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iFashion Consumption

This book offers an interdisciplinary exploration of consumer behaviour in the fashion industry and the factors driving consumer decision-making.

Divided into four key themes, international contributors at the forefront of fashion and consumer insight investigate the cultural evolution and attributes of fashion consumption, the individual characteristics of consumers that influence the purchase of fashion garments, online fashion behaviours and the emergence of second-hand shopping and sustainability on fashion choices. Chapters explore the use of fashion as an extension of self, the role of augmented reality as well as the impact that ideological shifts, such as veganism, have on fashion consumption.

This book will be an essential resource for scholars across fashion, consumer psychology and marketing. It will also appeal to students pursuing advanced courses in fashion.

Cathrine V. Jansson-Boyd is a consumer psychologist with over 20 years of experience conducting research to understand how consumers think and act.
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Cathrine V. Jansson-Boyd
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Fashion can be defined as the continual change in clothing styles. It is a non-verbal language that communicates to others who we are or who we aspire to be. The clothing choices people make can influence self-esteem, confidence and mood (e.g. Alaedini & Hasannejad, 2020; Kodzoman et al., 2023; Moody et al., 2010; Panasea, 2024). Fashion also shapes cultural norms, gender roles and social environments (e.g. Braizaz, 2019; Nair, 2024; Williams, 2018), something that is explored in this book. Furthermore, fashion is important to the environment (e.g. Bick et al., 2018; Niinimäki et al., 2020), health (e.g. LaBat & Kim, 2014; Lennon & Kim, 2023), as well as social and physical well-being (e.g. Tillotson, 2009; Shafqat et al., 2023), which demonstrates how it infiltrates people’s lives on a micro and macro level. This is why analysing and understanding fashion through different consumer perspectives is key, as it is otherwise impossible to get an overall understanding of how it impacts our lives.

Fashion is a multi-billion-dollar industry, meaning that it is an economic pillar in many countries. It has been estimated that over 300 million people are employed by the fashion industry, across the globe (Economics Observatory, 2025). The industry generated global revenues of $1.7 trillion in 2021 (Fashion United, 2025), which is around 5% of all world trade. Thus, fashion is a key player in the global economy.

There is also a great deal of influence from the fashion industry on psychological and sociological constructs. This is evident in the way it shapes cultural norms, social structures, social change, individual and group identities, as well as how people express who they are. This is not just applicable to recent times but is also evident to see from a historical perspective. Just think about how social hierarchies were defined by formality and elaborate clothing design during Victorian England. The more wealth people had, the more ornate the clothing they wore (Sayer, 2002). Or how the women’s suffrage movement in the late 19th century saw suffragettes reject restrictive clothing, such as corsets, for utilitarian clothing such as suits that symbolised independence (Zhu, 2022).

2In modern times, marketing plays a significant role in moulding the psychology and sociology of fashion. It drives what kind of clothes people use to express who they are, as marketing campaigns often portray clothing as a tool for showcasing personality and aspirations. Bearing in mind that people are social by their very nature, we are very much influenced by what other people are wearing. Marketing leverages this through celebrity collaborations and influencer endorsements, as it is proof that wearing something is desirable and accepted by others. Marketing also has the capacity to shape broader cultural narratives as brands align themselves with social values. Just consider how Nike showed support for Black Lives Matter when they included Colin Kaepernick in their advertising campaign ‘Dream Crazy’ in 2018. This sparked debates about social justice and the right to publicly protest (e.g. Hoffmann et al., 2020). A simplified version of the complexity of the relationship between the fashion consumer and external and internal factors can be seen in Figure 1.1.


[image: A flowchart titled psychological and sociological constructs places fashion consumers at the center, connected to identity and self expression, emotional needs, social influences, and impression management. Additional links extend to marketing and economic factors, each with short explanatory points.]
Figure 1.1 Shows the variables that influence why consumers purchase fashion items and how their consumption influences economic factors and shapes society. Effectively, the fashion consumer is like a spider in a complex web. The consumer is driven by psychological and sociological needs. How much they spend on clothing plays a significant role in influencing the global economy, in that it generates employment and tax revenue. The role of marketing is also important in that it moulds consumers’ thinking.Return to text.⏎
Source: Created by author.


Fashion Is Not Just Fun and Frivolous

To understand fashion consumption is to understand humans better. It is such an integral part of society and has been for a long time. It is difficult to know for certain when fashion began but according to some historians, it is believed to have emerged around the mid-14th century (Laver, 1969). Whilst the history of clothing itself is clearly much older, it was not about 3fashion but rather about protection. At this time, there was some evidence of tailoring, which made clothing better fit the human body – something that the use of buttons also assisted with. No doubt that the 20th century has seen the most rapid evolution of fashion from one decade to the next. At the start of the 1900s, there was a distinctive S-silhouette that pushed women’s chests forward and the hips back. In the following decade, this was moved away from for a softer and more natural form. The outbreak of the war meant that more than ever, there was a need for practical clothing. This was followed by an influence of jazz and glamour in the 1920s, even though clothes were often kept simple, as the war had changed what people wanted. This was also the decade that saw an increased use of sportswear for women. The following decade was influenced by a more boyish look and a great influence from Hollywood films. With the Second World War breaking out during the 40s fashion once more was focused on practicality. Presumably, the war years and the limited access to fabrics led people to wanting something more stylish in the 1950s. Just looking at the first half of the 20th century, it becomes apparent that clothes evolve very much alongside society and the present mood. Big changes, such as the clothing alterations made during the world wars, show that people adjust to world events. Thus, it is not surprising that there are also fast changes to fashion during the 21st century, as globalisation, technology and social media have changed trends, material use and manufacturing.

It is not only fashion trends that change but also the fashion sales landscape. Consumers used to be constrained to purchasing clothing in their local stores. Now, through the internet, they can buy clothing from anywhere in the world. It also used to be that it was less common with personalisation but now consumers often can alter the items they buy, perhaps by changing the colour or adding an inscription. Social media platforms, like Instagram, are a common platform for product discovery and purchase. Often, the shopper can buy clothing directly within the apps. The fact that clothes are easily accessible and alterable means that consumers’ expectations are changing alongside fashion itself. This means that fashion designers need to be aware of how to best provide an overall purchase package that fits with the image of their clothing. For example, if you are designing luxury clothing, consumers will expect to buy it from online sources that reflect the product image. Consumers will also expect the product to arrive in packaging that shows it is a luxury product. It will need to be fast delivery by a company that can be trusted, as consumers expect a seamless luxury purchase experience. Thus, the fashion industry needs to consider the full package and how it communicates with the consumer.

It is puzzling that many people think of fashion as superficial. Often it is characterised as the poster-industry of consumerist materialism. But it really ought not to be. Fashion, as can be noted in Chapter 6, is often reflected by deeper motivations and aspirations. It is the heart of contemporary culture. Fashion choices are complex and often well-thought through. Even those 4who claim not to like fashion often use clothing to signal that they are ‘opting out of fashion’. This is no different from using fashion as a representation of what you stand for. Thus, it still demonstrates the significance of clothing as an integral part of people’s lives. When people have a negative stance towards fashion, it is not uncommon that they embrace second-hand fashion and encourage a circular economy. Even though this is not specifically covered in Chapter 10, you can there read about how second-hand fashion is on the increase. That gives you a better understanding of what is driving consumers to purchase second-hand clothing.

As outlined previously, albeit briefly, it has cultural and historical significance. It has been a marker of historical shifts, as can be noted through the evolution of clothing. Taken together with the social importance of fashion, it shows that it should not be frowned upon, as it plays such a significant role in understanding humans.


The Outline of This Book

Understanding the fashion consumer is a complex challenge. Why is it that people have a need to follow fashion? What influences people to buy certain clothing over others? There is a myriad of explanations for questions such as these, and no book could ever cover everything that is involved in understanding the complicated world of fashion. However, this book does provide an opportunity for the reader to get insight into different aspects that can further their understanding of fashion consumption. It provides a broad perspective that enables the reader to get a holistic view of why people purchase fashion items. The book consists of four key areas, each of which focuses on aspects that are central to understanding consumers. This includes individual aspects that impact fashion decision-making, how fashion consumers act online, as well as matters that are important to fashion consumers that guide choices and manufacturing such as veganism. Each chapter is written by a specialist and thus ensuring that the best insight into the different topics is conveyed. All the chapters are structured in the same way. They start off with an introduction, and it is followed by five key chapter points that allow the reader to have a clear overview of what the chapters are about. The core content of the chapter is then set out. At the end, there is a chapter summary and five discussion questions. The questions can be used to think further about the chapter content, whether it be for teaching purposes or just for the individual reading.

The first two chapters are about cultural influences. The first chapter, Chapter 2, takes you on a tour through time that explores how different individuals have shaped fashion and society. It starts during the 19th century with a focus on how fashion was an elite domain that was influenced by social observation and ends in current times with a focus on how digital platforms make fashion participatory. This is followed by Chapter 3 that examines how fashion interacts with gender identity and social norms. It is argued that 5clothing is so much more than just something appealing to look at but rather a form of cultural and psychological tool that can reinforce or challenge gender norms. Thus, it is a powerful cultural force that is intertwined with marketing messages that fosters, at least at times, undesirable messages.

The second section of this book is about individualism, and it is made up of four chapters. In the first one, Chapter 4, it explores whether overconsumption of fashion is acceptable at a time when the world is battling serious environmental issues. Should individuals shift towards being conscious consumers, whereby they engage in repair skills and the appreciation of existing garments, rather than continue to buy new clothing. The difficulty is that materialistic value orientations are commonplace, and they fuel fashion consumption. When combined with the alignment of clothing choices to social norms and the desire for approval, this makes it difficult for consumers to resist trends and buy new clothing. In Chapter 5, consumption, identity and marketing systems are explored. It outlines how fashion consumption is influenced by marketing and how this is intertwined with people’s identity. It highlights how fashion can be something positive when it comes to self-enhancement and expression as well as generating a sense of belonging to groups. Additionally, the chapter flags that fashion can lead to negative self-reflection and comparison to others. Chapter 6 delves into why some individuals put up with uncomfortable dressing items such as wearing high heels. It explores the psychological and symbolic benefits of facing discomfort as a fashion choice – something that is the direct opposite of many other life choices, whereby most people do what they can to avoid discomfort and pain. The final chapter on individual differences, Chapter 7, focus on the influence of touch on consumer fashion choices. It explains how consumers can differ in their need for tactile input and how people therefore respond differently to textures. Additionally, it also explores, based on tactile input, whether people are more or less likely to purchase clothing online.

The third part of the book focuses on the digital clothing market. First, in Chapter 8, a closely scrutinized how consumers interact with the online fashion environment. It looks at the decision-making process involved in online shopping and how digital channels cater to different consumer preferences. In Chapter 9, it dives into the role of augmented reality in the fashion industry. It looks at how aspects such as virtual fitting rooms have captivated both industry professionals and consumers.

The fourth and final part of this book, Fashion Matters, consists of four chapters. In the first chapter of this section, Chapter 10, takes a look at second-hand fashion and the circular economy. The chapter explores how millennials are shifting in their consumer behaviour and are increasingly embracing second-hand luxury shopping. In Chapter 11, it is highlighted how ideological shifts shape the acceptance of clothing materials. Specifically, this chapter looks at veganism. The fact that the materials used are changing will also affect how our tactile sense shapes our perception of clothing. Thus, readers may wish to think about this in conjunction with what they read in 6Chapter 7. Whilst not much is currently known about it, the two subjects will undoubtedly be intertwined. In the 12th and final chapter of this book, which is titled Seeing Interconnected Cycles, it is described what it means to be a conscientious fashion consumer. It explores the difficulties that come with wanting to be conscientious, especially from an environmental perspective.

All the contributors to this book hope that you will find the content stimulating and informative. Happy reading!
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Introduction

For over a century, fashion consumption has been guided by the allure of cultural icons, figures whose style choices ripple through societies and shape global trends. From the glamour of Hollywood’s Golden Age to the curated feeds of today’s social media stars, the power to influence fashion has evolved but never waned. This chapter traces that transformation, beginning with mid-20th-century film legends such as Audrey Hepburn and Marlon Brando, whose on-screen personas and off-screen wardrobes captivated audiences and redefined elegance and rebellion. As decades passed, royalty, political figures, musicians, and supermodels emerged as new tastemakers, merging personal identity with public influence.

Today, that legacy continues in a digital landscape where influencers now command vast audiences and drive consumer choices with a single post. Platforms, like Instagram and TikTok, have dismantled traditional hierarchies, allowing relatable personalities to shape fashion discourse. Yet with this, democratisation comes complexity: blurred lines between authenticity and advertising, accelerated consumption patterns, and growing ethical concerns.

By examining these shifts, this chapter explores whether modern influencers are merely contemporary versions of past icons, or evidence of a fundamental change in how fashion influence operates in an increasingly connected, commercialised world.

Chapter Key Points


	There is a clear historical evolution of imagery and moving images in today’s fashion consumer.

	Fashion influences have progressed from the Golden Age of Hollywood through the late 20th century, highlighting how film stars, royalty, and music icons shaped global fashion trends.

	12
There is a clear impact of celebrities on consumer preferences. Public figures like Audrey Hepburn, Princess Diana, and rock stars have influenced consumer choices through media exposure, red carpet appearances, and brand endorsements.

	Digital platforms have democratised fashion influence, shifting power from traditional celebrities to relatable online personalities who engage with audiences directly.

	The impact of influencer culture has also affected sustainability and overconsumption.



Visual Imagery

In the late 1700s, fashion magazines started to be published both in Europe and the United States. The earliest publication recognised as a fashion magazine was Cabinet des Modes, first published in Paris in 1785. These early magazines were filled with ideas for dressmaking and provided patterns for people to make their own garments. There was no photography of the clothing, but fashion illustrations showed the trends of that time. It wasn’t until Harper’s Bazaar and then Vogue came onto the scene (in 1867 and 1892, respectively) that the importance of fashion photography became prominent (Coelho, 2010). Although the first “fashion photographs” are largely credited to Edward Steichen, who was commissioned by Art et Décoration to produce pictures of couture dresses by the Parisian designer Paul Poiret in 1911, other photographers had been documenting fashion in Paris for a number of years. However, Steichen was a master of self-publicity and later had Vogue as a showcase for his work. It was Baron Adolphe De Meyer who is actually credited as the first full-time professional fashion photographer when Condé Nast gave him a contract at American Vogue in 1913. He was replaced by Steichen in 1923 when De Meyer left for more money to Harper’s Bazaar and the promise of returning to work in Paris. This started the animosity and competition between the two publications to secure the best talent to exclusive contracts (Nisbet, 2021).

Imagery and technology went through major developments in the early to late 19th century. The birth of photography is dated to 1839. Although photographs had been produced for some time, this was the year that fixative (hypo sulphate) was invented by Sir John Herschel, allowing the images created to be “fixed” so they did not fade or go black. Herschel also coined the name photography (drawing with light). 1839 was also the year of the first paper negative produced by William Henry Fox Talbot, and the same year that Louis Daguerre patented his Daguerreotype process (Gernsheim, 1982).


Moving Images

Later, through the discoveries made by the Lumière brothers, the first moving images were shown on the 28th of December, 1895, when they projected the 13very first “movie” in the basement of the Grand Café in Paris (Bottomore, 1996). The brothers produced a series of short films, often referred to as “actualities,” capturing everyday scenes like workers leaving a factory, a train arriving at a station, or people playing cards. These films, while simple, were groundbreaking in their ability to capture and project moving images. They had invented a new machine, the Cinématographe, that came to revolutionise the world of images. The first movie produced in Hollywood was titled In Old California, directed by D.W. Griffith in 1910 (Cook, 2004).

In addition to their work in motion pictures, the Lumière brothers also invented the Autochrome process, one of the first commercially viable colour photography processes. This process later became popular with Irving Penn, one of the most important fashion photographers of the 20th century (Rosenblum & Rosenblum, 2010).

By 1914, the film industry was well established, mainly in Europe, Russia, and Scandinavia. Millions of people paid to watch movies, and the industry grew quickly, allowing for more investment. By 1910, there were 2900 cinemas in Britain, and in 1914, British people were visiting cinemas two to three times a week (Fraser, 2000).

The Entertainments Tax in May 1916 made cinema tickets more expensive, yet by January 1917, weekly attendance stood at 21 million tickets. However, on the 28th of July, 1914, World War I began and hit Europe and its film industry with a devastating blow. By the end of the war on 11th of November, 1918, 90% of all movies were now being produced in Hollywood (Robinson, 1997).


Stars of the Big Screen

Canadian-born Mary Pickford (born Gladys Louise Smith, 1892–1979) is widely regarded as the first true movie star. She began her film career in 1913 and quickly rose to prominence, starring in 52 feature films and becoming one of the founding members of United Artists in 1919. Known as “America’s Sweetheart,” Pickford helped shape the modern concept of celebrity and was among the first actors to successfully leverage her on-screen persona into widespread fame and cultural influence. While Pickford represented innocence and wholesomeness with her signature curls and girlish image, it was Louise Brooks (Figure 2.1) who truly became a groundbreaking fashion icon of the 1920s. With her sharply cut bob hairstyle and enigmatic screen presence, Brooks broke from the traditional ideals of femininity and redefined modern beauty. Her sleek haircut became a symbol of the flapper era, rebellious, modern, and liberating and remains one of the most recognisable styles in 20th-century fashion. Brooks also played a key role in popularising the cloche hat, a close-fitting, bell-shaped hat, that became one of the defining accessories of the Roaring Twenties. Worn low on the forehead to complement her geometric bob, the cloche hat came to symbolise, the spirit of the decade, urban, chic, and forward-thinking. Through films like Pandora’s Box (1929), Brooks not only influenced film history but also left an indelible mark on fashion (France 24, Hollywood and World War 1, 2017).


[image: A studio portrait shows Louise Brooks with a sharply cut bob hairstyle and straight fringe, wearing a sleeveless beaded dress.]
Figure 2.1 Louise Brooks.Return to text.⏎
Source: Wikimedia Commons.


14Early Clothing Consumption

In parallel with visual artistry, there was a clear development of how clothing reached the consumer. Le Bon Marché, which is considered the first department store, opened its doors in 1852. The department store concept offered a new way of consuming and revolutionised consumption within the fashion landscape. This was the first time that ready-made garments were exhibited for sale to the regular consumer; they had a fixed price, could be touched and even tried on, although it was not until the 1870s that standard-size garments were made readily available (English, 2013).

Soon after, in 1858, the pioneer of ready-made designer clothing, Charles Frederic Worth (Figure 2.2), was the first head of a haute couture house to organise fashion shows in his Parisian store with his wife and her friends as models (O’Hara, 1986).


[image: An illustration shows a woman standing beside a decorative mantel, wearing a long dress with a fitted bodice, wide bow at the shoulders, and layered skirt.]
Figure 2.2 Charles Frederic Worth.Return to text.⏎
Source: Luxus Magazine.

Not long after, Aaron Montgomery Ward, who is often credited with the first mail-order catalogue aimed at the general public, launched his business 15in 1872 in Chicago. This also marked a significant step in making goods accessible to a wider audience, such as department stores, and particularly to those in rural areas. The mail-order catalogues provided them with access to a vast array of products, empowering women as consumers. Thus, mail-order catalogues played a significant role in American retail history, connecting rural communities with a vast array of products and empowering women as consumers. Companies like Sears, Roebuck & Co. further popularised the mail-order catalogue, becoming household names (English, 2013).


Post World War I and II

Fashion trends had been put on hold over the war years, and upcycling and DIY had become important. For these crucial four years, women had put on the “male” hat and worked in factories to manufacture and support what was needed for their countries to battle and survive in the time of war.

Come the Roaring Twenties, which was a vibrant decade marked by social, cultural, and artistic dynamism, particularly in the United States and parts 16of Europe. It was a period of post-World War I optimism, economic growth, jazz music, and a dramatic shift in societal norms, especially for women. The Flapper style represented the new liberated woman (English, 2013).

Clara Bow was the ultimate flapper, and her style influenced urban girls everywhere who wanted to emulate her exciting and seemingly carefree life. Her dropped-waist dresses and short hair were notorious features that paired perfectly with her cupid’s bow pout and sensual attitude. Many women copied her on-trend looks, making her the fashion idol of flappers everywhere (O’Hara, 1986).


Female Film Stars

The glorious Hollywood years also started post war. Leaders in the production of movies attracted major players from Europe, whether it was producers Irving Thalberg, Louis B Meyer, and Darryl F. Zanuck or stars such as Greta Garbo (born Greta Lovisa Gustafsson, 1905–1990) who left her native Sweden and settled down in the city of angels in 1925.

Greta Garbo captivated audiences with her magnetic presence on screen throughout the 1920s, becoming one of the era’s most enigmatic and influential stars. Beyond her cinematic performances, Garbo’s personal style played a defining role in shaping fashion during the Art Deco period. At a time when post-Victorian norms were beginning to loosen, especially for women, Garbo boldly embraced a menswear-inspired wardrobe that challenged convention and forecasted the gender-fluid fashion trends of today (Gaunes & Herzog, 1990).

While her on-screen costumes were often glamorous and opulent, reflecting the elegance of Old Hollywood, Garbo’s off-duty wardrobe told a different story. She was frequently seen in oversized button-down shirts, sharply tailored wide-leg trousers, trench coats, and cloche hats, pieces that mirrored the evolving silhouettes emerging from fashion houses in 1920s Paris, particularly under designers like Coco Chanel and Jean Patou. These choices underscored her independence and rejection of rigid gender roles, aligning her with the emerging modern woman of the Jazz Age (Morand, 2008).

Garbo’s style is widely credited with influencing generations of designers and fashion-forward individuals. Garbo’s minimalist, androgynous style helped redefine femininity on and off screen (Cosgrave, 2006). Her fashion legacy is seen not only in her contemporary influence but also in today’s continued admiration for gender-neutral dressing and timeless tailoring.

After establishing a successful film career in Europe, Marlene Dietrich made her Hollywood debut in 1930 with Morocco, a performance that earned her an Academy Award nomination and cemented her status as a style icon (Bach, 1992). Dietrich’s signature look was an androgynous blend of sharply tailored suits, tuxedos, and glamorous feminine touches that challenged conventional ideas of femininity at the time and laid the groundwork for gender-fluid fashion. Her fondness for menswear, including three-piece suits 17and fedoras, was considered daring in the 1930s, an era still bound by rigid gender norms (Gaines & Herzog, 1990). Yet, she wore them with confidence and charisma, becoming a pioneer of power dressing. Designers such as Yves Saint Laurent, who famously introduced the Le Smoking tuxedo for women in 1966, have cited Dietrich’s style as a lasting influence (Laverty, 2021).

Another groundbreaking figure in the evolution of androgynous fashion was Katharine Hepburn. Known for her independence both on and off screen, Hepburn frequently wore wide-legged trousers with sharply defined creases, modest heels, and minimalist shirts or polo styles that defied the Hollywood starlet norm (Vogue, 2020). Her bold approach to dressing earned her a reputation as a fashion rebel and helped pave the way for women’s right to wear pants in public spaces. The clean, no-frills look she embraced eventually became synonymous with “the Hepburn style,” still referenced in minimalist fashion circles today (Gaines & Herzog, 1990).

Hepburn was unapologetic about her style. In response to critics who felt women should wear dresses, she once famously quipped to designer Calvin Klein:


Every time a man tells me he prefers a woman in a skirt, I tell him to try one on. Try wearing one.

(Druesedow, 2012)


In 1936, Ingrid Bergman (Figure 2.3) starred in the film Intermezzo, which became the beginning of her successful career. All these actors were to become style icons and were endorsed by fashion designers throughout their lives. Marlene Dietrich was very close to Christian Dior, who dressed her both on screen and in her private life. Ingrid Bergman was the muse of both Christian Dior and Pierre Balmain (Laverty, 2021).


[image: A studio portrait shows Ingrid Bergman with softly styled hair pulled back from her face.]
Figure 2.3 Ingrid Bergman.Return to text.⏎
Source: Wikimedia Commons.


Fashion Houses Post War

Christian Dior revolutionised fashion in 1947 with the launch of his debut collection, most famously the Bar Suit, introducing what became known as the “New Look.” His designs marked a dramatic shift away from the austere, fabric-rationed styles of World War II and reintroduced luxury, femininity, and opulence to women’s fashion. The New Look wasn’t just a change in style; it was a cultural turning point that redefined post-war femininity and the fashion industry itself.

During and immediately after WWII, fashion had been heavily restricted by fabric rationing and a utilitarian mindset. Dior’s New Look, with its excessive use of fabric and celebration of femininity, seemed decadent, but also aspirational. It signalled the return of prosperity, luxury, and beauty (Steele, 1998).

The impact of the New Look was immediate and global. It revitalised the French fashion industry after the war and helped re-establish Paris as the 18centre of haute couture. Harper’s Bazaar editor Carmel Snow is credited with naming it “The New Look,” after Dior’s first show (O’Hara, 1986).

The modern bikini made its debut in July 1946, introduced by French fashion designer Louis Réard. He named it after the Bikini Atoll in the Pacific Ocean, where the United States had conducted its first public nuclear bomb test just four days earlier, hinting at its explosive cultural impact. Vogue editor Diana Vreeland famously declared,


The bikini is the most important thing since the atom bomb,


a bold statement that underscored the swimsuit’s radical entrance into fashion history.

19Despite the material shortages and social constraints of World War II, Hollywood continued to produce influential films that shaped cinematic and cultural history. Casablanca (1942), directed by Michael Curtiz and starring Humphrey Bogart and Ingrid Bergman, remains one of the most enduring examples of wartime cinema. The film, set against the backdrop of Nazi-occupied Morocco, offered a blend of romance, sacrifice, and patriotism that resonated with global audiences (Haskell, 1997).


Male Film Stars

It was not just the female film stars that made an impact on fashion but also the men. Bogart’s appearance in Casablanca has become iconic. His wardrobe, most notably the classic Burberry-style trench coat, a crisp white dinner jacket, and a Borsalino fedora, crafted an image of suave masculinity that has endured for decades (Field, 2015). His sartorial influence is evident in a range of cultural expressions, from fashion editorials to music and film. For instance, Bryan Ferry’s 1974 solo album Another Time, Another Place explicitly references Bogart’s style, while Ryan Gosling’s noir-inspired aesthetic in Blade Runner 2049 and Daniel Craig’s Bond in Casino Royale echo elements of Bogart’s timeless elegance (Arnold, 2009; Gundle, 2008). Bogart’s legacy was formally recognised in 1999, when the American Film Institute ranked him as the greatest male film star in the history of American cinema (AFI, 1999).

The post–World War II era marked a pivotal transformation in the American film industry, driven by advances in technology, shifting cultural dynamics, economic challenges, and changing audience preferences. One of the most significant developments of the 1950s was the rapid rise of television, which posed a serious threat to cinema. Yet, despite this competition, movie stars held an even stronger influence over popular culture, especially fashion.


The 1950s and 1960s

During the 1950s and 1960s, Audrey Hepburn emerged as a fashion icon, thanks in part to her close collaboration with French designer Hubert de Givenchy. Together, they redefined elegance, most famously through the Little Black Dress (LBD), which Hepburn immortalised in Breakfast at Tiffany’s (1961). Her signature style, ballet flats, capri trousers, and boat neck tops became enduring trends and helped shape a minimalist yet timeless aesthetic (Laverty, 2021).

Meanwhile, Marilyn Monroe (Figure 2.4) became the epitome of Hollywood glamour. Her platinum blonde hair and iconic red lipstick became beauty staples, and she famously claimed she wore nothing to bed but a few drops of Chanel No. 5.


[image: A still from the film The Seven Year Itch shows Marilyn Monroe standing above a subway grate as her pleated dress lifts upward.]
Figure 2.4 Marilyn Monroe.Return to text.⏎
Source: Wikimedia Commons.

20Monroe had an innate sense of style, often favouring curve-enhancing silhouettes like sweetheart or halter-neck dresses that celebrated her hourglass figure. She gravitated towards bold hues, red, pink, and white, that complemented her complexion and highlighted her classic bombshell look (Laverty, 2021).

Beyond her glamorous gowns, Monroe also helped usher denim into the realm of women’s fashion. Her role in The Misfits (1961), where she wore “Lady” Levi’s, helped normalise blue jeans for women. Her affinity for denim captured a distinctly American spirit, blending practicality with sex appeal (Laverty, 2021). So enduring was her impact that several of her jeans fetched high prices at Christie’s record-breaking 1999 auction of her personal belongings—most notably, the pair worn in River of No Return (1954), purchased by Tommy Hilfiger for a staggering $37,000.


21Grace Kelly and “the Bag”

The initial Kelly bag was created in the 1930s by Hermes but got its name some decades later after Grace Kelly, who was often seen carrying the bag in the 1950s and onwards, both in movies and privately.


Grace Kelly’s style was a perfect blend of modernity and classic femininity. She epitomized the kind of beauty that didn’t rely on over-the-top glamour but instead on simplicity and sophistication.

(Anna Wintour, editor-in-chief of Vogue)


Her wardrobe in her early films, tailored suits, elegant dresses, and clean lines, was unlike anything else seen at the time. Fashion critic Suzy Menkes noted: “In a world dominated by Hollywood divas draped in jewels and excess, Grace’s understated elegance was a breath of fresh air. She had the ability to look incredibly luxurious without being ostentatious, which is a rare quality even today.”


Male Influencers

Male film icons such as James Dean and Marlon Brando were instrumental in establishing the enduring appeal of the Levi’s 501® jeans and white T-shirt ensemble, now synonymous with youthful rebellion. Dean famously paired this minimalist look with a red Harrington windcheater, epitomising the image of the disaffected teenager, while Brando complemented his outfit with a classic Schott leather motorcycle jacket. These stylistic choices, first seen in mid-century cinema, remain influential in contemporary fashion (Edwards, 2011).

The rise of Levi’s 501® jeans as a cultural emblem of rebellion was strongly shaped by Hollywood. In contrast, Denim had been worn by American youth in utilitarian forms since the 1940s; its symbolic meaning transformed with the release of The Wild One (1953). In this film, Brando immortalised the combination of 501® jeans, biker boots, and a leather jacket.

During the 1950s and 1960s, Elvis Presley significantly influenced the development of rock and roll, not only through his music but also through his iconic fashion sense, which was widely imitated by fans worldwide. Alongside contemporaries such as Bill Haley, Presley helped popularise the distinctive rockabilly style. This look featured Cuban collar shirts, wide-legged pleated trousers, and long jackets often sourced from Lansky Bros, a Memphis-based store that played a key role in shaping Presley’s early wardrobe (Guralnick, 1994).

As a loyal Lansky Bros customer, Presley adopted several fashion staples that would become central to his image, including high-waisted pegged trousers, two-tone shoes or plain black loafers, short-sleeve shirts, sack suits, and slim or bootlace ties. Notably, he avoided wearing jeans in his personal life, associating denim with the working-class hardship and sharecropping 22roots of his upbringing. He only wore denim for specific film roles, such as in Jailhouse Rock (1957) (Rodman, 1996). Ironically, despite his aversion to denim, Presley later lent his name to Levi’s for a signature style—the first black denim jeans marketed under the “Elvis Presley” label (Levi Strauss & Co., 2020).

In 1968, during his televised comeback special, Presley wore a now-iconic black leather suit designed by Bill Belew (Figure 2.5). The performance was so physically intense that the outfit reportedly became saturated with sweat and had to be cut off after the show (Hopkins, 2007).


[image: A studio photograph shows Elvis Presley mid dance, leaning back with one arm raised and the other extended.]
Figure 2.5 Elvis Presley.Return to text.⏎
Source: Wikimedia Commons.

The Beatles and The Rolling Stones emerged not only as musical powerhouses at about the same time but also as cultural style icons who 23embodied two sharply contrasting approaches to fashion and identity. The Beatles, with their clean-cut image and matching collarless suits designed by Dougie Millings, were styled to present a unified, almost uniform aesthetic. Their signature mop top haircuts, inspired by German art students during their time in Hamburg, became a widely imitated style that helped establish them as the charming, well-groomed good boys of British rock. Their look was polished, approachable, and reflective of early 1960s Mod culture (Inglis, 2000).

In contrast, The Rolling Stones cultivated a rebellious, rougher image that aligned with the grittier side of 1960s counterculture. With long, unkempt hair, leather jackets, and later flamboyant, gender-bending outfits, the Stones presented themselves as the antithesis of The Beatles’ polished charm. Their look grew increasingly dishevelled as their music delved into darker, bluesier themes in the late 1960s and early 1970s. The visual dichotomy between the two bands reflected wider cultural shifts: while The Beatles symbolised order, unity, and optimism, The Rolling Stones represented chaos, rebellion, and the hedonistic undercurrents of the late 1960s and early 1970s (Norman, 2012).


Feminism

Mary Quant’s miniskirt, launched in the early 1960s, became a powerful symbol of youthful rebellion and female sexual liberation. It broke with the conservative post-war aesthetic and gave young women control over their bodies and how they presented themselves.

Traditionally, high fashion was dictated by Parisian couture. Quant’s miniskirt was born from street style in London’s Chelsea district and put “youth culture” at the forefront of fashion influence. The miniskirt defined the “Swinging London” scene, colourful, confident, and radically modern. It was as much about movement and freedom as it was about looks, matching the era’s evolving music, art, and politics (Quant, 2012). In line with this, Vidal Sassoon’s architectural haircuts rejected the fussy, heavily styled hairdos of the 1950s. His minimalist, wash-and-go styles reflected a move towards practicality and independence. Sassoon’s cuts allowed women to spend less time on maintenance and more on their ambitions, aligning with the growing women’s liberation movement. Hair no longer needed to be sculpted in salons; it could be lived in and still look stylish (Marnie, 2009).


Faces of Feminism

Born in Melbourne, Australia, in 1939, Germaine Greer grew up in a conservative, middle-class Catholic household.
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