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1. research QuestIons

in its most basic form, my research started with the 
question how dutch fashion brands and their consum-
er groups relate to each other, from the premise that 
consumption is no longer a one-way road but an in-
teractive relay where brands and consumers co-evolve. 
to what extent do brands try to get insight into the 
preferences of their clientele? nowadays, consumers 
cannot be merely viewed as passive recipients of what 
the market puts on offer (wohlfeil and whelan 2006). 
instead, they have become active agents who can col-
lectively exert influence, or even pressure, on their pre-
ferred brands (brown 2007). with the advent of the 
internet and web 2.0 technology, firms have been given 
the chance to interact and foster ties with their clientele 
as well as to benefit from a more accessible ‘data base’ 
of consumption profiles. at the same time, digital tech-
nology prompted a development towards a more ac-
tive stance of consumers.
 the purpose of my research was to examine the 
aspects that motivate the purchase behaviour of dutch 
fashion consumers and analyse the value connections 
they share with their preferred brands. in order to de-
velop an understanding of these different components, 
the three central questions of my research were the fol-
lowing:
1. what are the different value systems that govern 

the brand-consumer relationship and is there 
something typically dutch about them?

2. what level holds strongest when it comes to the 
purchase behaviour of dutch consumers: individ-
ual identities, group identities, national or interna-
tional sites of identification?

3. how do different audiences relate to their preferred 
brands? do those ties have an impact on the buy-
ing behaviour of dutch consumers?

�. the troubleD Quest For IDentIty

being part of a larger nwo-approved, interdisciplinary 
research project ‘dutch fashion identity in a globalised 
world’, the first issue that needed to be addressed was 
that of identity. this concept is multifarious and not 
without its problems, with definitions changing accord-
ing to context: national identity is a completely differ-
ent matter than personal and collective identity. at the 
same time, all these concepts are in some way related 
to one another, which makes it difficult to draw clear 
lines. throughout my study, identity pertains to the fol-
lowing aspects:
a. individual and collective identities and the ques-

tion to what extent the two are related in the con-
text of brand involvement and purchase behaviour

b. the question to what extent identity and identifica-
tion are connected to imagined rather than real-life 
communities (anderson 1983)

c. brand identity and its impact on the purchase deci-
sion-making process

d. the dutch cultural landscape and elements of na-
tional identity that define the fashion preferences 
of dutch consumers

in the framework of my research personal identity is 
viewed as a combination of two mutually dependent 
components: an individual way to express ourselves 
and a response to our social or cultural environment 
(raab 2009). on the one hand, we try to create a 
‘unique’ personal identity that distinguishes us from 
others. on the other hand, we are part of specific 
contexts (e.g. professional environment, cultural tra-
ditions, political situation) that require certain types 
of behaviour and related dress. many authors have 
claimed that we have progressed from uniform social 
identities towards plural or ‘fluid’ identities (bauman 
2000; huyssen 1986, 1988; Jameson 1998; macguigan 
1999; muggleton 2000; sarup 1996; wilson 1990). 
while i acknowledge that the concept can be viewed 
in such terms, i am more inclined to define identity as 
a relatively stable construct that is somewhat altered 
according to the context. it might be true that the quest 
for identity has become subject to a more diverse set 
of influences. nonetheless, it would be wrong to con-
clude that our social identities are totally fragmented. 
while for certain people identity might indeed be some 
kind of performance, most of us adapt our social per-
sona in a more unconscious way according to different 
circumstances.
 dress can be a potent means to express our iden-
tity and to give shape to our diverse social roles. due 
to its kinetic and malleable character, dress equips us 
with a ‘tool kit’ from which we can choose components 
to underline different facets of our identity according 
to the situation (evans 2003). as a result, fashion may 
function as a medium that transmits social messages 
or an image of ourselves. an office job asks for a dif-
ferent type of clothing than a football match, and we 
mostly conform to these dress codes without thinking. 
in other words, clothing can help reinforce the images 
we create of ourselves, and hence the way we express 
our identity. as the examples shows, the mental images 
connected to certain looks are not purely individual, but 
also produced by social context. in that way, fashion is 
a chief social signifier when it comes to the dual nature 
of identity: we may present our own interpretation of 
‘formal’, ‘stylish’, ‘casual’, or ‘sporty’ looks, but these 
can only be individual in relation to a certain cultural 
framework (simmel 1904).
 brand identities play their part in this game as well. 
Certain firms are associated with specific lifestyles or so-
cial identities. whether the firm likes it or not, lonsdale 
is reputed as a popular choice in rightwing skinhead 
culture while fred Perry is associated with gay cul-
ture in certain countries (mossinkoff 2012). Prada is 

 positioned as ‘an intelligent and discerning alternative 
to… competing businesses’ (moore and doyle 2010: 
920) while firms like Polo ralph lauren or tommy 
hilfiger are known for their take on american ‘preppy 
chic’. brand identity, then, is mostly connected to a 
specific social expression and a corresponding con-
sumer approach. having said that, brand identities are 
not static constructs, but constantly in flux as they are 
part of continuous social conversations and need to be 
adapted to changing consumer tastes. in order to stay 
abreast of changes in the market, brand identities ide-
ally co-evolve with the main target audience.
 benedict anderson’s (1983) concept of ‘imagined 
communities’ has been introduced to present an alter-
native approach to social identification. in fact, it is not 
uncommon that we build part of our identity based on 
one or more real or rather imagined communities. in a 
consumption context, it might be the case that certain 
consumers see themselves as part of a brand commu-
nity, while in actuality there is no community at all, and 
membership with the group is only imaginary (mos-
sinkoff 2012). this idea is crucial to understand how, 
in a fashion context, consumers (can) identify with a 
firm or its public image, based on an imagined sense 
of belonging. it is not necessary to be actually part of 
the group as long as consumers identify with a spirit 
or sentiment embodied by the brand. in many cases 
consumers ‘buy into’ a consumption experience, and 
hence into belonging to a specific (lifestyle) group.
 so far i have mapped out how dress can be de-
fined as a carrier of personal and group identity, how 
this notion ties in with brand identity, and how person-
al identity can be connected to both real and imagined 
communities. how do these considerations relate to 
the idea of a national fashion identity? we all dress a 
certain kind of way and in most cases we do so intui-
tively and according to occasion. still, there is a reason 
for the prevalent styles in different countries. although 
stereotypical and somewhat simplified, italians are fa-
mous for their elegant swagger, while the french are 
known for their effortless sophistication. if we believe 
a recent survey conducted among frequent travellers, 
and counting 12.000 respondents, the dutch are the 
second least stylish nation in the world (skyscanner, 
13 september 2012). whether or not that is true is a 
different discussion. the fact remains that different 
countries have different traditions and lifestyles, and 
in subtle ways these feature into the way inhabitants 
dress. giselinde kuipers (2012: 4) refers to norbert 
elias’ concept of ‘national habitus’ and defines it as 
‘learned practices and standards that have become so 
much part of ourselves that they feel self-evident and 
natural’. Part of my research explores the relation be-
tween these learned practices and standards and the 
way dutch people dress.
 ellemers et al. (1999: 372-373) distinguish be-
tween three different levels of identification: cognitive, 
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 evaluative, and affective. applied to the fashion context, 
the cognitive levels refers to an awareness of a specific 
phenomenon, i.e., a distinct local clothing style. the 
evaluative stage questions what is good, bad, or spe-
cial about dutch fashion. the affective stage defines a 
level of emotional involvement. the more positive the 
evaluation, the higher will be the level of involvement. 
adding a fourth level to the list, identity might also be 
conative, meaning that emotional involvement is so 
strong that it influences one’s actual behaviour (Jacobs 
2011c). the question my study addresses is to what ex-
tent these different levels actually apply to dutch con-
sumers, and by what parameters their purchase behav-
iour is defined.

�. consumptIon DynamIcs

Clothing often reaches beyond covering the body, signi-
fying individual and collective identities. those signify-
ing practices are anything but unidirectional: the mean-
ings attached to certain clothing brands and products 
are actively produced, shaped, and altered between 
groups and individual agents, so they are neither stable 
nor universally defined. in some cases, the values con-
nected to certain brands might be similar regardless of 
the cultural context. more often than not, however, they 
differ – sometimes between countries and sometimes 
even between individual groups within these cultures.
 in order to facilitate an understanding of the in-
terplay between individuals and groups in a consump-
tion context, i developed the concept of ‘style groups’. 
these are virtual consumption collectives whose mem-
bers share similar values and life concepts related to 
stylistic preferences and consumption interests. asso-
ciation with a style group might be conscious or un-
conscious, depending on the level of involvement with 
a particular brand or product category. a variation on 
tribal or neo-tribal theory (maffesoli 1996), the concept 

is a theoretical tool to cluster consumer groups ac-
cording to styles and segments. by way of example, a 
consumer who is partial to elegant lounge suits and 
a classic menswear is unlikely to buy clothes from a 
cheapskate wholesale shop. in fact, most probably he 
would not even dare to enter.
 with a focus on the values that govern the dynam-
ics between supply and demand in the dutch fashion 
industry, it is crucial to understand how the processes 
of identification and purchase behaviour are connected. 
even when consumers are part of more comprehensive 
social contexts, in the end consumption and presenta-
tion of the self are of course individual acts. govern-
ing the connection between the symbolic value of con-
sumer goods and individual and collective values, one 
critical concept therefore is self-concept (dolich 1969; 
grubb and grathwohl 1967; Phau and lo 2004; sirgy 
1982). Consumer goods can take on the function of 
intermediaries that moderate between different levels 
of identity, and that can reinforce or weaken belonging 
to, and acceptance by, certain reference groups. inti-
mately connected to that is the concept of consumer 
involvement. although there are different types of in-
volvement, for my study only ‘enduring involvement’ 
(rothschild 1975) is important, which is defined as sus-
tained interest in a product or product category over 
time. Consumer involvement is a multi-dimensional 
concept: it might refer to brands or products as well 
as to different purchase motivations. regarding dress 
Jacobs (2010) makes a distinction between two basic 
motivations: ‘looking good’ versus ‘being fashion-
able’ (FIg 1). if consumers are more concerned with 
the desire to look good they might be very much in-
volved with clothing in general, but not with fashion. 
by contrast, consumers who put a premium on fash-
ionable looks will traditionally be more involved with 
the fashion value of their clothes than with good looks. 
fastening to these two dimensions, we can make a 
distinction between clothing involvement and fashion 
involvement. researching consumption preferences 
and brand loyalty in the dutch fashion industry, the in-
volvement construct helps to measure these different 
motivations and develop an understanding of the ma-
terial and immaterial values consumers connect with a 
brand.

also important for my study is how brands actually re-
late to their consumers, and what kind of relationship 
they enter. my study incorporates the concept of co-
creation to explore the level and quality of engagement 
between supply and demand. Co-creation describes 
a marketing approach that integrates the knowledge 
and experiences of consumers into the brand’s value 
proposition in order to achieve a higher degree of con-
sumer satisfaction. Conversely, this approach allows 
consumers to engage with their preferred brands, in 
certain cases to an extent where they can actually have 

an impact on supply and as a consequence economic 
performance.

�. methoDology

in section 2 and 3 i introduced the terms co-creation 
and co-evolution as focal points of my study. while in 
consumer studies these concepts have a longstand-
ing history, fashion studies has treated them like some 
kind of taboo. especially creative fashion designers like 
to present themselves as original artists who set the 
trends rather than following them. my research aims 
to explore how the interaction between fashion firms 
and their audience is really shaped and in this way con-
tributes to an understanding of the dynamic processes 
that govern the relation between both parts. aiming to 
analyse in what way, and to what extent, the attitudes 
of consumers intersect with the strategic positioning of 
firms, my research targets the interactive component 
of fashion consumption and seeks to identify crucial 
drivers in the relationship. moreover, i try to identify 
possible criteria in this relationship that are typical for 
the dutch situation. throughout my study i opted for 
an explorative treatment as the subject is largely un-
researched. a case-study-based approach was consid-
ered the most appropriate form of analysis as it has 
enabled me to study the dutch fashion landscape in 
its diversity and approach my subject from different an-
gles, and collect rich data from a variety of sources.
 a well-conceived case study design is a key condi-
tion of external validity. if the cases are carefully selected 
and representative they might allow for inferences even 
beyond the actual subject of analysis (yin 1994; flyvb-
jerg 2006). in an attempt to arrive at a representative 
sample and to get an idea of what the dutch fashion 
industry looks like, my supervisor, Prof. dany Jacobs, 

and i organised an expert panel before the actual selec-
tion of cases. to present an idea of the procedure, we 
jointly approached twelve experts with a longstanding 
history in dutch fashion via e-mail, with the request to 
make a list of ten fashion firms that, in their view, best 
reflected the dutch fashion landscape. furthermore, 
the respondents were asked to provide an explanation 
for their choices, which opened the scope of analysis 
also towards the underlying values and connotations 
that correspond to what is generally considered as ‘be-
ing dutch’.
 after pooling all opinions, i first distilled different 
brand categories from the full set of responses and 
made a list of attributes that characterise the local fash-
ion industry. in the second step, i tried to arrive at a 
more encompassing view by shifting the focus towards 
emerging patterns. in doing so, my aim was to pin-
point aspects that surfaced regularly during the discus-
sion and that might represent a possible classification 
of the local fashion landscape according to prevalent 
themes, rather than brand categories. to achieve that 
goal, the full range of responses was coded according 
to recurrent values such as ‘minimalist’, ‘conceptual’, 
‘denim’, ‘commercial’, ‘colourful’, or ‘innovative’. these 
keywords, in turn, functioned as indices for overarch-
ing themes of dutch fashion. by clustering the findings 
into different categories, a set of common features was 
created for each category in order to show points of 
connection in the overall response pattern. from the 
analysis, four categories emerged that are indicative of 
different, in some cases overlapping, characteristics of 
dutch fashion. FIg � presents the findings.

the defining features of Modernist Design with a Twist 
are a conceptual approach to the design process, the 
influence and inflection of modernist principles, and 
craftsmanship. defined by a minimal and pared-down 
style, designers like alexander van slobbe, truus and 
riet spijkers, or Jan taminiau tend to play with con-
ventions of the genre. although a comparatively small 
segment of the local fashion landscape, it is influen-
tial in the sense that it condenses certain tendencies 
that also prevail on the high street. Wild Design takes 
its name from an alternative tradition in dutch fash-
ion that has not received much attention in scholarly 
publications until now. the work of firms like oilily, bas 
kosters, or Corakemperman is characterised by colour, 
irreverence and playfulness and takes inspiration from 
a variety of sources including hippie culture, postmo-
dernity, dutch folklore, and the country’s colonial past. 
the look produced by this polyvalence is defined by a 
play of volumes and shapes, dashing colours and vi-
brant patterns. Sophisticated Casual describes firms 
like g-star or gsus that are widespread with a combi-
nation of streetwear-inspired and trend-savvy looks that 
is combined with progressive marketing tactics and 
business acumen. often with an international market 
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FIg 1 Consumer attitudes 
towards Clothing (JaCobs 2010: 587)

FIg � the four faCes of dutCh fashion
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appearance, the products are designed to appeal to 
universal demands across different national fashion 
economies. another defining feature of this category 
is the use of denim. treated or untreated, smart or 
casual, the dutch fashion industry is recognised for its 
innovative approach to jeans clothing and unexpected 
variations of popular themes (feitsma 2012a). Stylish 
Mid-Market is part of the dutch women’s wear indus-
try. with a wide product range, brands like aaiko, stills, 
or vanilia are defined by versatility and flexibility and 
seek to cover larger shares of the market. Part of the 
collection might be business oriented, while another 
could be composed of basics, and yet another might 
focus on more stately pieces. despite the fact that the 
products are retailed at rather moderate prices, some 
of the firms devote part of their collection to more cut-
ting-edge clothing styles in order to add more fashion 
cachet to the brand proposition. the combination of 
an original corporate identity, an informed commu-
nication strategy, and an established market position 
warrants a good balance between accessibility and ex-
clusivity, up-to-the-minute fashion and business wear.
 none of these categories exists in isolation. in-
deed, they all cross-fertilise each other and, in certain 
cases, overlap or even clash. in all their diversity, the 
common denominator of all four groups is what i 
call the ‘bicycle factor’: clothing for the dutch market 
needs to be practical, so it can be worn throughout the 
day and function effortlessly in both social and profes-
sional settings. allowing for maximum movement and 
comfortable wear, the clothes need to be suited to bike 
rides, professional environments, doing groceries, or 
having dinner with friends at a restaurant – all that has 
to be manageable with just one set of clothes.
 until now, the discussion about dutch fashion has 
mainly focused on certain historic periods, while no 
attempt has been made to define, or at least approxi-
mate, the local fashion landscape in its entirety. the 
contribution of my study is that it provides a frame-
work to study the dutch fashion industry according to 
a number of predominant patterns and ideas. the four 
brands i studied in my dissertation are the product of 
this exploration, and are intended to present an idea 
of the dynamics between brands and consumers in 
each of the categories. Spijkers en Spijkers was chosen 
as an example of Modernist Design with a Twist, while 
CoraKemperman was selected to represent the catego-
ry Wild Design. G-Star was chosen as an example of So-
phisticated Casual, and Vanilia was selected to illustrate 
Stylish Mid-Market. 
 to study these different firms i relied on an explora-
tive mixed-methods approach. in keeping with the prin-
ciples of data triangulation (Perry 1988), my study relies 
on different sources of evidence. in an effort to improve 
the construct validity of my study, i have drawn on mul-
tiple sources including interviews and websites, shop 
visits and observation protocols. for my analysis of the 

different brands, i worked on the basis of in-depth in-
terviews with marketers, designers, store and regional 
managers, and stylists in order to facilitate a thorough 
understanding of the retention mechanisms and strate-
gic positioning. the interviews were complemented by 
a detailed literature study to provide a framework and 
allow for comparisons between my own findings and 
those of other authors. to study the consumption be-
haviour within the different audience groups i relied on 
in-depth interviews as well to facilitate an understand-
ing of the experiences and life-worlds of consumers. 
these insights were complemented with structured 
questionnaire-based interviews that i completed to-
gether with respondents in- or outside the retail outlets 
of three of the four firm.1 all in-depth interviews were 
coded and analysed according to mayring’s model of 
qualitative content analysis. for this approach, formal 
aspects are integrated in the process of data collection 
in order to ensure the replicability of results and op-
timise the quality of conclusions (krippendorff 1969; 
mayring 2000).

5. case stuDIes anD FInDIngs

for each of the brands i studied, a different pattern 
emerged with respect to the question how the relation-
ship between supply and demand is defined. Co-evolv-
ing with many of its patrons over a longer period of 
time, my study showed that the relationship between 
CoraKemperman and its clientele is defined by a mix of 
exclusivity and product uniqueness. with no merchan-
dise on the internet and not even a mail order service, 
the brand relies exclusively on sales through its shops. 
by holding down the supply inside the shops (i.e., the 
available number of items per size and colour) a ‘first 
come, first serve’ mentality among consumers is cre-
ated, which increases the products’ covetousness. fur-
thermore, on the shop floor the company works with 
a personalised and well-orchestrated sales approach 
that generates an atmosphere of belonging and indi-
viduality for consumers. both these factors help pro-
duce rather high levels of brand and product involve-
ment, and lead to an emotionally-charged relationship. 
Corakemperman’s style group is narrowly defined and 
surprisingly tight. above all, clients are attracted by the 
brand’s colourful avant-garde style. throughout, they 
indicated uniqueness and recognition value as key 
characteristics of the product proposition. as a result, 
we can conclude that the group is largely ‘owned’ by 
the brand since there are few competitors that offer a 
similar type of product.
 in the case of Vanilia, the connection between 
brand and consumers is defined in quite a different 

1 spijkers en spijkers does not have a shop of their own. as a 
consequence it was not possible to investigate a recognisable 
consumer group in a similar way.

way. my analysis showed that the relationship primarily 
hinges on elements like functionality and stylishness, 
product quality and comfort. regardless of age, the 
firm’s clientele searches for a type of product that al-
lows them to dress in a chic and trendy, albeit incon-
spicuous, way. the values mentioned above thus reflect 
a more general template when it comes to product 
preference: first and foremost, clothes need to be ver-
satile and good looking – stylish without unnecessary 
frills and suited for leisure and business activities alike. 
maintaining a rather diverse consumption attitude and 
sourcing their clothing from a number of suppliers 
with a similar product range, vanilia’s is a rather ‘light’ 
style group that is not ‘owned’ by the brand. due to the 
fact that the purchase act for many consumers satisfies 
functional and aesthetic interests rather than emotion-
al ones, the level of product and brand involvement is 
moderate. unlike Corakemperman’s clientele, vanilia’s 
is not heavily involved with the brand and searches for 
functional products that are at once representative and 
versatile, stylish and understated.
 G-Star has made a name with innovative denim 
products and clever product placements – all in the 
firm’s trademark charcoal-grey and pared-down house 
style. while the brand tries to communicate the some-
what contrived image of a cutting-edge, creative fash-
ion firm, my analysis showed that its modus operandi 
is by far not as innovative and experimental as is often 
thought. the consumer profile attests to the fact that, 
at least in the dutch market, g-star is not perceived 
as an accomplished fashion player, but as a common 
high-street brand with a slightly smarter product prop-
osition. Consumers relate to the firm mainly based on 
attributes like recognisability or a stylish and hip ap-
pearance. moderating between casual street styles and 
more fashion-forward looks, g-star attracts a heteroge-
neous clientele that ranges from students to middle-
aged business people. with a regular visiting frequency 
and steady purchasing rates, the level of brand in-
volvement is relatively high. that notwithstanding, the 
analysis showed that, to a certain extent at least, this 
outcome might be owed to the company’s sheer pres-
ence in the market with big logos on the clothes rather 
than to a vested emotional commitment. as a result, 
g-star’s style group is relatively light, with a broad in-
terest in products from competing brands in the same 
segment.
 the research on Spijkers en Spijkers was carried out 
according to different methodological premises. not 
being able to collect qualitative and quantitative data, 
my study relied on field work from a four-day trip to 
iasi (romania) that i took together with truus and riet 
spijkers and others, interviews with the two design-
ers as well as with shop owners, and an extensive lit-
erature study to complement my findings. my research 
demonstrates that the designers have adapted their 
product and retail strategy in a rather implicit manner 

throughout the years, taking into account changes in 
the market and looking for opportunities to collaborate 
with larger high-street brands. by entering into collab-
orations with popular mid- or even low-market firms 
(e.g. Claudia sträter, specsavers, bavaria) and by creat-
ing the commercially successful diffusion line SIS, they 
have popularised their name and image among a wider 
public. while on the face of it many of the steps the 
firm has taken might seem only remotely consumer-
centric, my study makes clear that, in different ways, 
each of them has contributed to bringing the product 
closer to consumers and integrating their needs more 
into the brand proposition. although my study did not 
allow for an exhaustive definition of the brand’s style 
group, it is still possible to present some conclusions. 
for instance according to Chananja baars, store man-
ager of arnhem’s Coming soon store, there is a core 
group of people who regularly shop for the brand’s 
clothes and who develop a certain enthusiasm for the 
brand’s clothes. with a sometimes rather outspoken 
clothing style, the brand attracts a following among 
women who enjoy the combination of playfulness and 
sharp cuts and who are able to buy fashion products 
that are out of the ordinary.

6. conclusIon

my research explored the question how the relationship 
between supply and demand is defined in the dutch 
fashion industry, and based on what value connections 
they possibly develop a closer connection. the choice 
of case studies is based on the ‘four faces of dutch 
fashion’, described in section 4. my study is special in 
that regard, because it is not limited to a specific de-
tail of the local fashion landscape, but focuses on the 
bigger picture instead, in order to stimulate critical de-
bate and future research activities. my analysis demon-
strates that the different categories are appropriate to 
illustrate, or at least approximate, what the local fash-
ion landscape looks like, and what different aspects the 
purchase behaviour of the respective audiences is influ-
enced by. furthermore, my research provides an alter-
native understanding of the life- and experience-worlds 
that have an impact on purchase behaviour. analysing 
and clustering consumer groups into ‘style groups’ ac-
cording to different consumption profiles has shown to 
be quite useful to map the dynamics between supply 
and demand as this does not exclusively focus on con-
sumers’ purchase behaviour but also incorporates the 
context and identity of a certain clientele.
 my results demonstrate that across the different 
cases a different picture emerged with respect to the 
question how brands and consumers interact and co-
evolve. with rather high levels of product and brand in-
volvement, the connection between Corakemperman 
and its main consumer group is relatively close. the re-
lationship is defined by a mix of exclusivity and product 
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uniqueness as well as a personalised and well-orches-
trated sales approach inside the shops. in the case of 
vanilia, the ties consumers develop with the brand are 
looser and less focused on only one company. sourc-
ing their wardrobe from a larger number of firms with 
a similar range of products, vanilia’s clientele is not 
heavily involved with the brand and searches for prod-
ucts that are at once representative and versatile, styl-
ish and understated. with a product proposition that is 
slightly more refined than the offerings of its competi-
tors, g-star attracts a rather diverse consumer group 
with a penchant for a fashionable and unobtrusive type 
of streetwear. based on a passive sense of identifica-
tion that is connected to the firm’s larger-than-life pres-
ence in the local fashion market and its highly recognis-
able imago, the level of involvement is relatively high. 
more than with the other brands, fashion involvement 
is probably highest in the case of spijkers en spijkers.
 in the analysis it was shown that, with the possible 
exception of spijkers en spijkers, none of the audiences 
i studied showed prominent levels of fashion involve-
ment. we can conclude, therefore, that a distinct sig-
nature style takes precedence over the fashion value of 
clothes. following the motivations ‘looking good’ and 
‘being fashionable’, it appears that dutch consumers of 
the brands i studied have a prominent interest to look 
good, while fashionable looks are of lesser importance 
for them. for each individual case, the value connec-
tions governing the relationship between brands and 
consumers are based on a different set of attributes. 
FIg � maps the different brands i studied along the 
axes of ‘looking good’ and ‘being fashionable’ in rela-
tion to brand involvement.

throughout my study, i tried to identify characteristics 
that can be considered typically dutch. while the con-
sumer research did not allow for conclusive inferences, 

the study as a whole produced a number of interesting 
insights in that regard. my results suggest that neither 
consumers nor brands are actually concerned with the 
question of a dutch ‘style of dress’. the purchase de-
cisions of consumers do not depend on where their 
clothes come from or have been designed – in fact, 
more often than not they are unaware of the national 
origins of their purchases. local fashion brands, for 
their part, do not devise a ‘dutch product’ either. rath-
er, beside the relationship they have with their clientele 
discussed before, they implicitly account for the local 
style by responding to possible preferences that result 
from a more informal cultural climate on the one hand 
or a taller and slightly sturdier body type on the other 
hand. my research shows that more can be said about 
dutch style than is commonly assumed. at the same 
time, it became clear that there is no national fashion 
identity as such. rather, brands devise products that, 
to a certain extent, respond to certain cultural condi-
tions, while consumers are attracted to these products 
because they reflect their needs or suit their lifestyle. 
following the four levels of identification discussed in 
section 2, my results suggest that identification does 
not reach beyond the cognitive level.
 typical for the dutch fashion landscape, then, 
is a clothing style that resonates with a rather liberal 
and tolerant cultural spirit as well as with a hands-on 
attitude. the four faces of dutch fashion are a possi-
bility to define, and study, the local fashion economy. 
Chances are that in other countries a similar picture 
might emerge. while that point still needs confirma-
tion, my argument is that it is the combination of in-
dividual elements that makes it typically dutch. the 
‘bicycle factor’, for instance, is presumably something 
that is more pertinent to the dutch context than to oth-
ers. dutch fashion is in many instances a compromise 
between seemingly contradictory concepts: stylish and 
casual, understated and dashing, luxurious and basic, 
colourful and black and white. all these ideas clash and 
complement each other and culminate in an easygo-
ing style with an edge. in most cases, there is a subtle 
twist to a garment, an unexpected element that strikes 
a balance between individualism and tongue-in-cheek 
humour: a straightforward and no-frills style that does 
not take itself too seriously. to turn the old dutch ad-
age on its head: ‘doe maar een beetje gek, dan ben je 
gewoon genoeg’.
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FIg � PurChase motivations and tyPes of 
involvement in the Case studies

looking good

being fashionable

VANILIA

G-STAR

spIjkers 
en spIjkers

CORAKEMPERMAN


