of their success. That is, their very 

fast supply chain. They might perhaps use trend institutes more as a confirmation 

tool (Lantz 2013).  

5.5 Sustainable practices do not come from trend forecasting 

Nearly all participants believe that the designer can alter the sustainability impact of a 

garment throughout its lifecycle, a view shared by several researchers (Lovinski and 

Hahn 2011; Gwilt and Rissanen 2011; Khan et al. 2012; Fletcher 2012, 2014). Only 

Promostyl believe that sustainability impact of garment lifecycle lies in the hand of 

the consumer, a shared view of several researchers but also rejected by others (Payne 

2013; Lovinski and Hahn 2014). Furthermore, the findings indicate that the designer 

can work within sustainable framework on every level to ensure the sustainable 

lifecycle of a garment. However, they all agree on that it is a difficult task. According 

to Sinha (2002) the fashion designer’s activities and decision-making vary according 

to a company size and perhaps the reason why the findings implies that designers are 

involved in the whole fashion design process (AÖ is a very small company and CW 

clients are relatively small companies). However, several researchers (Gwilt 2009; 

Gwilt and Rissanen 2011; Payne 2011; Eryuruk 2012; Fletcher and Grose 2012; 

Laitala 2012; Fletcher 2012, 1014; Lovinski and Hahn 2014) also agree on the 

designer’s ability to plan for the impact a product will have before and after its 

production. 

As stated previously, almost all participants acknowledge that trend institutes might 

be the driving force towards a sustainable lifecycle of garments (however more at the 
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mass-market level), a view shared by Payne (2011), but they (participants outside 

trend institutes) do not reproach them for not promoting more sustainable practices 

in fashion design. This could be explained with the fact that none of the participants 

place great or any emphasis at all on trend institutes’ influence or involvement in the 

work of fashion designers. Trend forecasting is compared to gambling by some 

participants, which is somewhat consistent with Kim et al. (2011) description of 

forecasting as an art rather than a science and therefore not necessarily a key to 

success. Trend institutes themselves do not believe that it is in their business concept 

to support sustainable practices in product design. Further, the way they use the term 

trend in relation to sustainability is inappropriate and therefore indicate a lack of 

competence, which is of great importance for them to acknowledge if they are to 

communicate sustainability. 
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6. Concluding discussion 

This chapter presents and answers the research questions and purpose. Then, the 

implications and contributions of this research are discussed. This chapter ends with 

suggestions of future research. 

In studying the role and influence trend institutes have on the decision a designer 

makes in the design and development of garment/product’s lifecycle, the following 

research questions have been answered: 

§ How much control has a fashion designer during the creation of a garment? 

§ How do trend institutes communicate sustainability and how can they help 

designers to incorporate sustainability objectives in clothing design? 

6.1 Fashion designers in control in the creation of a garment 

This research reveals that the control of a fashion designer during the creation of a 

garment depends on the size of the company he or she works for but also the sector 

(high-end, mid or mass-market) he or she operates in. Moreover, the research 

suggests that trend institutes’ influence is very small in the creative process of high-

end fashion designers. The smaller and independent the business is the more control 

the fashion designer will have, consequently enable him or her to work within 

sustainable framework on every level to ensure the sustainable lifecycle of a garment. 

The case study of Anna Österlund, Marte Hentschel and WGSN explain these 

assumptions. Nevertheless, although sustainability awareness is great among all 

participants, it is evolving at different speeds. There is a need for a broad knowledge 

and know-how in sustainable design in the entire fashion supply chain and among 

consumers in order to facilitate the fashion designer’s work.  

6.2 Trend institutes’ sustainability communication and how it can 

help designers in sustainable clothing design 

It can be concluded that there is no such thing as sustainability communication at the 

trend institutes interviewed in this research and therefore no great help from them 

for designers in integrating sustainability objectives in clothing design. Trend 

institutes do not consider sustainability communication as their mission. Their goal is 

to communicate what is happening in the world - and not voicing their opinions - in 

order to inspire designers or other users to develop products that will appeal in the 
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future. Presently, trend institutes take on sustainability communication appear to do 

more harm than good. First of all, sustainability and trends do go well hand in hand. 

Secondly, sustainability is oftentimes communicated inappropriately, revealing a lack 

of expertise from trend institutes’ side in sustainability matters. Third, there is a 

much bigger economic interest in aesthetical trends forcing trend institutes to focus 

on them and possibly the result of the previous point (that is, the problem does not 

really lie in the lack of knowledge). Fourth, trend institutes have gained a bad 

reputation, especially in relation to sustainable fashion and are therefore not the first 

place to turn to for inspiration. None of the creative people interviewed use trend 

institutes in their work and none of the participants support them in any way.  

6.3 Practical and academic implications 

This research shows that trend institutes has little or no influence at all for small, 

independent and high-end fashion designers, especially in sustainable fashion design 

because the former are not perceived as knowledgeable enough or advocates, yet. As 

for now trend institutes try to identify and apprehend how to incorporate and 

address sustainability so that it matches their current concept. Sustainability should 

not be treated as a trend nor merely be converted to their business model. If trend 

institutes are to communicate sustainability in the future, they are suggested to seek 

more knowledge in sustainability issues. That way, insights on how trends can better 

coexist together with sustainability can surface. Furthermore, as a reaction of their 

bad reputation in relation to the creation of fashion and sustainability, trend institutes 

need to be more open in the discussion about their take on that matter. It does not 

matter at what level the current sustainability effort is. Right now, it seems that they 

do no care at all and it is not good. Sustainability aspects in the industry concern 

them as much as other fashion professionals.  

In regards to sustainability, although there is a consensus of what sustainability 

means among participants there are added dimensions that differ from each one of 

them. These dimensions oftentimes favor their self and provide added value in their 

businesses. It is problematic for the industry especially in regards to the striving 

towards more sustainable practices. More strict and clear implication in respect to 

sustainability in the industry is more than essential to progress towards a more 

sustainable industry. 



  

37 
 

For academics, this research contributes to the understanding of the role of trend 

institutes in regards to the sustainability impact that occurs during the design and 

development of a garment. Much of this research has been influenced by Kawamura 

(2005) work that aims to understand fashion as a system. It has been ten years since 

the author implied that the fashion designer is the one and only contributor in 

fashion. There is a need to see if it is still the case. 

6.4 Contributions 

This research addresses the question of trend institutes’ sustainability communication 

and how it affects designers in the design and development of a product throughout 

its lifecycle. According to Mete (2006) trend institutes influence in the design or 

development of clothes and fashion have not gotten academic attention in the 

industry, especially in relation to sustainability. Thus, this research contributes to 

decrease the literature gap in this area and provides further understanding of their 

role and influence during the design of a product. My research, although based on a 

few cases, is the first in its kind with empirical conclusions demonstrating a gap in 

sustainability communication at trend institutes and can act as a starter of the subject 

in the academic field. This research contributes to renew the thinking within the 

industry of trend forecasting and provides critical insights in the state of their take on 

sustainability. But also how other players perceive trend institutes, which I believe is 

the basis for a change in order to foster sustainable practices that are needed in 

fashion forecasting.   

6.5 Future Research 

This research takes the perspective of high-end and independent fashion designers. 

Further, most of the participants run private and small-scale businesses with a great 

focus on sustainability. It would be of interest to conduct a similar study with more 

and varied cases with no or little interest in sustainability. For instance include fast 

fashion, mid to high-end designers operating in bigger corporations to confirm if 

trend institutes really have a bigger influence on fast fashion companies. A 

comparative analysis could also be made on their take on trend forecasting in their 

product designs. As the integrity of the fashion designer but also other players in the 

industry appear sensitive, interviewing people around them (e.g. technical designers, 

buyers) and most importantly interviewing them anonymously, could perhaps give 

more authentic responses. Another interesting topic for further investigation would 
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be to involve the point of view of the digital age. Is the abundant information thanks 

to the Internet have some implication in the role and influence of trend institutes? 

Will they retain their original function as an organizing principle in the industry that 

synchronize supply and demand? 
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Appendix A: E-mail to interviewees - general template 

Dear … 

I am a student at the Swedish School of Textiles, currently working on my master 

thesis in the area of sustainability and fashion forecasting. I am interesting in gaining 

knowledge about the role and influence trend institutes have on the decision a 

designer makes in the design and development of a garment’s lifecycle. 

I would like to ask you if I could borrow 50 min of your time for a face-to-face 

interview? 

Sincerely, 

Steffie Uwimana 
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Appendix B: Interview guide 

Trend institutes 

§ How do you define sustainability? 

§ Have you influenced your work towards sustainability? When and what 

problems have you encountered? 

§ How is sustainability implemented in your work? 

§ How are fashion trends developed? 

§ Who is involved in the process (e.g. in & outsides factors or entities)?   

§ Has sustainability aspects forced you to opt out some trends? Describe.  

§ Trends incorporate aspects such as color, texture, material etc. Could you 

describe some problems with working with trends and sustainability at the 

same time? 

§ In your daily work, are environmental issues equal important as aesthetics 

issues such as color, texture etc. Why?  

§ What is your relation to fashion designer? 

§ Who is the typical fashion designer client of forecasting services such as …? 

E.g. high fashion-, fast fashion-, conceptual designers etc. 

§ What does a garment sustainable lifecycle means to you? 

§ Where do you think lies the responsibility for a more sustainable garment 

lifecycle? E.g. product designs, material selection, production and sourcing. 

§ Do you believe trend institutes define what is in or out in fashion? 

§ Do you believe that you can alter the way fashion is made? How? Where? 

E.g. product design, material selection, production and sourcing 

§ Do you consider yourself as designer since you contribute with ideas in the 

creative process of designers? Why or why not? 

§ How do you communicate trends to your clients? 

§ Who usually use your services? E.g. fashion magazine, independent fashion 

designers etc. 

§ How and why do they use your services? For what purposes? 
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Fashion designer 

§ Where do you find inspiration during the design process? 

§ Describe how you decide what your customers would like to buy 

§ How important is your own inspiration process (not necessary from trends) 

during the design process?  

§ Have you worked with design for your own brand(s) only? If no. What kind 

of company have you designed for? E.g. mass-market, mid market, high-end 

etc. 

 Was trend forecasting important before, after and/or during the design 

process then?  

§ How do you define sustainability? 

§ How is it implemented in your work as a fashion designer? 

§ Describe the typical design process of a particular garment,  

§ Who (including yourself) is involved in the process (in & outsides factors or 

entities)?  E.g. in the research phase, material selection, manufacturing and 

distribution. 

§ How would you describe the lifecycle of a garment?  

§ There are different ways of improving a garment lifecycle down the line. Do 

you implement some of them in your garments? E.g. choice of material, long 

lasting, eases for disassembly and recycling etc. Why? Why not? 

§ Where do you think lies the responsibility for a more sustainable garment 

lifecycle?  

§ A lot of research argues that much as 80% of the environmental impact of 

today’s products is determined in the design stage. Designers have the power 

to influence how the fabric is sourced, how a garment is produced, cared for 

and discarded. What are your thoughts about that? 

§ What your thought trend communication from fashion 

forecasters/forecasting services in terms of aesthetical trends and 

environmental aspects? 
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Appendix C: Anastasiya Kravets, account manager at WGSN 

Anastasiya Kravets works for WGSN since two years as an account manager (for the 

European market). Her role is to make sure that the firm’s clients she is responsible 

for is supported in the right way. She has a broad experience in the industry, from 

working with styling projects to brand direction in terms of their identity. She studied 

a course called “fashion promoting and imaging” where she gained knowledge in 

conceptualizing whether it is through illustration, metaphorical image, styling etc. 
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Appendix D: Sara Linander, Agent at Promostyl Scandinavia 

Sara Linander has approximately thirteen years experience in the business of trend 

forecasting. Before working as an agent for Promostyl in Sweden, Norway and 

Denmark, she was a client. Her tasks consist of selling and marketing the 

information and services provided by Promostyl headquarters based in Paris.  
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Appendix E: Marte Hentschel, Head of sustainability at CW 

Marte Hentschel is the co-founder of Common Works. She is the head of 

sustainability, PR and marketing.  Hentschel has over ten years experience in the 

fashion industry, she started her career in 2004 as a freelancer. She graduated in 

fashion design in 2006. 
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