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ITPOAOI'OX

H mapodoa truylaxn epyocio pe titho: Metdppoon kot oyoAlacpog Tov dpdpov «How
Fashion Travels: The Fashionable Ideal in the Age of Instagram» ekmoviOnke katd 0
¢10¢ 2020 ota mAaiclo TG OAOKANP®ONG T®V 6ToLddV pov oto Iévio Tavemomuo,
oto TN Zévav [MNwccdv, Metappaong kot Atepunveiog.

To keipevo to omoio eméAe€a TPog LETAPPOCT ATOTEAEL VOl EMOTNHOVIKO ApOpo oTNV
ayyMkn yAoooo pe dlaitepo evolapépov 1000 amd dmoyn Oepatoloyiog, KaOmG
OVOQEPETOL GTO TVEVUO, TNG EMOYNG KO AVAAVEL TOV TPOTO LE TOV OTOL0 1) TAUTPOPLLOL
Tov Instagram ypnoyomoteital mg HEGO TPODONGNG WOAVIKMY GTO YMPO TNG HOdAG, 0G0
Kot 0o AmOWT LETAPPUCTIKOD EVILAPEPOVTOC KAOMS TEPLEYEL LEYAAO OYKO SVGKOA®V
EVVOLMV KOl EOIKAOV OpOV OV KOOIGTOOV 10101TEPA AMOLTNTIKY TN UETOPPOACTIKN
dradkacio Tpog T YAwooa otoyo. Katd ) didpketo g S1ad1Kaciog avthg, OTmg non
avépepa, MPOa OVTILETONN pHe OpKETA TpoPAnuata, to omoio kot Bo mwapabicw
avaALTIKA, kKoBmG eniong Oa avapepdd kol 6To TPOTO TOV T AVTILETOMIGO. DVOIKA
dev Ba maparely® va 6YOAMACH TO KEPEVO- TN KOt YEVIKOTEPO TNV OAN dadKaGio —
eumepia, TOC ONAadn okpPOS epydotnKa €161 OGTE Vo OTAC® ©TO0 {NTOVUEVO
AmOTEAEG L. XTNV EpYacio mepAapPavovTal TO TPOTOTLTTO KEILEVO, TO LETAPPAGHLO, O
oOoAMaGHOC Kot 1 BipAtoypagio. EVEATIOT® 0Tl TO HETAPPUGLLO OV OVTOTOKPIVETOL
OTIG OMOTNGELG TOV KEWWEVOL-TINYY| KO GTIC TPOGOOKIES TOV AVOYVMGTI), OTMS KO TOV
enonn Kabnynm pov, kvprov Iavayiov Kerdvopia.

Ye autd 10 onueio, Ba MBeha va amoddom Bepuéc evyapiotieg otov emPAémovta
KaOnynt pov, kopro [Movayidm Keldvdpia, yio v dueon avtamdkpion tov, Ty
TOADTIUN GLVIpOoUN Kot KaBodynon Tov kaf’ OAN TV d1dpKeL TG ETOLAGTIOG AVTNG
g epyociog. Télog, Ba MO VO ELYOPICTNC® TNV OWKOYEVELL LLOV, TOV KAOE GTIYuN|
NToV KOVTE HoL Kot e oTNpLEe g €00.



META®PAXMA

Iog Tagrogver  péda: To W6aviké oto oty oy Tov Instagram

Xovoyn

[Tapd T1c TOAAEG aoONTIKES KO TEYVOLOYIKES AALAYEC TTOV £XEL VTTOGTEL 1| QOTOYPOPia
™G HOJAG amd TNV €EATAMON TNG MG L0 TOMTICTIKT LOPON EMPPONG OTIG OPYES TOV
200v oaudva, pio otadepd TOPAUEVEL TAVTA APETARANTN: OTL Ol EIKOVEG OVOTOPIOTOVV
70 100VIKO ot poda. H gpedvion tov wavikod otn poda, euoikd, VToKeLToL TévTo Ge
aAlayéc. QoTOC0, VIAPYOLV YOPOKTNPIOTIKA TOV €ivol TAVIO TOPOVTO: TO GO
vrokertar otV e&ovoia TG Uodag, dEV VILAPYOVY TEPLOPIGHOT GTNV QLTOVOUIN TOV
omwg M PapvnTa KO N yRpavon Kot n eryovpa SomoTileTor pe dvvaToTNTO KOt
LETAPANTOTNTO, KOO KOL OV TTOYMVEL LI GTIY o0 KATAGTOOT) TEAELOTNTOC.

H Karen de Perthuis diddokel oyxedacpnd ko péoa oto Ilavemotiuio tov Avtikov
Y{ovei ko oto Teyvoroywueod [averniocm o tov Xidvei. Ta gpguvnTid g evolapEpovTa
nepAaUPavouy T eoToypapio TG LOJOC, TO WOAVIKO TG KOl TOV VAKO TOMTIGUO TNG.
To épyo g €xer dnpoocievtet oto Fashion Theory, Cultural Studies Review, Film,
Fashion & Consumption, and About Performance kot ce apketovg GLAAOYIKOVS
EMOTNUOVIKOVG TOUOVC. AVLTH TN oTiyun ypaest pio povoypoeio pe titho The
Fashionable Ideal: Bodies and images in Fashion.

AVTA TO YOPOKTNPLOTIKG YIVOVTOL 10101TEP GO TA GTNV OMUEPLVY| ETOYT, GTNV OOl
ol ynowakol emppoeic avaropupdvovv TowtdXpPOVe TOVS POAOVS TOL TOATIGTIKOV
TOPAY®YOV, TOL LOVTELOL KOl TOV KOTOVOAWMTY], EVO EVOOUATOVOLY ELUECO, TO 1WO0VIKO
ot poda. Tn otiyun g Onpocievonc tovug, 1 epyacio Tapaywyns aVTOV TOV EIKOVOV
eaivetal vo eotpiletar, Kabhg copato ympig VAKOHS TEPLOPIGHOVE TOPOLGLALovVTaL
LE opeESOTNTA, Kot 1] Oryovpa, To ayafd Kot ta TepPAALovTa GLYX®OVEDOVTOL GE £VaL.

Avtd 10 GpBpo dlEPEVVE TAOG UITOPOVUE VO POVTOGTOVUE TI OKANPY SOVAEWL TNG
EULPAVIONG Kot TNG VTTaPENG TNV EKOVA TNG LOSAG Kot eEETALEL TG QLT 1| TEXVOTPOTIN
TOV oneikovicemv Lodag PacileTol 6TV EIKOVIGTIKT] pPNTOPIKN THG POTOYPAPiaG LOSOS
Kot dopeitol omd TIC VIAPYOVGES GYECELS 1OYVOG TOV KOMITOAGHOD KOl TOVG
avOpOTIVOLG Kot Un avOp®dTIVOUS Tapdyovteg TG texvoloyiag twv pécwv. Me avtd
oV TpOTO, 1 £Vvol TOL 10aviKoD oTn Héda depevvatal og pio omd TIC GUYYPOVES
EKPOPEC TOL MG PEVOTN, PIAOJOEN, TOYKOGLLA KO TOVTOYPOVO VAIKT KoL QUAN.

H Rosie Findlay sivat vrebbvvn tov npoypdppatog MA Fashion Cultures sto London
College of Fashion. Ta gpevvntid g evO10pEPOVTO TEPIAAUPAVOVY TO YNOLOKA LEGOL
LOS0G Kot TOLG TPOTOLG LE TOLG OTOI0VG 1 EVOLUAGI SIUCTAVPDOVETOL LE TO AVOPAOTIVO



oopa. To épyo g éxel dOnuooievtel oto Fashion Theory, Cultural Studies Review kot
About Performance ko1 1 povoypagia ¢ pe titho Personal Style Blogs: Appearances
that Fascinate, dnpocievdnke to 2017.

Ewayoym

XV TPEYOLCA  EMOYN TNG EMTOXLVOUEVIG TOYKOGUIOMOINONG KOl TOV VE®V
TEYVOLOYIDV ETMIKOWVOVIOG, O KOTOLYIGHOG EVOAAOKTIKOV 1O0VIKAOV EVTEIVETOL KoL
OTOKTA VONUO 6TA TOAAOTAG OTTIKG KAOECTOTA TOV SOSIKTLOKMOV UECOV KOl TOV
16TOAOYIOVV, KaO®MG Kol OTIG TAPUOOGIUKEG TAUTPOPUES TV EVIVTOV HLECHV KOl TNG
TOCOPELNG. ZE OVTO TO VEO MOAVUECIKO TePIPBAALOV, emdeilels HOdOG, KOUTAVIES
enOVLUOV oikwv kot editorial podag mov cuoKeVALOVY EIKOVEG EVOC CLYKEKPILEVOL
TOTOV COUATOG — «YNAO, AENTO, KUPIMG AEVKO, OAAN LEPIKEG POPES EEMTIKA ‘GALO Y
(Entwistle and Wissinger 2012, 5) - poipdlovtor tig 006vec Kot TG GEMOEC T®V
TEPLOSIKMDV HE OVOTOPACTACELS TOV «KONUIOVPYOVVTOL GE OIWTIKA TEPPAALOVTO Kot
Tapdyovtal omd LELOVOUEVA dTopa Kot TOTKES opudoegy (Orgad 2012, 40).

AV KOl Ol GUVETELEG TV OWKOVOUKADV OT00OGEMV TNG TOMTIGUIKNG GVYKAMONG OTN
CUULETOYN TOV KATAVIA®TOV £Y0vv cu{ntn el evpémg oty axadnuaikn fiproypoaeio
(Benkler 2006, Berry 2010, Khamis and Munt 2010, Pham 2011, Langlois 2014), to
OGO «ONUOKPATIK €lval 11 GUUPOA TOV ATOU®V TOV AGKOVV EMPPOT, EMOEXETAL
nepoltEP® dlepedivnong. Ot ynelakég TeYVoAOYIES ETITPETOVY GTO ATOLN VO, TOPEYOLV
ocu{non mave TN HoOda Kot éva HECO GUUUETOYNG GTO KAGSO TNng HOdAS Yo Vo
ONUIOVPYNGOLV OIKOVOLIKO Kol TOMTIGTIKO KEPAAMO, Omwg £xel cul{ntnOel evpémg og
oyxéon ue 1o fashion blogging (BA. Duffy and Hund 2015, Pedroni 2015, Titton, 2015,
Findlay 2017, Rocamora 2018).

Tavtdypova, por GAAN €vvolo ™G avTiANyng TG CLUUETOXIKNG KOVATOVPOS G
«OMUOKPOTIKNG» givon 011 Bempeitor o¢ anehevBépmaon amd Eva cHGTNLA KOVOVEOV TOV
VILOYOPEVEL TOVS TPOTOVG LLE TOVG OTOIOVG Ol KATAVOAMTES 0LGYOAOVVTAL LLE TO LEGOL KO
T0. TPotovta TG Hodag. Ymo avtiv v televtaio €vvouwn, Ba pmopovoape vo
avapotdole 1660 dNUOKPATIKN ival 1 emppon, OTav N 1010 KOTITAAGTIKY AOYIKN
oL JEMEL TO KAAOGO NG MOS0 Oovomapdyetol G€ GpecT ovoloyio HE OVTOV OV
akoAlovbeil 1o dropo mov ackel emppon. Evd ot ynelaxéc kovAtodpeg Hodag TapEyovv
clyovpo po TAATEOPUO Y10 EVOAAAKTIKOVS TPOTOVG GLLTNONG TAVE 6T Loda, KAOE
eedtkevpévn ayopd mov Ba umopovce Vo avayvmplotel MG oyopd GTOYXOG TEIVEL VO
TPOCEYYIOTEL YPNYOPQ amd TO KAASO TNG LOSOS KOl VAL LETATPOTEL GE [10L APOCIOUEVT|
KOTOVOA®TIKY Bdon Ommg, Yo mopddetypo, OToV CNUOVIIKOL TPOTUY®VIGTEG TOL
onuoécov Piov mpookaAoHVTOL VO CLUVEPYOOSTOVV HE EMMVLUEG OIPUES KOl Vo



dnuovpyncsovy £€60da armd to Koo tovg (BA. Connell 2013, Lewis 2015, Luvaas 2016,
Findlay 2017).

AvTd €€nyel TV ONMTIKY OUOLOYEVELD TOV EIKOVOV HOOAS TOV OTOU®MY TOV 0oKOVV
EMPPON, KATL TOV GLYVE EVICYDEL TN PNTOPIKN KOl TNV 10€0A0YI0 TNG EXIKPOTOVCOG
QOTOYPAPIOG TNG LOSAS, OVTL VO, TNV EXOVAGTOTIKOTOL|CEL.

Onwg ocuppaivel cuvnBmg, 1 LOda ATOPPOPE TO TAVTA - GTIC EIKOVES LOJOC, OLTO TOL
dev gtvar 1 poda yivetor pOvVTo, GKNVIKO 1) KOVOTOUIoL 0TV vanpecia g nodag (PA.
Mmrapt 1983; de Perthuis 2005). Kot o0 péca kotvovikng Siktdmong, 1 OpastnplotnTa
QLTOV OV OOKOVV  EMPPON| YIVETOL GAEGHO Yl TO HOAO TNG KOTOAVOAMTIKNG
KovAtovpoc. [16co drapopeTikn elval N AmEKOVION TS HOSOS TOL TAPAYETOL OO TOL
dTopa OV ACKOLV EMPPON A EKEIVY TOL TAPAYETAL OO T STLOPIAT TAOVGTPAUCIOV
TEPLOdIKA LOdAC;

Emoavelokd mpotdtumo, 10 mMEPLEYOUEVO TOLG MpEiTol GLYVAE TIG GLUPACELS T™NG
ootoypaeiog nodag, mapafétovtag otkio AOVK TOL Eival GOV TPOTOTOPLOKA M
Lovadikd dnovpykd, aALd Tov Ba TovAncovy. Mia yvootn eryovpa eopdet avtd ta
YVOGTO povya: TO 100VIKO, ETOVOCVOKEVOGUEVO €00 Yio €va WAAEVIOA Kot
UETAALEVIOA KOWVO, EVOUPKAOVEL £V Tapddo&o. ESm Ppioketat To Kabnuepvo Kot 1o
un KoONUeEPIVO TaNTOYPOVA: £Va ATOWO TOV, TPOTOV LETATPOTEL GE ATOWO ETPPONG, OEV
EPYAOTNKE EMAYYEAUATIKA GTO KAGOO TNG HOdag. Avth givar oav epdg! Ty idwo otiypn,
EVOOUATMOVEL T YOPOKTNPLOTIKA OV avayvopiloviatl 6Tov KAOo ¢ 10aviKd: veapn,
AemTn, CLUPATIKA OPOPPN, OKLAi0, KO, TLO GLYVA, L0 YOVOIKO [LE PUGIKE YopicHOTAL.

Awpecolafel avtd to YUPAKTNPIGTIKA, TPOCKAAMDVTOS S10OPACTIKA TOVS 0KOAOVOOVCS
NG VO CUUUETEYOLV EUUECO GTY KOONUEPVOTNTA TNG, KOl TAVTOYPOVA, EVIGYVEL TNV
npocdokmduevn modtra ¢ Insta-Cong g dnuociedoviog mePLEYOUEVO OV ExEL
LKPY] GYEOT LE TNV TPOYLATIKOTNTA THG KOO UEPIVIG avOpdTIVING eUmElpiag.

T1 pmopovpe v KAVOLLE Y1o. VTV TV 1YOoVpa TOL GOiveTon Vo LITAPYEL LOVO GTNV
€IKOVO, OTL TO WaVIKO Qaivetoar va {ovtavedel avapesd pog; Me molovg Tpomovg
amoxieiel o e&davikevuévog tpomog Lone ™¢ T Opla TOL KAOIGTOHV dvvaT TNV
omoapén g o mapaderypa, PAETovE TV moum TV onpeimv 6mov moldpetl, oAAL
Kopio amd T1g 0100 pOUEG TTOL TPOLYLATOTOONKAV Y10 VO OTACEL G EKEL.

H ateleimm tpo@odocia. GIATPAPICUEVOV QOTOYPAPLUDY OVOGVCTAVETAL TOKTIKG LE
VEEC aVOPTNOELS, AL 1 epyacia mov TV Tapdyet eivor adpatn. To cdpa TG EMOUEVOG
kafiototor pn oavBpomivo, pior  €&00VIKELUEVT HOVTEPVA OMUOGIOL EKOVE OV



OMOKOTTETOL OTO TOVG TEPLOPIGLOVG TG PapvTnTag Kot Tov jet lag, kabmg emiong kot
amd o oNpadia Kot T eOopd mwov gival Kowme avTIANTTd 6To avOpdOTIVO COUATA.

e avtd 10 GpOpo, Ba daywPiGOLLE TNV GVVIEST) TOV 1OAVIKOD GTO XDPO TG LOSOG Kot
tov Instagram e€etdlovtag T pnTopiKn dVO ATOUMV UE ETPPOT CVTOONUOVPYNTOV:
Leonie Hanne (@leoniehanne) xotw Asiyami Gold (@asiyami_gold). Avtég ot 6vo
yovoikeg EMAEYONKOV Yoo TV TN HEAETT), EMEON TO £PYO TOVS AMOTEAEL TOPASELYLOL
™G Kupilapyns ooOnTikng mov e€etdleton 0M, EVM OVTITPOCSHOTEVEL EMIONC KATO10, OO
TNV TOIKIALOUOPOIO TOV QPOIVETOL GTNV EMIKPATOVCO HAda Kot Tov Tpdmo NG mov
emnpealet. H Leonie Hanne eivan 'eppovida kot pe 1,9 exatoppvpio akdiovbovg 6to
Instagram, givor ditdonun mpocomkodTnTo TOL aokel emppon (PA. Ewdva 1). «Mia
TPONV GVUPOVAOG oTpatNykng Kot Tabacuévn ayopdastpion (Ohh Couture nd),
Hanne &ekivnoe to Ohh Couture, éva 16toAdY10 nodog kot tpdmov Cmng to 2014, mov
TNV 00NYNGE VO CLVEPYAOTEL e emmVVLES eipueg dmwg ot Cartier, Tommy Hilfiger,
Chloe, Net-a-Porter kot ASOS.

Awnpet évav Aoyaplacpd oto Instagram cuvoedepnévo e 10 16TOAOYI0 TNG amd TOV
IovAwo tov 2014.

Tevvnuévn ot Niynpia kot Exovtag oc £dpa tic Hvopévec Iolteieg tng Apeptkng, 1
Asiyami “Gold” Wekulom givon tAnpovg amacydAnong GTopo exppong HE T Otk TG
etapio podac, A.Au kot 217.000 akdAovBovg, yeyovog mov T kab1oTd ATOpO ETLPPONG
evpetog kKAMpokag (BA. Ewova 2). H Gold meprypdoet v mpocmmikn g etonpio ¢
pio n ool «PAémet Tig cuVAICONUATIKES Kot TOMTIGTIKEG 1010t TEG TG CoMG Hé€ca omd
o avBevTiKy), OYECLOKN TPOOMTIKY OMOL 1 TE(VY NG ONUIOVPYINS EKOVOV
dwomotileton pe o Ceotn, etkpvi ko Babid tpocwmikny opopeid» (Gold 2018a).

Bpioketar oto Instagram omd tov Iavovdpro tov 2012, Eekivnoe 10 16TOAGYO NG
Asiyami Gold 1o 2013 kot cuvepydotnke pe endvopeg eipueg 6mtmg ot GAP, J.Crew,
Vogue kot Pantene (BA. Gold 2018a).

[Topd v WtepdTTO TOV AVTIGTOLX®OV POdV TOVG, TOG0 N Hanne 6co kot n Gold
ONUOGLEVOVY TTEPLEYOLEVO TTOV OMOTEAEITAL KUPIMG 0md POTOYPOAPiES TOV EXVTOD TOVG
0€ OMOUOKPLGUEVEG TOTOBETTIES, EVE POopave Hia TOKIAMO amd YuVOIKELD AOVK HOJOG
7oV cLVOEOVTAL GE LEYAAO Babud pe evpoTepes TAGELC.

Ta 1otoAdyl kol TV dVo €yovv éva Eeymplotd OTLA, TO Omoio TAPOLGLALEL
LLOKPOCKEAELG AVOPTNOELS TOV EMEENYOVV TIG UIKPO-1GTOPIES TOL OMUOGIEVOVTOL GTO
Instagram.



Ed®, ot 1otopiec TV TaEIO10V TOVG, TO VEN GYETIKA LLE TIG ETMOVVUEG CUVEPYOGIES TOVG
Kol 00T Kabeéng amewcoviovtal pe EIKOVES VYNNG AVAAVONG POTOYEVAOV YELUATMV
Kol KOAQ eEOMTAMGUEVOVY d®MUATIOV TOL TOPOVGLALOVV TO 1010 TO ATOUO LE EMPPON OE
KaOe GAAN eKdvaL.

Eotidlovtag oe avtég TIc 600 YUVaIKES, OEV VTOVOOVE GE Kopia TepinTmon 0Tt elvan
OTOADTMG OVTITPOCMOTEVTIKEG TOV EPYOL OA®MV TMV OTOUMY TOV 0GKOVV EMLPPOT| GTO
Instagram: n emppon etvar €va medio mov amoteAeitol omd TOALOVG TOUKTES UE [
oelpd EMEVOVCEMY KOl TO £PY0 TOVG £YEL amynom o€ &va QAacue omad®v, omd
eKaTopupOPLO. o€ EEOIKEVIEVEG AlYEG (IMAdEC.

Opoiwg, €o0T1aloVTOC OTOVG EMPPOELG Ol OTOI01L EVOOUATMOVOVY TO KUPLOPYO 1O00VIKO
omn HOda, SEV VITOINAMVOLUE OTL EVOALUKTIKA 100ViIK(, TO 0ol UTopel va givat TG0
HovTEPVa OGO Kol KOPWYE, 0V EKTPOS®TOVVTOL 6T0 Instagram, ovte va eElayiotomomOet
N onuaocio TG CLUPOANS ALTOV TOV ATOU®V, TOV OTOI®V TO TEPEXOUEVO GLYVA
angvBivetan oe  axOAovbovg omd Ml TOWIAMDL  HEIOVOTT®V 7OV  1GTOPIKA
VIOEKTPOCMEITAL GTA HEGA LOJOLG.

Yndpyovv TOAAG GTOMO TOV OGKOVV EMPPOT| TOV OTOIMV 1 GVUPOAN apeiopnrel To
NYEUOVIKO 1BaviKO GTO YDOpo NG MOdag, O6mwg m Gabi Gregg (@gabifresh), pia
appoapepikdva TANOwPIKY yovaika ¢ omoiog 10 Proypagikd tov Instagram v
TavTomolel ®¢ «kopitol vrepueyédovg OG» kot  Hana Tajima (@hntaj), Bpetovi-
lamwvéla povcovipdva e exppon, 1 omoia TPOGPATH KUKAOPOPNGE TNV TEUTTN TNG
GLALOYY| KaOnpeEPVAV eVOLUATOV, GYXedOGUEVT G€ cuvepyaaia pe v Uniglo.

Yrdpyovv emiong oto Instagram dropo emppong He GTLUA mov dgv oyetilovion pe
enmvopes ippeg (§va KaBoploTikd YopaKTNPIOTIKO VoG ennpenotn), onwg o Alok
Vaid-Menon (@alokvmenon), 0 070i0¢ TaVTOTOEITOL OG £V VA0 KOAMTEYYN HE [N
GUULOPPOVLEVT aOOOGT), TOL EUPAVICETOL GLYVE GE OVTO-GYESOGUEVA, XEPOTTOINTOL
povya.

Oo pmopovoape vo Bempricovpe ™ CLUPOAN OVTAOV TOV ATOU®V, Kot GAA®V, ©C
TOPOVGIOOT) EVOAOKTIKGOV 100VIKOV 6T1 KOO0 TOL AEITOVPYOVV € avtifeon UE TO
Kuplapyo 10aviKo, T0 0moio, Ady® TG NyEROViog Tov, €06 B OvOpaoTEL ATAN TO 1O0VIKO
OTO YOPO TNG HOSAG.

Av16 oL i6m¢ ivan evrvmmolakd —kat To omoio o OEAape va BiEovpe dd— glvar OTL
oToLyElol VTOV TOV WAVIKOV ££0KOAOVOOVY VO LTAPYOVV 1GYLPE BTNV UGONTIKY TOV
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atopwv pe emppon oto Instagram. Edv m mAatedéppo tov Instagram, xor ot
GLVOOEVTIKES YNPLOKES TEXVOAOYIES TOVL KAO1GTOVV dLVATY] Hiol TETOL0 AVTO-osONTIKY,
TPOGPEPOLY EVKALPIES Y10 0L TTO OVTITPOCMOIEVTIKY ATEIKOVIOT TNG KOpUyYNG Cmng,
vt akolovBel va Kuplapyet TO NYEUOVIKO 100VIKO TG HOOAG;

Eivor anmAdg Adym g aviypaeng tg AOYIKNG Tov KAASG0oL NG nodag eéortiog e
VIOGTAPIENG TOV TOPAYOYDOV YNOKOV uécwmv, énwg npotddnke ond v Findlay
(2017) oto mponyobuevo £pyo TG mAvm otovg style bloggers;

'H eivan emmpocBetol mapdyovteg ot S0VAELL TOV KAVOLV €vaL ATOUO LLE ETLPPON VL
axolovBeitan mePLGGOTEPO, VO EMNPEALEL TEPIGGOTEPO OO Evay GALO;

>t ovvéyela, dwPalovpe to e&davikevpévo copa tov Instagram vwd 10 PO TOV
Bewpldv oto pésa TG LOSOS Kot TNV avamopacstact Tov. ' to okomd avtd, Eexvipe
tonofetdvTag TV epappoyn Instagram Kot to avOLEVO TOV EXNPEAGTY OTIS YNPLOKES
KOVATOUPES NG LOdAGC, GuykeKpléva oe avTn TV bloggers kat tov blogging.

‘Enetta, e€etalovpe Tdg o1 ynelokég TeXVoA0Yieg GUVIGTOVV TOV TPOTO TOL PAETOVLLLE
KOl KATOVOOUUE TO TEPIEXOUEVO, EEEPELVAOVTAG LEPTKOVS OO TOVS TPOTOVG LLE TOVG
omoiovg 1o Instagram ovomapdyst vrapyovces epapyieg Tov WOaVIKOD, TOGO GTO
eMimedO TOL OPATOY - TNG EKOVOS KOl TOL YPOUTTOD TEPLEYOUEVOL TNG OVAPTNONG GTO
Instagram mov dnpovpyeiton amd avOpOTIVOLS TaPEYOVTES - Kot atd TO U 0paTo - TV
OLTOLOTOTOMUEVT] KOl TU-OVTOUOTOTOMUEVT OOUN TOL TEPLEXOUEVOVL OO U
avOpOTIVOUG TaPAYOVTEG TNG KOVATOVPOS NG ahyoplBuikng etarpiog tov Instagram
(Carah and Angus 2018).

g OAn 1 d1dpKeln, TaPaKoAoVBOVLLE TMG 1 HOSA TAELOEVEL OO TNV EKTLTOUEVT] GTNV
YNOLIKY] TNG LOPPT], AVTIAAUPAVOLEVOL TO GUVOMKO £PYO TMV ATOUMV LE EMPPOT| O
éva GALO €100¢ COUATOG, TOV TOAALATAAGLACETOL GE VO GO0 TTOL TOIPVEL LOPON OE
po avaptnon kabe eopd.

Instagram

O Kevin Systrom kot o Mike Krieger kukhopdpnoav to Instagram, puo epoappoym
KOWMG ¥PNONG POTOYPAPLOV, BEATIGTOTOMUEVN Y100 KWNTEC GLOKEVEC, To 2010, TV
omoio. TovAnocav oto Facebook to 2012. ZyedidotnKe yio va EVAOGEL TN CTIYHLoio
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TEYVOAOYIO TNG KOAUEPOAG-TNAEPDOVOV UE TN GLVOEGIUOTNTO EVOG KOWVOVIKOD OIKTVOV),
TPOPAVT TAEOVEKTNLATO GTO OPYIKO GAOYKOV TNG EQAPLOYNG TOV TNV TEPIEYPOYE OC
&va «ypnyopo, OLopPo Kot d1oKedaoTIKO TpOTOo va, popdleate T {on cog pe eilovg
péom oG oepds pwtoypagidvy (Salisbury and Pooley 2017, 12).

O ypnotec Ba avéBalov potoypapieg mov Tpafnynkay oto ThNAEP®VA Tovg, Oa TIg
eneEepydloviav Kot Ba epdppolav pio amd TIc GEPES PIATPOV EVTOG TNG EQPUPLOYNG
Kot Ba T1g dNpocigvay Yo Tovg akOAOVOOLVE TOVG, £TCL MCTE VA TATAVE “LOL apEcEl” 1|
va 6xoAMdlovy Thve og oVTEG.

H apecdmra tov oyedlacpov g €QOPUOYNG Kol 0 apykds Tpdmog Le Tov 0moio
aAAnAemidpacav ot ypnoteg £0moay oTIS EIKOVES OV dnpoctevovtay oto Instagram
pio TotoTnTo ALBOoPUNTIGHOD KOl Hiol KATMG ot cOvdeo pe T (o1 Tov ¥pnoTn EKTOG
oLVOEONC, KOOGS 01 OVOPTHGELS TOVS AELTOVPYOVCAV MG UECOAUPNTES TOV EUTEPLDOV
TOVG GE TPAYLATIKO YPOVO.

Edv pa swova eiye Anebet vopitepa, cvvibwg emonuovotay pe to hashtag
"#latergram" yio va vTodeIEEL TNV AGVYYPOVT] GYXECT TNG UE TNV VIOAOITN pon €VOG

xpHoT.

[Ttuyég dmmwg avtég -  vroTBEuEV oyéon petald g kadnuepivng Long evog xpnot
KO TOV EIKOVOV TOL dNpocievcay 6to Instagram, ot 1310TNTES TOV AWOOPUNTIGHOV Kot
NG AUEGOTNTOG TOV TPOTEIVOVTOL OO TO GYEOAUGIO KOl TO SLOUPNUOTIKO KEIUEVO TNG
EPOPUOYNG - EMKUAESTNKAV [0l TOW0TNTA  «ovBevTikdTTag», otnv omoia 1
SLSIKTLOKT] TOPOVGIAOT) EVOS YPNOTI TPOPAVAS CLVAPONKE LLE TOV EQVTO TOVG EKTOG
oLVOEDTC.

Ao tov ZentépuPpro tov 2017, to Instagram &iye 800 exaroppdpro evepyos pnviaiovg
ypnoteg (Berezhna 2018). Agdopévav TV IKOVOTHTOV TNG EPOPLOYNG VL dNUOGIEVEL
EWOVEG VYNANG moldtnrtag kot dedopévng g Asrtovpyiog hashtagging, m omoia
EMTPENEL GTOVG YPNOTES VO PPIOKOVY GYETIKO TTEPIEXOUEVO HECH VITEPGVVOEOEUEVDV
AEEe@V-KAEODV, Ol ETALPIEG EXOLV TN dSVVATOTNTO VAL EKUETOAALELTOVV TIC SVVATOTNTEG
TOV ®G £VOG CLVOETIKOG KPIKOG TOV TTOPEYEL ETKOWVOVIO LE TOAVOVS KOTAVOAMTES.

"Evag amd toug kKAGdovg mov eAkveTon mo moAy amd to Instagram, o¢ évog 16TOTOmOg
YL LOPKETVYK YaumAGTEPOL KOGTOVG, €lvan 0 KAAOOG TG nodog: H emyyeipnon g
Mobdag aveépepe Ot uéyxpt tov Maptio tov 2018, 10 98% TV EMOVLHOV EPU®OV LOOOG
elye mpo@id Instagram (BA. Berezhna 2018).

g éva apBpo mov avaAdEL TNV 0VEAVOLEVT TAGT] TOV ETALPLDOV VO, AVOTTOCCOVY KOl VOl
KUKAOQOPOUV Koumdvieg povo oto Instagram, to cuvtaktikd mpocwmikd tov The
Business of Fashion (oe ocvvepyacio pe to Instagram) ioyvpiotmke Ot 1 0o M
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epapuoy” «Exel kabiepwbel g Eva TOAD oNUOVTIKO KOVAAL LAPKETIVYK Yo TN LOOO Kot
T1G ToAVTEAEIS emmvVpeS Qlppesy (Opada BOF 2017).

Atevkoivve emiong TV avantuln ETOVOU®V ETOPLOV HOOG EEEIOIKEVUEVIG AYOPOC
amevbeiog Tpog Tovg Katavaimtés, 0nme ot Spell & the Gypsy Collective ko Triangl,
01 0ToieC KLPIMG EUTOPEVOVTOL TO TPOIOV TOLG HESH Instagram Kot TOAOVY LOVO HEGM
TOV 16TOTOT®V TOV ETOIPLOV ToVS (BA. Bogle 2018).

Q¢ emaxoAovho, N GToVIUOTNTA TG EMLYEIPNONG TOL KAAOL TNG Odag oto Instagram
elval eLeaving 6To S10pIoUO TG TPONY aPYIGVVTAKTY Tov TTeplodtkov Lucky Eva Chen
¢ M mpotn Emkepaing tov Etaupikdv Xyéoewv Modac to 2015. Q¢ ek tovTov, T0
TEPLEYOUEVO TTOL OMNPOGIEVTNKE 0TO Instagram topo eA0Eevel Oyl LOVO TPOCOTIKES
EIKOVEG OV ONUOGLIEVOVTAL Y10 TOLG PIAOLG TOL ¥PNOTN, OAAG Kol ETOYYEAUATIKEG
POTOYPAPIES KO ETDOVVLO TEPLEYOUEVO ETALPLOV (TOCO PMTOYPAPIKO 0G0 Kot Biveo),
10 Kamwg vipomodd "#latergram" mov ovtwkadictator amd To ompokdivmto "#Had",
Qovopevikd tvor pia a&imon Yo S1opopeTikd 100G SLUPAVELS.

Atopa pe emppon)

To kAedl yo v avdmtuén tov Instagram wg epyaieio pdpketivyk yia tn podo rav n
dvodoc tov «influencersy, piog opdoag mov doev Eyel ektiunBel gvpéwg moapd v
TOVTOYOV TAPOVGTia TOVG GTH GUYYPOVT ETKOV®Via podas. Ta dropa pe emppon lvat
OMNUOCIEG TPOCOTIKOTNTES e £VOL ONUOVTIKO aplOud aKoAOVO®V G6TO KOVOVIKA HEGH
ol omoiot YPNOOTOVV TO TPOPIA TOVE Yoo Vo oucHNTIKOTOMGOVY Kol Vo
dnuovpynoovy €coda and tov Ttpdmo LNG TOVG e TOKIAOLG TPOTOVE - HECH
OVOPTINCEDV  YPNUATOOOTOVUEVOD  TEPLEYOUEVOD, OLPNUICEDMY KOl  GUVOECU®V
BuyaTpikdV Kol HECH CLVEPYOCSLDV UE EMMOVULUEG GOIpHES - TPowBOVTOS £TGL TNV
gvocOnTonoinon kot TV KATaviAmon cuvepyYalOUEVOV ETUIPLOV GTOVS 0KOAOLOOVG
TOVG.

KaBag to Instagram €yet yivel £€vog 16TOTOTOG TOV YPNGLULOTOLOVV 01 KOTAVOAMTES Y10l
Vo gUTAAKOVV UE TN HOda, £TGL o1 emppocic £xovv yiver pecorafntés peta&d tov
TAPOYOYDOV KOOGS KOl TNG OTOYELOUEVNG OYOPAG TOVG, HOVIEAOTOUMVTAG TNV
KOTOVAA®ON HOJOG KOl OHOPPLAG GE TEPLEYOUEVO TTOV TOVTPELEL TNV IKOVOTNTO TOV
Instagram va «kotaypdeet dnpovpywkd pio kodn kot opopen {on» ( Salisbury and
Pooley 2017, 12) pe v gumopikn oiyAn (oG SlopnOTIKNG £K000TG TEPIOJKOV.

[Tep1o660TEPO OMO TOVG VIOLOITOVG GO EUAS, YO TOV EMNPEACTY], 1| TAVTO TOPOVCH
SLOIKTLOKT KAUEPD TOL KIVIITOD TNAEQPMVOL ATOTEAEL L0l KOVOVIKOTNTO O KUEPOG TNG
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«wENG » TG kanuepvig Come» (Rocamora 2017, 517), akdpun ko dtav 1 «Kadnuepvi
Con» ™G oaivetor va eivor oamotelobpevn €€ OAOKANPOL Omd «OTIYHEG YO TO
Instagram» (Amed oto Rocamora 2017, 510).

Ymv ékbeon toug «The State of Influencer Marketing in Fashion, Luxury and
Cosmetics», 1 Launchmetrics (puo etaipeion mov mwopéyel AOYIGHIKO Kol 0VAALOT
OEOOUEVOV Y10, LAPKETIVYK ETAOVUUNG €TOLPIO. HOJOC) EVTIOMICE TEGGEPN KEMIMEO
OTOU®V LE EMPPOTN], TO. OTTO10L KATNYOPLOTOLOVVTOL GUUPMVO, LLE TOV GUVOAIKO aplOuod
TOV 0KOA0VO®V TOVC:

Anpooctotnteg pe emppon Exovv 1,5 exatoppdplo | meptocdtepovg akdAovBove. Ot
TEPACTION €VpOVE emppoeig Exovv petacd 501 ymdodeg kou 1,5 exkatoppvpro. Ot
evpetog KMpokag emppoeic (€xovv) peta&d 101 kot 500 yilddeg akdAovBoug Kot ot
HIKPOV €VPOVE EMPPOEIG, TOL TO EVOPEPOV TOLG YO EMMVLUEG PIPUES HOOOG
Bpioketon og apykd otddo, Exovv petacd 10 kot 100 ylddeg axdlovbovg (BA.
Launchmetrics 2018).

1Evo 0 0pog "emnpeactig” etvort kdtt omd pio mpomOntikn AEEN ToAD KoY, £€ 0pIGLOD
N emppon elvar a1toAoyikr. QotdG0, PEXPL GTIYUNG, O AVTIKTUTTOG TMV EXNPENCTOV
&xet a&loloyn0el katd kHplo AOyo amd enayyeAIOTIES 0TI INUOCIEG GYECELS, KUPIMG O
oY£0M HE TNV EMPPON TTOV aoKeiTALl 6€ £val EMBLUNTO KOUUATL TNG OYOPAaS.

H avagopd and évav emmpeacty| Oa mpokarécet Wavikd £vo vynAd T0GooTo "KAkK-
eppavicemv" (axoiovhotl mov kbdvovv KAK 6€ GUVOEGHOVS BUYATPIKAOV ETOIPLOV) KO
po. GEMOO EVTILTOGEMY YL Evav 16TOTOMO oG etarpiog, €va avEnNpévo mocootd
TOANCEDV TPOIOVTOV 1) TOVAAYLGTOV TOAAES "TpoPoAéS” 1| moALE "Mov apéoel” og pa
YOPNYOVLEVT] OVAPTNOT).

Onowadnmote mepartépw emppon mov Oa pmopovoe va amodobel oe avtd ta dTOpA
QOIVETOL VO, TOWKIAAEL OO EMNPEACTY| GE EXNPEAGTY| - Ol EIKOVEG OPIGUEVOV UTOPEL Vo
KataAnEovv otov mivaka S1dbeong pog eToupiog MG EUTVELON Yol UL LEAAOVTIKN
ovALoYT|. Ot TAnpopopieg mov dNUOGLELOVTUL A0 AAAOVS UTOPEL VAL EVIGYOGOLV TNV
€VOeONTOTOINGT 6TO KAGOO TV OVEPYOUEVMV GYEIOCTOV (O™ GLVERN pe TNV Susie
Bubble).

210 KAGOO TG HLOdAC, AOUTOV, AVTO TOV OEIOTOLOVV 01 EMPPOELS Elval 1) EUTAOKY| TOV
aKOALOLOWOV TOVG LLE OPIGUEVEG ETDOVVUES PIPLLES, O ONUOCIEVGELG TOVG TOV AELTOVPYOVV
®¢ TPOGKANGCT Y10 TOVG AKOAOLOOVG TOVG VAL TAVTIGTOVV Hall TOVG, VO OY®VIGTOVV Yo
1oV TpOTO {®NG TOVS Kot VoL TOLG UM B0V HEG® TNG GTOYXEVUEVNG KATOVAAMONG,.
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Movadikd TomrofeTnuévo Yo va a&lomooet TIG LITOTIOEUEVES 1010TNTEC awBeVTIKOTNTOG
KOl OPEGHTNTOS TOV KOWMVIKOV HECMV GE ATOWM 1010¢ VOOTPOTING TAV®D GTO OToio
EYOVV KOTO KOO0V TPOTO £VO OTOTEAECHON OTOCTUGLOTOMUEVO, Ol EMNPENCTEG
ATOTEAOVV HEPOG EVOG GTUA HAPKETIVYK GPEGOL TPOG TOV KOTOVOAMTY.

H 6¢on mov katéyovv otov Topéa TG HOdOG ival ETOUEVMOS O1POPOVUEVT] GTO OTL 1
JOVAELD TOVE TANPOL TIG 1010TNTEC TOGO TOL EMOYYEALATIOL OGO KOl TOV EPACITEXVN:
TOPAYOVV TEPLEYOUEVO EMAYYEALOTIKOD ETIMEOOV TOV LIMEITOL TNV EUPAVION, TNV
aicOnom kot TV opAic TV ETAyYYEAUATIKOV HEC®V LOdAS, 0AAL w¢ enl TO TAElcoTOV
KAvouV anTo Ympic va £xovv epyaoctel 6to medio avth T mepiodo 1| 6To mTapehOoV.

Evo ot emppoeig intodv 0A0 Kol TEPIOGOTEPO YPNUATIKEG OUOBES oL TNV EpYacio
toug (PA. Pike 2016), 10T0p1kd TOAAOL )TOV 0LTOL TTOL TOVS YOPICTNKAY TPOIOVTO 1] TOVG
d00nkav kivntpa va vrootnpiovv o eippo HEc® GALOV GTPATNYIKAOV Tpo®Ononc,
Om®MG M TPOCKANGCT O EKONAMOEL OMOKAEIGTIKA Yol TO GTOHO EMPPONG M OF
EKOMADOELS TOL KAADOVL, avTi Vo TANPOVOVTOL.

Avt 1 oVyyvon petald emayyehpotion Kol pAcITEXVN SLOTVTOONKE ETOIKOSOUNTIKA
o€ eninedo Bewpiag and Toug Leadbeater kot Miller, ot omoiot avéntvéay tov dpo «Pro-
Amy» yo va dtakpivouv €va dtopo mov gival daeTadp®won TV 600: «KavoToUoL,
OAQOCIOUEVOL KOl OIKTUMUEVOL €PACITEXVEG TOVL €PYAlOVTOL HE  EMOYYEAUOATIKA
wpdTumon (2004 , 9).

Etvor onpovtikd va amocaenviotel n 01dKpion HeTaED emayyeApatioo Kot paciTéyvn
oTNV EMPPON NG KOOAG, EMEWN UEPOG TNG PNTOPIKNG dVVOUNG - Kol UAAMOTO, TNG
EMPPONG - ALTOV TOV ATOU®V oyeTileTon pe 1o 0Tl £rovv TomofetnOel petald avtov
TV 000 TOA®V. Onmg vrootpilel n Brooke Erin Duffy yia toug fashion bloggers, to
Wavikd g avbeviikotnTog Tov blogger eEvmnpetel ©g mopaymykods pvbog. Aniad,
o Oépoto  owBeviikdtnrag kot ovtovopiog mov  ypnoipomoovv ot bloggers
OTTOKPVITOVY TO YEYOVOGS OTL GLYVO EVEGMOUATMOVOVTOL GTO 1010 EUTOPKO TEPPEALOV LE

ekelvoug Tovg Becpkois 1otdTtomovg amd Tovg onoiovg amoctactonoovvat. (2013a,
106)

Ot emppogic mpémet va, vPATVOVY TPOCEKTIKA GTPOUTNYIKES TPODON OGNS 0TO TEPEXOUEVO
TOVG, £T0L OGTE 1 EVTUTOON NG Aapumepng (ong oty omoio emdidovtat, vo pnv
JKOTTETOL TOTE.

Avtol 510K0GHOVY YOPNYOOUEVO TEPIEXOUEVO LE OVTOCOPKOCTIKES 1) QOLVOUEVIKA
ATOKOALTTTIKEG AECAVTES OV OMOVPYOHV i OHAOYIKY| €yyOTNnTa TOV Ogatr e TV
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amekoviLOUEVT OKNVY] KOl EVIGYDOLY TV TN GUVOEST] TOMOHETOVTOS TOVG EAVTOVG
ToVG €lte amevbeiog oV €1KOVA - YIVOUEVT TOGO TO EMIKEVIPO TNG TPOGOYNS LG OGO
Kol T0 EEVOO0YELD TTOL TNV QIAOEEVEL - €ite G 0 VITOTIOEUEVOC POTOYPAPOS. AVTO TOV
BAémovv ot emmpeaoctég yivetar ovtd mov PAémovpe, eEaAieipoviog TV OmOGTOON
petald Oeat Kor mPOPOANG, EUmMOPOVL  KOL  KATOVOA®TY, @A0d0&iog Kot
KaOnpepvoTnTOC.

Avti n Adpyn g Kadnuepvhg oxéong tvan {oTIKNG oNUaGiog Yo ToVg ETPPOEIS va
™ Olatnpnoovv 00Tl Onwg €yovv mapotnpnost ot Salisbury kar Pooley, m
avOeVTIKOTNTO €lvol «TTAVTO OYXETIKN UE KATL GALO, Kol ETMOUEVOC EMPPEMNG OTIG
avaAnOelg ypedoelg - €0IKA €0V 1 OTPATNYIKY] KOU O LTOAOYIGUOS UTOPoLV Vo
npocdtoptotovvy (2017, 2).

O1 Dufty kou Hund 1o diepguvovv eniong oto £pyo Toug oyeTikd pe to fashion blogging,
ypapovtag 6tL ot bloggers ypnotomolovy pia GEPA «UAANAEVIETOV TPOTOV OTMG EK
TOV TPOTEP®V GTOYELUEVN TTablocuéEvVn epyacia, otnv oknvobesiao g Aapmepng (ong
KO TPOCEKTIKA EMUEANULEVO KOWVOVIKO sharing Y10 Vo AEKOVIGOUV Lol EVIILEPOUEVT
£KO00T) TOV UETA-PEUVIGTIKOD 100VIKOD «va £XELS T ThvTon (2015, 2).

AVTO OV EUTEPIEXETAL EUUETO GTO «VOL EXELG TOL TAVTO Eivar piol ToldTnTo YWPIic KOTO:
po Aapmepn (on dev eivon Aopmepn €dv @aivetol emimovn 610 Vo TOPAYES Kol VO
oLVTNPELG.

AVTO OV EMKVPAOVEL TOV TOPAYOYIKO LOOO TNG 0OEVTIKOTNTOG Y100 TOVG EMNPEACTES
dev givar povo o0t m Eéyvowotn Con TOLg KPUPEL TN CLUPETOYN] TOVS GTOV
EMAYYEALATIKO KAGOO TNG HOdag 1 0Tt (akoun kot av givoar pdévo oto dvopa) 0gv eivan
emionUo EVOOUATOUEVOL GE AVTOV, OAAG Kot €mioNg OTL EKTEAOVV OLTO TOV 1O0VIKO
Kanpepvd Tpoeavmg afiacta.

Epyduevo pe @ouoikd tpdémo, ot emnpeactés woyvpilovrar Eupeca 0Tt avtd potdlet
akpPog pe mv kadnuepwvn Con yu avtovg: onwg vrootnpilel n Findlay yia tovg
fashion bloggers de0tepov KOUATOG, AvTol epaviloviotl «vTuUEVOL GE €vav KOGLO TNG
pédag mov etvar Tpopavmg To otpeidt Tougy (2017, 49).

Kavovtag ovtiv v @QoivopeviKd TOLTOAOYIKY] cvumepipopd mhovn elvar ot
TPONYOVUEVES YNOLOKES TPaKTIKES ToL fashion blogging 6to omoio 1 WiwTiK {on Kot
ol gumelpieg €vog ypNoOTN OmEWKOVIOTNKOV MG MEPOG HwG  ovveLopevnc,
KOOOLAOVLEVIG 0P YNONG TOV €0V TOV.
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Ta Swdwtvoakd Keipeva Oyt povo amokabiotodhv to Evivma , oAl Omwg €xel
vrootnpi&el 1 Rocamora (2012), avtd amokabictovv eniong 1o éva to GAAO og Evav
oVVEYDC TOAAATANCIALOUEVO KOTAAOYO OTTIKMV OVOPOPDYV.

Mmropovpe va tonobeticovpe toug enppoeig Tov Instagram ce avtiv N yevearoyia
pécwv g uodag: yw mapdadstypa, m Rocamora meprypdger v HETAPOPA TNG
«e&apaviopévng yovaikoc» (or Evans kot Thornton ot Rocamora 2012: 101), wov
OTOLLOKPOVETOL OO TOV OTOYPAPO, OO TEPLOOIKA LOSNG GE 1GTOAOY, £VOG TPOTOG
omoipotog mov PAémovpe va EeKvael, L T 6elpd Tov, oto Instagram.

¥10 Aoyoplacpd ¢ @leoniehanne, yio mapddetypa, cvvavtdpe v 0 6e o
XOPNYOULEVT AVAPTNGN YO TOV TOALTEAN wpoAroyomold Longines, mov @aivetror va
odmnyel Tov ptoypdo (o omoiog mailel To poOAO ToL Beatr) amd TO ¥EPL KOTE PQKOGC
pag yépupag otn Néa Yopkn (PA. Ewova 3).

H n6la epiotd v mpocsoyn 610 poAdL GTOV EKTETAUEVO KAPTO TNG KO VILOYPAppilet
petapopikd 1o «tatidow mov pog tpookaiel 1 Hanne vo dovpe e Tor pdtior pog: o
Tpumpepn oowtoypdonon pe to Longines, to kvuplOTEpA onpein T®V  OmoimV
dnpoocievdnkav otic wtopieg g oto Instagram.

O1 opotdtTEg PETAED OVTAOV TV pécwv etvorl mowileg: Ot emppoeic tov Instagram,
omwg ot style bloggers, onAdvouv Eava T1g GLUPAcELS TG POTOYpaPiag LOdAS, EVD
TpowOovV TOALES amd Tig @ippes mov gppavifovtal 6Tovg 16TtdTomovs Tovg. Kot o1 600
EMKOAOVVTOL VOV TOVO YVOPUNG OIKEIOTNTOG OTO YPOMTO TOVLG TMEPLEXOUEVO KO
OOKOTTOVV OTOLOONTOTE GTOLEIO OV AMOKAAVTTEL TNV Tpoondleia iocw ond TV
anddoon toug (BA. Findlay 2017).

Emumiéov, n dubkpion Bordvetar mepattépw 6to 0Tt T0 Instagram €yt avopepOel oc
16TOTONOG KPO-16TOA0YIoV, pall pe AAAEG TAATPOPUEG KOWVOVIKTG OIKTOMONG O
to Twitter, xaBd¢ O1evKOADVEL TN ONUOGIELON GUVIOU®V ONUOGIEVCEMYV TOV
exAapPdvovtolr ®g GuVOVACUOG AUEC®Y UNVOUATOV Kot ONUOGIEVGE®V 16TOAOYIOL (
BA. Zappavigna 2014).

[Mapd to yeyovog Ot meptypdpet o Instagram ¢ «Prrpivar (Marriott 2016), dnwg ine
o mpotayoviotpla tov instagram otn Hannah Marriott g eonuepidag The
Guardian, to HEYOADTEPO HEPOG TOL EIGOONUOTOG €VOG EMMNPENCTY OQeileTOl OF
Tpoundeteg Yoo TOANGELS amd To 16TOAGYL0 TOVg AMOY® TNG Agttovpyiog mov otabéTovy
aVTA Vo, GLVOEOVY Eva TPoidV amevdeiog e To onueio TOANONG.
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"Etot, peta&d tov pécmv Hodos Kot TV KAASMV ONUOGIMV GYEGEMY Kol TMV aKOAOVO®OV
TOVG, Ol EMPPOEic pddag dradpapatilovv Evav eEopetikd mapopolo poOAo e GAAOLG
EMOYYEAULATIKOVG TTOMTIGTIKOVG SLOUUECOAAPNTES KO TOL ETUKPATOVVTIO LECOL.

e ovvepyooio pe eipueg Tov omoimv ot aieg kal 1 acOnTikn vbvypappilovror Kot
EVIOYVOVV TNV €IKOVO NG OIKNG TOVG PIpUAG, TO GTOUO HE EMPPON OVIOAAAGOLV
KEPAAOL0, TPomBoLV Ko TPOocHETOVY GTO EUTOPIKO TPOidV GLUPOAIKY onuacia,
peydao pépoc g omoiag Pacileron oty aéio TOV EEXOPIOTOV TPOCHOTIKMOY TOVG
eTAPLOV, 0T B€0m TOLG MG Ol HOVOSIKOL £UTOPOL KOL GTNV EVOMUATOOT TOV
oL{NTNoEMV TOVG Yo TN KAONUEPIVOTNTA KOl KOTA TTOGO 1 YNPLOKT TOLG EIKOVA Eivat
TPOGLTY).

Me avtdv TOV TPOTO, TO TEPLEYOUEVO TAOV OTOUMV LE EMPPON Onpovpyel Evav
e&avikio o g kadnuepvng CoMg mov potdlet eEdytota pe ovth Tov LouV 1 TV LAIKN
NG TPUYHATIKOTNTO.

H anpdokontn anddoon evog errodocov tpdémov {wng mapadeinetl v gpyacio mov
aToTEITOL Y100 TNV TOPAY®YN OVTOV TOV EKOVOV, Ong £xel culnmBel aAlod o
BiBroypagia oxetikd pe ta 1otoAdyo podag (BA. Duffy kar Hund 2015, Findlay 2017),
Kot omoteAel éva 100G «PLOd0ENG mapaywmyne» (Marwick 2013) oto omoio ot ypNoTeg
TOV KOWOVIKOV HEGOV SL0OIKTOMONG ONUIOVPYOLV TV EVIVTOOT OTL 0vTol Bpickovton
o€ pia B€om vymAdTEPOL KOPOLG ATO O, TL GTNV TPAYLATIKOTNTA EIVOL.

To 1WaviKé 670 YOPO TNS POdAG: ATO TNV EVTLAN HOPPT] OTN YNPLOKY

Eveo o Marwick cvykpivel toug @Add0E0VG TTapaywyods Kot T KOLATOLPO TMV
SCTLOTHTOV, GUYKEKPIUEVO, TO GTUA TOV POTOYPUPLOV OV TPAfovvV Ol TUTAPATGL,
TO0 GTUA NG QOTOYPAPiag OV HOLALEL TEPIOCOTEPO E TIG EIKOVEG TOV OTOUWOV LE
emppon etvar n potoypagio LOS0G OTWG GLVOVTATOL GTA OTLLOPIAT TEPLOKE LODOC,
omm¢ to American Vogue, to Elle ko to Harper's Bazaar.

Onwg ta povtéda Tov Tapovctdloviol 6€ aVTd T EVTLTa, o EMPPOoEis o eEetdlovton
€0 EVOOUATOVOLV TO cUYYPOVO W0VIKO TG Hodag mov e&eliynke ota évruna péca
TOV EIKOCTOV o®dVAL: LT etvon Aemtd, wkovd, dpopea Kot véa, ke avaptnon, Onwg
po geAlda evOg TEPLOOTKOV HOOOS, TOL OEiYVEL TAC TO. GVYYPOVA COUATO VITOTIOETAL
OTL TPETEL VAL PAivOVTOL Kol VoL KIVOUVTOL LEGH GTOL POVYOL.
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Kabog n ewkdva e opoperdg mapovotdletar amd tn Hoda, To 100VIKO VITOKEITOL OTIG
101eg duvapelg kKovoTopiog Kot aALAYNG TOL EMPAAALOVY 01 GLVEYEIG ETOVUONLLIOVPYIES
™G nodag. Aegv vmdpyet omdAvTo 1W0aviko. Avtifeta, AauPdver ™ popen Luog
HETABOAAOUEVIG GILOVETOC TOV COUOTOS KOl TOV POUY®V, TOL GLYVA CVOTUPLOTATOL
GTOPIKA MG o «eEEMKTIKNY akoAovBio amd Povpd kol KOpoédes, HEc® Ppadtvav
POVY®V GE KPIWVOAIVA, TOVPVOVPO, EMKOEIONG GTACT GAOUATOG KOl HIVIHOAIGUOG, LE
OPLETPNTEG TLUYOUEG KOl OKOTUEG AETTOUEPELIEG GTN TOPELQL.

ATO TOV EKOGTO oLMdVA, MG €L TO TAEIOTOV £YIVE KATOVONTO HECH TNG POTOYPOPIog
TOV LOVTEA®V, EKEIVEG O1 «YEVETIKEC avmpaiiec» (otovg Entwistle ko Wissinger 2012,
182) mov Bpébnkav otn pwrtoypagio nodog Kot oty macapéia. Ovta mTov KaTéyovv
VYog VITEPPOAKO OO AETTOTNTA, EVILIMGLOKT] OLOPPLA KOl VEOTNTA.

v ayyun g Hodas, auTd To YOPOKTNPIOTIKG LETAPEPOVTIUL TEPICCOTEPO ATO LLIOL
®Onon mov aTOHAKPVOVETOL OO TO EUTOPIKO KOl TPOG TO GLVOETIKO 10VIKO - pia
OVTOTIKY] LOPYPT KATO0L TPAypatog mov Ba umopovce vo vapEet, aAAd dev VITAPYEL
axopo (de Perthuis 2005).

AAAG 1O Wavikd pmopet emiong va evoopkmOel amd Tovg «mpaypatikods avipdmous
(Cartner-Morley 2015) 6nmg 6€ 10TOPIKA TOPTPALTA, GTO KOKKIVO YO, GE OTIYUIOTLTA,
o010 Opopo, oe blogs TPOCOTIKOL GTVA Kal, PUGIK(, OTIC TAATPOPUES KOWMVIKNAG
dkTO®OoNG 6tmwg to Instagram.

Onmg Kot T0 HOVTELD TOV TOPAOOGIOKAOV HECMV, O POLOS TOV EMNPENCTN OC WAVIKO
™S HOdag elvar va «det&et ta Kovpmid Kot Toug eroykove» (Carmel Snow oto Harrison
1991, 16) avtov mov @opdel pe €va AO00E0, eatlpeTikd asntikd TpdMO MOV
AmOPEVYEL TN LOVOTOVIO TNG GOPNVELNG TOV KATAAOYOV.

Agv vmbpyel peydn omdotacm, yoo mopddstypo, HeTald oG eoOTOypoeiag €vog
editorial pddag meprodikov pe tomobecia v Tvvnoia amd v Louise Dahl-Wolfe yia
10 TeVY0¢ Tov Harper's Bazaar tov Iovvio tov 1950

Kol ToV avaptnoemv oto Instagram tov ennppeoctodv 6nwg n Leonie Hanne, mov
nolApEl LOVPIOUEVT] KOL YOLOYEAAGTY] TTAVE® OO VO ACTUEVIO LOPOKIVO BPacTipa GTO
"#Marrakesh" (BA. Dahl-Wolfe 1950, Hanne 2018, BA. Ewova 4).
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Mia and T1g TpdTEG Yuvaikeg pwtoypdpovg nodag, n Dahl-Wolfe pwtoypdenoe to
HOVTELO NG, OAOL TO GKPO UE YOVIEG KOl TNV EKQPOCTIKN HOPPTN, GE OKNVIKO
YPOULOTIOUEVO 1ovdap Kot povtapivi  Movpttavikov Kopdpov Kol mepiteyvov
OKOMOT®V 000VOV TOL TAUIGIOVOLV TIG AETTOUEPELES TG KOAOKOPIVAG HOSOG.

"Eva mapoporo 0épa mapdyetar omd 11¢ Gold ko Hanne o115 01kég Tovg potoypapieg o€
tomofeciec: Onwg ko pe to editorial tng Dahl-Wolfe, o1 dtadoyikég dnpociedeelg Tovg
oynpotiCouv éva evomompévo aiohntikd ocbHvoro, KaOdg CLUUTANPOUATIKG QIATpO
YPNOLLOTOLOVVTOL GE W0 GEPA PMOTOYPAPI®OV GTIG omoieg moldpovv KATt® amd pua
QOWVOUEVIKG OTeEAEl®TN Tapoy] OSLIKOGUNTIKOV OYd®OTOV KIUUAPp®V, KOAOV®V
LOoATKoD Kot Tomiwv dpopmV o ypodua kapopuérag (PAéme ewdvec 4 kot 5).

e avtifeomn, ®OTO00, e TIG TPOGEKTIKES TUTIKEG WOOTNTEG OV YapoKTnpilovy TNV
EMOYYEALATIKY] QoTOYpa®io LoOdag kot dStauenuilovv o Téxvaca Tov 100VG, AVTES O
ONUOGIEVGELS £XOVLV GLYVE TNV 1WOTNTO GTIYUIOTUT®V OO SIOKOTES - OVEUEAOL,
YOPOVLEVOL KOl YOUOYEADVTOG GTO QOKO LE TPOTO TOV GLVHOW®E N EWKOVA TNG LOSOC
deopevel - pe TN dlopopd ATt Ot EMPPOEIS Eivart TAVTO VILUEVOL PE povya OYESUCTMV
Kol Gyoyo LOKLYLOPIGULEVOL.

H “xobnuepvomnta tovg”, po ateheiom Aloto pe oUEPUVOLS TEPIMATOVS OTIG
mAateleg TG TWOANG, YOUOYEADVTOS TAVEO 00 TAOLGLOTAPOYO YEVUOTO TOTIKNG
napoy®yng Kot toldpovrag dimia og mioiveg otn TovAovp.

To va kdvelg mepynon o 1KOVeG Lodag oto Instagram pmwopet va givon pol povotovn
gpyoacia. Xe avtifeon pe v mapadoclokn eoToypagio HoOdaS, 1 omoio ot YEPLL
TOAOVTOUY®V  0TOp®V  vrnpée avékaBev €va aAymuikd  pelypo  KOAATEXVIKNG
dnuovpyiag, Aettovpyiog Kot LopeNg ELTOPEVLGIUOV TPOTdVTOG, elvar omdvio va Ppedel
TEPEXOLEVO TTOV Va. Etvart PriooTAGTIKO, EUTVEVCLEVO, AVTIGUUPATIKO 1) EEEIOTKEVUEVO.

Agv vrapyet tinota and avtd mov  Margaret Maynard Bewpel ot potoypapio podog
VYNANG TOOTNTAG OG «KATL TEPQL amd» TV gumopikn Aoywkn (2008, 60). Xiyovpa, ot
EWKOVEG HOOOGC TV EMNPEOCTOV OV OTPEEOVIOL evavtiov 1Tng oG Yo va
apEIGPNTHCOVY TN O1KN TNG PNTOPIKY| 0TS GLUPAIVEL 6T TEPIMTOGT TNG POTOYPUPIOS
poédog.

YuvnBwg, ol pEHOVOUEVES ONUOCIEVGELS €lval TUTOTOMNUEVEG Kol GUUPOTIKES, WE
emavorapPavopevo  oynuato A0yov Kou Ofépota mov, HoAovoTtl  ametkovifouvv
eowvopevikd v kadnuepvi Lon, e£okolovBoldv vo KaTapEPVouV va avamapdyovV Tov
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EUTOPIKO OKOTO TNG Kupilapyns eotoypoeiog nddag Kot Tov dveta otkeio KOGHO NG,
NG TOALTEAELOG, TOV TEYVACUOTOG KO TG EmtBupiag.

Ot tomoBeoieg givat emiong yvwoTég - mapaiia, TOAN, Eevodoyeio, eEoyxn, OpOUOG - kKbOe
TPOPOOATNON UE OVOPTNOEIS AEEL AUETPNTES WKPES LOTOPIES Y10, OVGLOCTIKA TO 1010
Tpayua,

YpPNOLoTOI®VTAG Tpia factkd onuaivovta: povya, GO Kot oknvobeaia.

210 KEVTPO PPpIioKeTaL TO ATOLO TOV OCKEL ETPPON, TO OVTIKEILEVO OV ATEVICOVLE, TOV
GULVIGTA Lol LOPPY] GTO YDPO, TEPIKOUUEVN 1| GE TANPES TAAIG1O,

nolhpovtog N "e€’ amvng". YOUOYEADVTOS, YEAMVTAG, KOVOVTAG LOPQAGHOVS LE M
YOPIg poKyldl, TEPTATMOVTOG TPOG TNV KAUEPA - | LOKPLL OO OVTNV, 1GOPPOTOVTOG
Tévo og éva Bpayo N TEPTATOVTAS GTO pNXEL VEPAL.

Axopa kot 6tav givor akivnto, T0 GO TOL EMNPENCTY OTN YNPLOK OTOYpApia,
OM®G TO KovoLPlo, VEAVIKO 100VIKO TG pmToypagiog nodag otn dekaetio Tov 1960,
etvan «mdvra oe kivnony» (Radner 2000), kotaypdeovtag OpacTiple Lo GUVINPNTIKN
amod00T Lo TaYKOGHLOG (NG oL glval TAVTO QTIOYTY.

H mpofoin Tov cdpatog 6to Instagram

210 TEPEXOUEVO AVOPTNCE®V TOV OTOUMV UE EMPPON, Ol TPOTOL TNG KLPLOPYNS
QOTOYPAPiog HOSOS - CUUTEPIAOUPAVOUEVOL TOV 1WOOVIKOD - KOTAPPEOLV UE TNV
aiocOnon g Kadnuepvotnroc.

H dovield tovg gpopaviCetar 1000 afioctn 000 to poviéla KivoOvTol PE (VEOT,
avéilappa amd T o dkpn oty dAAn tov [opioiod oto "Bubble Series" tov Melvin
Sokolsky yia to Harper's Bazaar (1963).

Ta povtéda emiong tov Sokolsky tav péca 6Tov KOGHO, MGTOGO OEV TPOEPYOVTAL OTTO
oVTOV, ETELDN AVIKOLV TATNPOC GTI LOVTEPVA ATUOCPULPO, GTNV OTOI0L ELPOVIGTNKAY.

Opoiwg, ol emppoeig paivetol vo TopacVPOVTAL omd TOV KOGUO, VAOTOIMVTOS TN
Qovtacio TG HOJOS, OVOTVEOVTOG TOV OTTAVIO 0EPOL TNG KOl LEVOVTAG GTOV YMPO XWPIG
tp1éc. Kabmg 1 daotnpikn 6toAn vog actpovadtn oplobetel To cmdu TOVS, Un OvTag
amd o TEPPAAALOV TOVG, TPOGTATEVOVTAG KOl TEPIKAEIOVTAG TOVG, £TGL Kot 1 Ldda
Aertovpyel 6TO GO TOV EXNPEACTY.
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To omdua Tovg drakpiveTor Kot ooy EEYMPIGTO KOUUATL Lot GKNVIG OAAG KOl ooV LEPOG
avtNG. QoTd60, AVl TOV GEANVIOK®V TOTI®V, 01 EMPPOEIC EpLPavilovTal G€ TO1YOVE TOL
Exouv eMALEEL Yo VoL KAVOLY TO povYO Tovg va Eeympicet 1§ epeavifovion otnptypévol
ot tlopapio eKOECIOKDOV YOP®V GE KTipLol TOL TPOKAAOHV 1ALyY0, ayvavtehovTag TV
Hokpwvi TOAN Gov Evav xapTn amd EAOTO 6€ OAN TNV ETLPAVELN TNG YNG.

210 £pyo ™G Yo To ONALKO Waviko, N Marianne Thesander ypdeet «oe KG0e TOMTIGUO,
70 ONAVKO WAVIKO ELPAVIOTG OMILIOVPYELTOL [LE SLAPOPO LECH TEXVACUAT®V Kol diveTal
aKpP®OS M LOPPN KoL 01 EVVOLEG LE TIG OTTO1EG 0 TOATIGIOG MOV UEL VO TAVTIGTOVV Ol
yovaikeo» (1997, 11).

Avopeiopnmra, ot emppoeic amotelodv TPOTLTO Yo TS VEoPleAevBepeg akieg TG
EMOYNG MOG, OTIG Omoieg To KOPOg Kot 1 eveMéio Hog KovoTtOHov KaplEpag etvan
GUVVQUGUEVES LE L0 GOYYXPOVT] ETAVATPOGEYYICT] TOV «AYPNOTOL KOl TOL OATOVPOV
TpOTOL (NG TOL GTO TAPEADOV NTAV 1] SLOTNPNON TOV AVAOTEP®V TAEEWDVY (36 ).

Tn otyuy mov 10 «o®OTE» OOUHOTO TAPNXONOoOV UE GCULUUETOYN O©E &va
eEopboroylopévo avBpdTIVO SLVOUIKO KOl EVOOUATMOVOVTOS TIG 0EIEG TOV AVTOEAEYYOL
Kot ¢ meapyiog petd ) Brounyoavikn Eravactaon (BA. Thesander 1997), étol kou
aVTEG oL e&0aVIKEVUEVES HOPQEG gival To TTPoldv Tov KOmov Tovg. Ot emnpeacTés
QOIVETAL VO UMV £XOVV QUOIKEG OVAYKEG: oLYVA Toldpovy e GaynTo, OALL GTAVIQ
eotoypagilovion kabag tpove. KabBovtar oe kpePdtio Eevodoyeiov, aArhd ombvia
eotoypagilovion kolumpevol. Ymapyxet m aicOnon Ot Kvovvior GTOV  KOGLO
STNPOVTOG TNV OLTOVOUIN TOL TPOGMOTLKOL TOVS KAGOOV.

Enopévog, 1o copatd tovg eivar Gula, ameikovicpéva amoOAVTO aKOUN Kot 0TV
Tapovctdlovtal 6Tovg aKkOAoVBoLg ToVg Eavd Kot Eava o€ pia oelpd amd TOLEG.

To arotéhespa avtg ™G dtopKkoVS aVTOTPOPOANG Eivat 1) KOTAPPELGON TOV £EWYEVOVG
TEPPAAALOVTOC LLE TOVG OMEIKOVIGUEVOLG EAVTOVG TOVG:

avtd ToLv dev glvarl TO GAOUA TOVG amoppoPdtal and TV TavTtdHTTA ToVv BEAOLY Vo
TAPOLGLICOVV, £TGL MOTE 01 ToNoBesieg oTIg omoleg epupavilovtal, To eaynTd Pe TO
omoio moldpovv, ta avTiKeipeva mov avtol dtuckopmilovv oe Eva YpaPikd emimedo,
oYNUOTIOVV O LETOVVUIKT] GYXECT LE TN ONUOGL EIKOVO TOVG.

To copa tovg péca oe pio LOVASIKY] avAPTNON UETOAUOPPOVETOL GE KOO LOOC)
(Thesander 1997, 67), aAAd TO 0OPOIGTIKO OTOTEAEGUA TOV OVOPTHGE®V GTNV
aVOTPOPOSOTOVLEVT] GLALOYN TOVG GYNUATICEL Eva GAAO O, £V GO EPYACTOG TOV
KUPLOAEKTIKA TOVG LTTOGTNPILEL GTOV YNPLUKO YDPO.
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Ag avoroyiotovpe ™ pon ¢ Leonie Hanne: xdBe ewdva oeaivetar vo €xet
enefepyaotel e 161010 TPOTO OO0 pe Eva eEMTEPIKO TPOYpoupta 6mmg o Adobe
Lightroom, £t61 dcte TOL OTTIKA GTOKEID OTTOC M) BeproKkpacio, 1 amdYP®OT, 0 TOVOG
ka1l M avtiBeon va eltvar oe amdAVTN appovia.

Ye yevIKEC YPOUWPES TO amoTéEAECUO HETA Tn Ypnorm o¢iltpov eivor éva 0dldKoTO
EeDDMPLOoHO TACTEL OMOYPDOGEMY POSAKIVOV, POl TPLOVTAPVAAOL KOl OVOLYTOV UTAE,
YpOLTe dNANOT TOL Popagt emiong 1 1w n Hanne cuyvd, tovicuéva and to pokpid
Hovplopéve dkpo g kot to Eavod paAiid e,

Ot avapmoelg g Hanne v tomoBetovv oe pa cepd and tomobecieg mov aAidlovv
avd pepikés ootoypagies, and to Ntovundr ot Awsofdéve oto Appodpyo oto
Aovdivo, oAAG emeldn| kdvel mapopoln Tpaypato oe kibe mAaiclo, etvar oyeddv cav
OVTEG Ol OLPOPETIKEG TOAELS Vo, aAAGLovV Tiow TG, wodv o 086vn Kauepag va
aAAGCeL Ypriyopa.

To amotéieopa tov @iltpov givar va LETAOMGEL TNV EVIVTMOOT) TOV TANPOVS EAEYYOV
¢ Hanne mévo oty epedvion kat tov tpomo {ong . Onmg £xovv vrootnpitet ot
Duffy ka1 Hund yia tovg fashion bloggers, pia tétoln otadiokn| €davikevpévn (mn
«kpOPetl Tov koMo, TV TEWapyia Kot To amapaitnto kepdiao» (2015, 2) yuo va ™)
ONUIOVPYNGEL KO VoL T S1a TP OEL.

H onuovpyia g evtdmmwong 6t €xel Eemeploel TOVG TEPLOPIGUOVG TOV COUOTOC
amoutel éva €idog meBapyiog ko avtoéheyyov mov o Thesander vmootnpiler Ot
ouvdéinke pe 10 copo Tov gPYAlOMEVOL KOTA TN HETOPLOUNYOVIKY TTEPI0O0 MG
OMOTEAECHO. TNG OVAYKNG VO avTOmOKPlOel otnv gpyacion TOv NTOV «TEPIGGOTEPO
evtatikn [...] kot mpocavatolcopévn oto ypovo (1997, 42).

Ed®, emiong, pmopovpe vo dOOUE TO COUATO TOV OTOU®MY HE EXPPON OG TPOIOV NG
JOVAEBG TOVG, av Kot avTO oL PAEmovpe givol pdvo to TEMKO TTPOiodV, T0 ONAvko
WOVIKO TOL EVOOUOTAOVEL TANPWG TNV omOAovoN NG KOS, TPOPAVAS EXEL
anelevfepmbel amd TIC OVAYKES KOl TOVG TEPLOPIGUOVG €vOG Lmvtavol, Bvntol
GOMOTOC.

Ot avapmoelg Tov TpoPodoTovy 10 Instagram cuvovalovv oV TNV EVIHTOON HEGQ
OTNV ATEAELOTN TTEPUNYTOT) TOV, TNV EVICYLUEVN TOLOTNTA TOV 1010V TOTOV EIKOVOV TOV
epoavifovror Eavd ko Eavd, kaotdvtag T cvvey eE00VIKELUEVT AmOd00T G T TO
(QLGIKO.
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O1 pnropikég mvellég pe otoryeion avOpomIAG Tov UEPIKES POPEG EVEGOUATOVOLV Ol
EMMPEACTES Y10 VO VTTOONADGOVY GUVAPELD, SLOTVTTMOVOVTAL GLYVA 6TOVG AELAVTEG TOV
EIKOVOV TOVG, TOPA OTIC 101EC TIC E€IKOVEG TOVC, KOl £TGL OEV OMEIAOVV TOTE VO
dTapdEovy N va avatpEYouy T0 GLVOAKSO PIAOG0ED OTOTEAEG LA,

H Asiyami Gold, yio moapddetypo, €ypoye mpdoeato o Aeldvto oty omoio
popdotnke pe ekpivela 0Tt €xel yivel «moAd vobpn» Kot Ot éxel emdéEel va
KOAMEPYNOEL U0 OTACT AOd0YNG Kol OETIKNG OTAONG OMEVOVIL GTO GAOUM TNG:
CATOdEYOUOL OLEG TIC KOUTVAES KOl TIG paryddeg wov Epyovton [sic] pali pe avtn m véa
YPOVIKY| TEPT0d0, Kat To OAPepd yeyovog OTL Ta omicOld pov [cupuPoikd gikovidio -
poddkivo] kot To otnBog pov otadokd eTidyvouy [(a] coppayio pe to Pdpog Tov
ocopatogny(Gold 2018b; BA. Ewova 6).

21N GLVOOELTIKY €KOVO, OTEKETOL KOVIPATOGTO KOl GE TPOPIA, YOUOYEADVTIOG
e aPP®OG 6€ éva AevkO pmIKivi Ko cuppikvopévo yabwo kamého. To codpo g
QOIVETOL GPIKTO KOl YOUVOCSUEVO, TO KATW LEPOG TOL GTPOYYLAEUEVO KOt 6TAOEPO OTTMC
70 cOUPOAO TTOV ¥PNGIHLOTOOVGE Yo va avapepBel oe avTo, Ywpig Kavéva {yvog TV
PUYAd®V TOV TPOAVAPEPONKQV.

H gwdva paivetor o aviimpooonenTikn ard ™ AeCdvTo Tg: Umopovue vao doVUE pE
0 paTo pog s potdlet n otovéta g Gold kot €tol o MOy TG €ovv ®C
amotédecpo v eéopdAvvon TG 6to mveLHO TNG Yuvvaikeiag cvintnong Yy To
KOW®VIKA PLEGA, TO 0moio evOappOVEL TOVS AVOYVAGTES VO KOAAEPYNGOLV 0L KPLTIKY|
oTAoN amévavTi 6To d1KE TOVG GMOUATAL.

22V avapmnon £xovv emonpoviei n etapio Tov kamélov Preston Olivia kot m etopio
tov poyd La Hana Swim, kot n Gold emikaAeitor v tedkevtoio ot Aeldvta g,
amodidovTag o€ AT OTL TNV EKOVE VO VIMGEL KTTOAD GEE).

H gtoupia givar cvvenmg evoopatopévn dtakpttikd oty neptypaen g Gold yua tov
€0VTO NG, TO TPOIOV TOVG «TOVILEL TIG KOUTOAES TG KOl LETALOPPADVEL TNV EUOAVIOT
TOV GOUATOG TNG, TOLAGYLGTOV GOUE®VA LLE QVTAV TNV AVAPTNON.

Edm, n Gold evoapkdvel Tovtdyxpova Tig BEGELS TOL 10aviKoD 6T HOdA Kot THG GIANG
TOV UTOPEIG VO VIOGELS KOVTd, ekted®dVvTag awtd mov n Campbell amoxaliel «oxinpn
dovield apocimongy (ot Duffy 2013b) omnv onoia avtn, oG yvvaike KoTovoalotng,
npowBei T La Hana Swim otovg akolovBovg g.

Me avtov toV TpOTO, TO TEPLEXOLEVO TOV TOPEYOLV Ol EXNPEACTES AVILYPAPEL ETIONG
70 N00¢ £VOG IMUOPIAOVG TTEPLOOTKOV LOOOS Y1 VO OTIAEEL TO KOTAVAAMTIKO KOO, Kol
VO EVEPYNOEL LLE TO TPOGYNLLOL VO TOVG TOPATAOVI|GEL LE OEGUEVTIKO TEPLEYOUEVO.

Ed®m, o ametkovifOUEVO COOTO TOV ATOUMV LE EXPPON AELTOVPYOVV COLPMOVA. LLE TOL
aBpot1oTikd cHVOAL TV PODV TOVG Y10, VO €0pOLMCOLY £va, dpapa VOg PLAOGO0E0L
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TPOTLITOL OV cLvApa Bopilel TV KaBNUEPVOTNTA XAPT OTNV YNOLOKN TAATEOPLQ
oTNV 0moia VT dNUOCIEDETAL.

[og Tagrdgver n pooda

O1 poég tov Instagram, evd Gy VA GLULOPPMVOVTAL LLE TO, YEVETIKA, PLAETIKA, EOVOTIKA
KOl OCOUOTIKA OTePEOTLTA. TG Kuplapyng HOOAG, JppnyvOoLV  EMiONG  TIC
AVOTOPUCTAGELS TV COUATIKOV «AypapmV Kavovovy g LOdoC.

210V KOGHO TG ekoOvag TS Modag 2.0, o1 ATOUIKES KOl KOWVOTIKES EKQPAGELS TV 1N
VEOVIKOV, TOV 1] OLOPP®V, TOV OTOU®V LE OVamNpies, ToL LIePUEYEHOVE Kot TOV un-
dvadikoh VAoV petacynuatiCovv To d1dAoyo pe pLooTaosTiKoDS TPOTOVE TOL GTN
OGULVEYELD OVTIKOTOTTTPILOVTOL GTO ONUOPIAY HEGO HOSAG.

[Mop '0Ao avtd, Onwc €ovue cuiNTOEL, 6€ éva TOTO PEC®Y AV oTn KOS TOL
«OVYKAIVEL OAO Ko TEPLOTOTEPO, dlacvvdéetal Kot diktudvetoy (Orgad 2012, 38), to
100vIKd Tapapével pia @LOd0EN, av oyt pubikn, eryovpa.

Evo eivor aAnBeia 611 10 Instagram  €xel kdvel mo epeaveic dS1pOPETIKONS TOTOVG
WOOVIKOV Kol TOPEYXEL Lo TAATPOPHO Y10 TEPIOMPLAKO 1) VITOTOALTIGUIKO GTUA TOL o
ayoviLOTav vao KePOIGEL TNV aAvayvdPLoN amd TOV Topadoctakd KAAd0 Kol To LEca
AVOTOPOY®YNG TOAVUEG®V, TO KUPLOPYO 10AVIKO TOPAUEVEL.

Mo mopdaderypa, mopd tovg 217 ymddeg axdAovBovg e, 1 Gold xatorappdvet
Mybtepeg Béoelg epyaciag, ouyvl TG TPOCOEPETOL YOUNAOTEPN apoPn amd Tig
Kavkdoieg oporoyeg g Kou givor cuvniopuévn va givor to Hovodikd GTopo YpOIOTOS
o€ koumavieg etouprv (Koman 2017).

H gumepia g Bopiler avt g Naomi Campbell n oroia, mapd to yeyovog 0t nrav
éva amd ta Supermodels Tov KVPLAPYNOE OTIC EIKOVES HOJOC OTA TEAN TNG OEKAETIOG
tov 1980 ko Tov 1990, TAnpoONKe «TOAD AydTEPO» OO TIG AEVKEG OUOAOYES TNG
Supermodel kot Tapadéyeton 0TL «mdvta Evimbe adtknuévny (Capital Lifestyle 2017).

Onwg n Campbell,  Gold eivar veapn, Aent ko e&oupetikd opopen. Opwe, ot
avtifeon pe tnv Campbell, n Gold dpactnpromoieitan oe £va mepPAALOV TOAVUECHV
oL VIOGYEOMKE Vo €lvor T dNUOKPOTIKO Kol 10OTIHO, 6TO 07010 vroTifeTon OTL «pia
véa ToMTIKT £vvola » Ba vTookEMEE kat Oo avTIKaO16TOVGE TIG «LOKPOYPOVIEG GYECELS
eEovaiogy (Langlois 2014, 33). Av GuveyicOVLE VO GKEPTOLOGTE TO WOUVIKO G VEAPO,

25



ONALKO, AEVKO, IKOVO COUOTIKA, AETTO Kol KAAGIKA OLOPPO, 0vTO GLUPOivEL ETELON
ovvnBwg £tot givat.

Orav n Campbell eppaviotnke oto e£d@@LALO TG Vogue tov lavovdpro tov 1990 padi
pe 11¢ Cindy Crawford, Linda Evangelista, Christy Turlington kot Tatjana Patitz, n
puoda Ko to 1wovikd g kKabopiotnke oamd por Mt opddo vrevbivov ANYNg
OTOPACEDV 7OV AMOTEAOVTAV OO GYEONOTEC, OCULVIOKTEC KOl (PMTOYPAPOLG,
EMOyyeAUATIEC LE E0PAL TIG TOPASOCIOKES TPOTEVOVGES TNG HOSAG TOV Aovdivov, Tov
[Mopioiov, g Néog Yopkng kot Tov Mikdvoo.

210 TEAN TOL E1KOGTOV 01dVO, 1 OUVOUN OVTOV TOV TOMTIGTIKOV OUUECOANSNTOV
nponiBe amd v «Beopobetnuévn cvvopdion (Mrapt 1983, ix), mov katédeiée to
ePLOdIKO podag, m omoia, oto PiAio The Fashion System, o Mrapt mepiéypoye
VITOUVIKTIKG (0 «LLLoL POV TTOV KAVEL TN podoy (S1).

Y ovtd 10 ovumov pHolIKOV HEC®V  EMKOWVOVIOG, VLINPYOV TEPICTOCIOKES
AVATOPACTAGELS EVOG €OVOTIKA, PLAETIKA KOl COUOTIKG SOPOPETIKOD 10EMIOVE TNG
podag, aALG 1) ELPAVIOT] TOVG GE TEPLOOKA LOJAG 1) 0TV TacopEia eEakorovBovoe va
eCaptdror omd amoPAceElS Tov AapBdvovtay amd po EAEYKTIKY AT Kot, GTO EVPUTEPO
mlaiclo Tov Tpayudtov, Bo uropovce vo Bewpnbel wg cupPoiiky.

3Evd 1 ovppetoyikn KovAtovpa tov Instagram £yt mAncel avtv TV epapykn doun,
omwg €yovpe ovintnoel, ot emppoeig 6mmwg n Asiyami Gold kot 1 Leonie Hanne
AVTLYPAQOVY G ML TO TAEIGTOV TNV OLOYEVOTOMTIKTY AOYIKT TNG EKOVAS TNG LOOAG.

H emoyn tov Instagram

Ymv mpoondfeld Tov va eENYNGEL TOV GLUVINPNTIGUO TOL YNELoKOD 1d0vViKoD, TO
gpotpa givor yati (] TOG) T0 KLPlOPYO TPOTLTO TOL WAVIKOD GTN HOdO EXEL
dwnpnost T dvvoun kot TV KoBopGUEVI) TOL QNUN O JAPOPO HECH Kot
mhoteopues. Eqv kdamowog pmopel va avoi&el évav Aoyaplacpd Instagram kot vo
TAPAYEL TOKTIKEG ONUOGLEVGELS, €6V UTOPOVUE OAOL VO GUUUETEYOVUE MG TOPAYMYOS
KOl O YPNOTNG TAVTOYPOVO, TOLES ivatl 01 SuVALELS TOoV KoBopilovv T dNUOTIKOTNTA,

T xaBopilel v TpoPfoin otn pon tov Instagram; Tt dnpiovpyel a&io; Me Aiyo Aoyia,
TL KaO10TA Vv Loyaplacpod vo £el TEPLGGOTEPN EMPPON omd Evav dAro; H amdvtnon
Bpioketon ev pépel ot 010 ™ Sadwkacio avarapdotacns, n oroia Bewpndnke mg
eyyevag ocuvrnpntikn (Orgad 2012, Fuchs, 2017). Xto Biprio Media Representation and
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the Global Imagination, 1 Shani Orgad avaAvel Tovg TPOTOVG LLE TOVS OTOIOVG Ot
VILAPYOVGES GYEGELS E£0VGT0G TOV KAMITAAMGLLOD OVOTOPEYOVTOL KO EVIGYDOVTOL LEGM
™G OVOTAPAcTOONS KOl 7TMG, HE TN OCEPA TOL, M KOTOVOAMTIKY KOVATOOPO
EVOOUATMOVEL KO ovamopdyet 100vikd Kot otepedTVTO pey€Boue, nAkiog, KavotnTog,
eOVIKOTTAG, PLANG, PVAOV KOl GEEOVOAIKOTNTOG,

Baowlopevn omv avdivon Adyov tov Foucault, n Orgad vmoompilel 6ti, avti va
LETAOIOEL TIG VILAPYOVGES YVAGELG N aANDELEg, ONAAON Ol AVATOPACTAGELS TOV HECWOV
TAPAYOVV «OANOWES EVIVIMGEIS) TOL VOUUOTOOVV, EVIGYLOVV KOl OVOTOPEYOLV
oplopéva  ddPacTIKA KoOEoTOTA &ved «KaB1oTOOV TOLG GAAOVLG TOPAVOUOLG,
TOPOTAAVTTIKOVG Ko yevdeig »» (Orgad 2012, 28).

Agv givar amAn epdon va gicot «HESH» N «EE®Y», avTIBETMS, Ol AVATOPACTAGELS TMV
péomv eivar Pacikd g dvvaunc. Eivar «o ydpog g « &v Adym » (28), 6mov n
SUUPBOAKY €VTOEN 1 ATOKAEIGHOG KOWVOVIKOV OVTOTHTMV KOl ATOUMV GUVOEETOL LIE
omotov &yl v €ovoia 1 Tn VOUUOTNTO VO TApAYEL KATL LE VOMLLOL: VoL YPAPEL, Vo LUAG
Kol va BAEmETOL.

H oavorapbotoon eivor, ©otd6c0, évag yOpog apeofritnong mov  mapdyet
OVTIKPOVOLLEVO KO TTOPAAANAQ ATOTEAEGLLOTA KO, OG OVVITIKA OVOGTOTMOTIKY dVVALUN,
ot emppoeig Tov Instagram taldevovy 6e pevoTo, acTaBég £60(p0c dov TO VONpa gtvat
€vag TOTOG GKANPOL ay®dva kol 1 dOvoun Asttovpyel pe emmoOAons, anpOPAETTOVS
TPOTOVC.

Amd ™ pla mievpd, N egovoio Tov Kabepopuévov Becudv, TOv TAMGIOV Kol TV
TPOTOT®V £ival ovoLyTé 6€ TPOKANGELS OO EVOAALAKTIKES, AVTAYOVIGTIKEG, avTifeTEG 1|
OVOTPETTIKEG POVEG TTOL GTY| CUVEXELN LETAPEPOLY TNV EE0VGIN LE EVEPYOTONTIKOVG
KOl LETOCYNUOTIOTIKOVS TPOTOVG,.

AT ™V GAAN TAELPA, M 1010 1) dadIKaGIN THG avaTapAoTacnS Bempeitan GLUVTPNTIKY,
N omoio Agttovpyel Yol VoL VOLULOTIOMGEL TO TPAYLOTOL KO VO TO, KAVEL OTTOOEKTA AITO
TOV ONUOQIAT] d1dloyo. Onwg ypapet ) Orgad, «to va @Epovie Ta Tpdyato 6T ceoaipa
0V AOYoL Agrtovpyet [...] 6TO Vo T0 KOOTKOTO|GOVUE GE NYEUOVIKEG OOUES KO VL
TOPAYOVUE CAOUOTO OLTOTOPOKOAOVONONG Tov  01KlofeA®dg vrotdocovtol  Kal,
ovven®mg, Ponbodv 61O va ONUIOVPYNCOVY KoL VO VOLLIOTOGovV TV e€ovcio Tmv
ewkov» (2012, 28).

AvT6 OV KAveL | pOda OAN TV dpa, ivor 1 VOULLOTOINGoT avtol Tov EEKIVAEL «EEWM»
Kol TO KoO10TA 0modekTd, EKUETAAAEVOUEVT] TO VEO, TNV KOLVOTOUIO KOt TN O10(pOPdL.

To aveEdptnTo LIOTOAMTIGHIKO GTVA TOTOV NG dekaetiog Tov 1980, ota péca g
dekaetiog tov 1990, vroonpiydnke OO amd ™ SPNUICY TNG LOSAG OGO KOt O
TOVG TAPUOOGLUKOVS, ONUOPIANG TITAOVG LOOAG, KOl KOTA TV TPMTN OEKAETIO TOV VEOL
LAEVIOVLL, TO GTLA TOL SPOLLOL Kot Ot atopukol bloggers mov mapeiyov pio EVOALOKTIKN
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@OV TOV® O©Tn HOd0, TEPAcHV amd TO Vo xopoktnpilovior «EPACITEYVES N
«OUTIOTES) OTN LOVIUN EVTAEN TOVG 0T EMOAYYEAUATIKG LEGAL.

Avamapdyovtag Ty aucsOnTiKn, T Aoyikn Kot to 100¢ g pmToypapiog TG HOSOS Kol
SLLOPPOVOVTOS £TCL TO TEPLEYOUEVO TOVG YL TNV OTOKOTACTOON EVOG YVMOOTOV
TPOTOV, Ol EMPPOELS EKTEAOVV OTOTELEGLOTIKA £VOL GEVAPLO TOV LINPYE TPV PTAGOVV
ot oKnvn, 6mwg éxel vrootnpiget n Judith Butler yio T ovotaom tov @vAov, (PA.
Butler 1988).

H tdom mpocapproyne kot eKPeTAAAELONG TNG VENSG TEXVOLOYIOG TV HECHOV KOl TMV
TPOKTIKOV EMKOVOVIOG OTIG AVAYKEG KOl TO, GUUOEPOVTO TNG Kupiapyns opddag dev
arotedel véa eEEMEN. Onmwg pog vrevBopilel o peletntig emwowvovidov Christian
Fuchs (2017, 94), «ta péco evnuépmong Kot o HEGOH KOWMVIKNAG SIKTO®MONG O
oLYYPOVN] KOW®VID OLOHOPPOVOVTOL a0 OOMES OIKOVOULKNG, TOAITIKNG Kot
TOALTIGTIKNG SOVOUGY.

[Tavto vd ™ Aertovpyia CLTOV TOV SOUDV VITAPYEL TO EPOTNLLO TOL0G EXEL (1] OEV ExEL)
dvvaun. Avtd mov eivar véo, @oTOGO, €ivol OTL LVITAPYEL TOPA U0 GAANAETIdpaoN
HETOED avOpOTIVOV TOpaydVTOV Kot Un avOpOmTiveav Topayoviov, TG TAATEOPLOG
JoLVOECEWY, TOV TPOTOKOAM®V Kol TOV 0AyopiOpumv mTov  avTomokpivovot
npoypappotikd oto mepexopevo (Langlois 2014, Carah kou Angus 2018).

Hexkwvovtog ond v mpoimdbeon O0tL Sopdpewon evog vonuatog,  dniadh m
onuovpyia a&iag, n SHOPP®CT TOL TOMTIGHOD Kot 1 Aoknon eEovaiag, dgv givat
TAEOV omA®G ol avOpdmivn dwadikacio, oAAd [...] po dtdwkocio Tov eEopTiTon
0A0&Va KOl TEPLOGOTEPO 0o TIG TEYVOAOYiEC TV pécwv (2014, 5), n Ganaele Langlois
OVOPEPETOL OTO EMLYEPNUATIKO LOVTEAD TOV TAATQOPUAOV KOWVOVIKYG OIKTOMONG (G
£va LOVTELD IOV EVOLAPEPETOL AYOTEPO YL TV TOPAYMYN TEPLEXOUEVOL OMNAAON YU
avTd TOV ONUOGLEVOLLE KOt PAETOVLE, TOPd Yo TN "Prho&evia Kot ovAKTNOT LEYAAOV
oykov mANpoeopdV" (26) mov pmopohv vo ypnoyomomBodv yioo SENUeT Kot
UAPKETIVYK.

O okomdG €M dev glval voL YKOAIAGOVLE T AOYIKT) EVOG TEYVOLOYLKOV VIETEPUIVIGHLOD
OV OVTIAAUPAVETOL TNV TEYVOLOYIN WG £va TAPAYOVTa, EVO OgV Uopel va avayvepilet
TIG TOAVTAOKOTNTEG NG Oxéong UeTa&D TOv TEXVOAOYIKOL (Tapdyovia) Kot TOL
kowwvikoV (Fuchs 2017, Rocamora 2017). £t1o Instagram, ot avBpdmivotl mapdyovieg
elval QUOIKE oNUOVTIKOL.

Evd avtd mov kdvouv ot emippoeic 0nmg n Gold kot np Hanne - kot akpipdg mog to
Kévouv - umopel va unv givar 1660 yepE AmOTLTOUEVO GTN ANTKN GLVEION O™ OTMG Ol
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OPACTNPLOTNTEG TOV OVOPOTIVOV TOPOYOVI®MV GTOV KOGLO TOV TEPLOOTKOV HLAdNG, 0VTE
01 0paCTNPLOTNTEC AVTMOV ElvaL EVTEAMG 0OLOPAVELS.

O mo aQoclOUEVOE YPNOTNG EEPEL TL Ko TTOTE, Vo ONUOCIEVGEL TPOKEYEVOL VL
BeAtiotomomoet Tic TPoPOAES, Vo dLENGEL TOLG aKOAOVLOOVC Kat, GTNV O YADOGCO, TNG
ocpaipoc Tmv blogs, va kepdicel ypnuato, PE KEVA GTI YVMOOT] TOV GUUTANPOVOVTOL
€0KoAQ amd omolovONTOTE oPOUd SOAKTIKMOV HoONUAT®V OV TapEXovy GLUUPOVAES
Kot KOATOL.

H pntopikn g GLUUETOYIKNG KOVATOVPOS MG LEGO QLTOTPOYUATMOONG KOl VOGS XDOPOG
OOV 01 YPNoTES Elval EAEVOEPOL VO EKPPOUGTOVV UTOPEL VoL GLVEYITEL VOL EYEL QTN ON,
oAAG ovTO yiveTon dedopévng pog eumelpiog tov ¥pnotn mov dmepvd OAo Kot
TEPIOCOTEPO TIG KOAMITAAIOTIKEG AOYIKEG TTOV EELANPETOVY TO EUTOPIKA GLUPEPOVTOL
1060 TNG TAATPOPLOG OGO KO TOV OTOUOV [LE EMLPPON.

H mepmynon ot pon tov Instagram amortel v mopdtaln oUTOUOTOTOUUEVOV
OTOYELUEVOV  OlaPNUicE®V TOV  TOPEYOLV po  «oovveyn TmopdTPLVOT  TTPOG
katavédiwon» (Langlois 2014, 125) xot, TOLVAGYIGTOV GVEKSOTIKA, O OYKOG TMV
dwpnpicewv mov PAETEL Evog ¥p1oTNS GTN PON TNG APYIKTG TOL 006VNG Elvar avAAOYOC
LE TNV KOTAoTOOoN Kol TO0 TAN00C TV aTtOU®V e EMPPOT TOV aKOAOLVOOVV.

Avtd mov oprofetel avt|v TV gunepio amd TO0 TAPAOOGIOKO HOVIEAO HEGMV TOV
TEPLOSIKOV POd0G (oTNV TEPITTOON, 0C TOVLLE, TOL American Vogue L TIC EKATOVTAOES
oeAideg Tov pe dapnuioelg), eivar 6t por TAateoppo Onmg To Instagram, dev €xet
«IPOTIOTOG MG KOONKOV NG TN LAoEevia LeYOA®Y TOGOTHTOV 0vOP®OTOTAPOYDUEVOL
VONUOTOG», AL avTIBETMG TV «e&gvpeon TPOTOV Yyl 1 dNUOLPYIC OVCLUCTIKAOV
OLVOEGE®V TOV UTopPoVV va SUeECOAUPNBOLV pHEcm €VOC KIVATPOL Yo KEPSOG
»(Langlois 2014, 19).

Me dida Adya, To poviélo tov Mmapt, «unyovn onpiovpyiog HOdAG», GTO Omoio 1|
onpovpyia  vonuatog mopdystor  omd  avOpdmivoug  mapdyovteg  (exdOTEC,
OPYICVVTOKTEG, OYEONOTEG, QPMOTOYPAPOVS, KOAMTEXVIKODS OlevBuvtég, HOVTEAQ,
OTIAOTEG K.0.K.), TNV €m0y Tov Instagram, &yl avantuyBel 6 «OLTOUATOTOMUEVOVG
KO MU-0VTOLOTOTOMUEVOVS TPOTOVG dnovpyiag vonuatog», avtd mov o Langlois
OMOKOAEL «UNYOVES VONUOTOCY, OOV 0 avOpAOTIVOG XPNOTNG Elval £vol «GVGTATIKO,
OAAG Oy M KivnTipla duvauny (2014, 52).

Y10 Instagram, yivovtal OVGLOGTIKEG OLGLVOEGELS OTOV Ol EMPPOEIS mOPayoLV
TEPEXOLEVO IOV LOG TPOGEAKDVEL KO LOG KPATAEL APOGLOUEVOLGS, KEPOILoVTOG Hag e
TN OMovpyic EvOG AVETOL YMPOL OOV VOKOADTTOVUE TPAYUATO TOV LG OPEGOVV
KOl TOV oG TPoTeivovTan amd dtopa mov divouy v aicOnomn EUmoetomy GLVOUNMK®V.
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AAMG Oto¢ emonpaiverl o Langlois, mépa amd v aAAnAenidopacn Hog 6To Eminedo g
SLEMaPNS, OAOKAN PO LEPT TNG dtadikaciog enmtkotvaviag vroPiBdlovion «oe TEMKES Kot
adpoateg Oadkacieg Aoyiopkov» (2014, 46) kot GAA®V pun avOpOTIVEOV TopaydvImv
OV JAPOPPDVOLV, ELEYYOLV Kal dlayelpilovTot Tt PAETOV E.

Avti va glvor ovdétepo 1N QUEPOANTITO, TO AOYIOUIKO «Exel évav ouoOntikd Kot
10€0A0YIKO POAO GTNV TOPOYN TOATICTIKGOV TANUGI®V TOL Ol aAvOpOTIVOL YPNOTES
Bacilovion eTdve Yo voL EPUNVEVGOVY OVTO TTOV TOLE KOWVOTTOLEITO (69).

AVvomOQELKTO, QVTO OVOTAPAYEL VITAPYOVGES 1EpapYies Kot eELMNPETEL TOL CLUPEPOVTOL
TOV Kuplopyov peLHOTOG Kol TNG OPnuons. Q¢ uEPoc Twv OLVUTOTHTMOV TOV
Instagram, vy mopdderypo, m Aertovpyio Tov hashtag cvvdéer kot ta&vouel
OLPOPETIKEG OVOPTNGELS: OAYOPOHOL KaTOTAGoOVY Kol TASIVOUOUV TANPOPOPIES
avdAoya pe Tov 0yYKo TV 0KOAOVO®V, Kot Ol 710 S1HOPIAELG ONIOGIEVGELS Elvar Eiong
01 70 EUPAVEIC.

Ot ocvvOnkeg vd TG omoieg to vonua AapPdaver yopo oto Instagram oev eivan
OAMOTIKEG amd TIG cLVONKEG OV €10€ T0 blogging TpocwTIKoL GTLA va peTatomileTon
amd TV eLo&evio TOV avOYTAOV SLVOTOTHTOV SNUIOVPYIKNG GLTOTAPOLGINGTG Kot
EVOALOKTIKOV 100VIKGOV 6T0 y®po ¢ podag (BA. Findlay 2017) otnv mapoyn pog
TAOTEOPLOG Y10 «VEOPIAEAEHOEPOVS) emtyelpnpatieg Tov eavtov »» (Pham 2011, 16).

Piyvovtag toug €antovg Toug o€ éva YvmoTO KOAOVTL Kol ONUOVPYAOVTOS EUTOPIKO
TEPLEYOUEVO TTOL EYEL VOTLLAL Y10 TOLG aKOAOVOOVG TOVC, T IO LE EMPPON YivovTon
«&va {ovtavd KOTITOAGTIKO 100VIKO DTOKEILEVO TOV acBAvVETOL KOl AVTOTOKPIvVETOL
0TOV KOGLO GOHP®VO He pa kamitolotikn Aoywkny (Langlois 2014, 88), mapdyovrtog
£to1 i podatn Lo mov etvan eniong kepdopopa

Enihoyog

Xe avto T0 ApBpo Exovpe pOTNOEL YTl TO WOAVIKO GTO YMPO TG HOdaG cuveyilel va
Kuplopyel ot ynelokéc mAateoppeg onwg to Instagram. Onwg éyovpe cvintnoet,
TEPAV NG IKAVOTNTAG TOVS VO ETEKTEIVOVV TNV EUPELELD TOV SLOPTLUOTIKOV KAAO®V,
TOL QTOLO e EMPPOT Oev elvar TOG0 EVOYANTIKG 0G0 pmopel va paivoviot 6Ty apyn.

EminAéov, o petaoynuotiopods tov KOGHov 6 £va «dpapotovpyikd tomio» (Larsen
2008, 143) yia pio cuvey Tpoo®mK arddoon e Prhdooéng Long etvon Atydtepo £vag
LETOOYNUOTIOHOG TOV 100VIKOD Kol TEPIGGOTEPO oG petavdotevong. H 0éon tov
EMNPEACTN GTO YPOVO KOl GTO YMDPO, EVM EIVOL POVTACTIKT], TOPUUEVEL LTO TNV OTNPIEN
EUTOPIKAOV AOYIK®V OV EVIGXVOVV TNV 1YELOVIKY a1GONTIKY).
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AvT6 oV Exel aAAdEEL eivar I S1OPACTIKT UV OVTHG TNES YNOLOKNS TPOPBOANG TOV
1Wavikov, tov PBaciletar oty avbeviikdtnTa TOoV GVvE)iLEL va VITapyEL oto Instagram
TOPA TN OPOPOTOINCT TV YPNOTM®V TOV KOl TOLG GKOTOVS Y0, TOVS OTOIOLG

APNOLOTOLOVV TV EPOPLOYN.

Koatd v amokoatdotocn tov cuuBdcemy e pmToypagiog HOSOS, TMV TEPLOOIKMY Kol
TOV 10TOAOYI®OV, Ol EMPPOEIC TOMOOETOVV TO TEPIEYOUEVO TOVE GE £val OIKEID TOTiO
HECMV, aKOpO Ko T1G 10101TtePOTNTEG TOL Instagram wg onueio emaeng - ot aAyopOuot
JOUNG TOV KOt 0 GYENOCUOG AOYIGUIKOV - SIOUOPPAOVOVY OVEEAPTNTA TOVG TPOTOVE TOV
10 Koo (M Ol KATOVOAMTEG) Sivouv VONUO GTOLG AOYAPLOGUOVS TOV TPOPOSOTOVV.
Onwg £yovv ta TPAYUATO, TO 10aVIKO 6T LOSA EXEL TAEIOEWEL OO TNV EKTLTTOUEVT OTN
YnNEKN Hopen, €xel HeETApopemBel amd 10 avOpdmivo O (EVGOPKOUEVO) TOV
emoyyeApatioo LovtéAov HOOOG G ATOUO TOL OOKEL €mPpon, OAAL TO OmMOTEAEGUQ
napopévetl agloonpeiota To id10.

TN UEVDOELS

1. Avtég o1 Katnyoplomomaelg dev elval 6 Kapia Tepintwon TpdTLVmo evOg KAAOOU :
Yoo Topadelypa, ot emppoeic eEedkeLIEVIG ayopds ivar pio GAAN mAnBuopioky
OLLAdO ATOUMV UE ETLPPOT TTOL OEV AVIUTPOCOTEVETAL 6, TNV OTOi0. AAAOL 1GTOTOTOL
NV TomofeTOVV peTald TV ATOUMV LE ETPPOT| EVvpeiag KATLOKAG Kot Pikpn g KAMpLaKOG
(BA. Morin 2016), evd n TINT, po etoupeio erdvopmv erpumv, opilel Tovg empposic
UIKPNG KATHOKOG G 0molovonmote e Atyotepovg and 10 yidibdeg omadovg (Gallegos
2018).

Qo1660, d€d0UEVOD TOV EVPOVG TNG avapopds TG Launchmetrics kot Tov apBpov tov
TEAUTAOV PO LE TPOPIA LYMAOD EMTEIOL LE TOVS OO0V GLVEPYALETOL 1] ETALPETD,
ocvounepthappavopévov tov Karla Otto PR, Louis Vuitton, Gucci, ASOS, Topshop kot
L'Oreal, o1 katnyopromoncelg Toug £xovv viobetnBel yio To0VG GKOTOVG Hag £00.

Etvon evduapépov 611 n oxéomn petald g ewkovog kot g Aeldvtag oe avtiv Vv
TEPIMTOGN AVTIGTPEPEL TNV CLAANYT TNG WENS TOV MTapT Yia TV tepapyio petald Tov
YPOTTOO KO TOV EIKOVOV £vOLoNG, Omov N AeCavta AELTOVPYEL Y10 VO EVTOTIGEL TNV
«oMonpomto» ™G eoTtoypapiog poédag. Me dAhov TpOTO, Ol SVVATOTNTEG
Kodwkomoinong tov Instagram, émwg n Agttovpyia Tov hashtag, extehovv 10 €pyo G
Aeldvtag 610 TOMO GULVOEOVTOG TOVG YPNOTEG KOl TIG €TOIpie G€ évo LOVTEAO
KOTOVAA®ONG TOL  OVOTOPAYEL TNV  OAOQAVEPT EUTOPIKY] GYECN UETAED NG
QOTOYPAPIOG HOSOG KO TOV EUTOPELLOTOS o€ Olapnuicelg | meprodikd (PAéme de
Perthuis 2016).
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3. Mepwd mapadetypato mepiappdvoovv: to 1966, n Donyale Luna ftav 10 mpdto
pavpo LovtéLo ov epeavionke oto eEm@LALO g British Vogue, o Issey Miyake
xpnoponoince «mold kot opopeay povtéda (Quick 1997, 167) yio T GuALOYY TOL
DOwvoTmpov / Xewmva tov 1995, 610 1éA0G TOL PAéVIovy, o Alexander McQueen ko
o Nick Knight cuvepydomkav pe to povtédo Aimee Mullins, pe dSumhd akpotnplocuo.
Kot yia ™) svAloyn tov Avoién / Kahokaipt 2007 Ready-to-Wear, o Jean Paul Gaultier
éoteile 10 MANOwPd pmovpréok aotépt, Velvet d'Amour otnv moacopéio pe
E0DPOVYL.

nPQTOTYINO KEIMENO

How Fashion Travels: The Fashionable Ideal in the Age of Instagram

Abstract

Despite the many transformations in aesthetics and technologies that fashion
photography has undergone since its spread as an influential cultural form in the early
twentieth century, one constant has always held fast: that the imagery depicts a
fashionable ideal. The look of the fashionable ideal is, of course, ever subject to change.
However, there are qualities that are always present: the body is subject to the authority
of fashion, limitations to the autonomy of the body such as gravity or ageing are absent,
and the figure is imbued with possibility and mutability, even as it freezes a momentary
state of perfection.
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These qualities become particularly marked in the present era, in which digital
influencers simultaneously assume the roles of cultural producer, model and consumer
while implicitly embodying the fashionable ideal. At the moment of their publication,
the labor of producing these images seems to evaporate, as bodies with no material
limitation are presented with immediacy, and figure, commodity and surrounds collapse
into one.

This article interrogates how we can conceive of the labor of appearance and being in
the fashion image, and considers how this style of fashion imagery draws on visual
rhetoric of prior eras of fashion photography and is structured by the existing power
relations of capitalism and the human and non-human actors of media technologies. In
so doing, the concept of the fashionable ideal is explored in one of its contemporary
iterations as fluid, aspirational, global, simultaneously embodied and disembodied.

Rosie Findlay is Course Leader of MA Fashion Cultures at London College of Fashion.
Her research interests include digital fashion media and the intersection between dress
and embodied self. Her work has been published in Fashion Theory, Cultural Studies
Review, and About Performance, and her monograph, Personal Style Blogs:
Appearances that Fascinate, was published in 2017.

Introduction

In the current era of accelerated globalization and new communication technologies,
constellations of alternative ideals proliferate and acquire meaning in the multiple
visual regimes of networked social media and blogs, as well as in the traditional
platforms of print media and the catwalk. In this new media environment, fashion
shows, brand campaigns, and fashion editorials that package images of a particular
body type— “tall, thin, mostly white but sometimes exotically ‘other’” (Entwistle and
Wissinger 2012, 5)—share screens and the printed page with representations that
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“originate in private settings and are produced by individuals and local groups” (Orgad
2012, 40).

Although the consequences of the affordances of convergence culture for consumer
involvement have been widely debated in academic literature (Benkler 2006; Berry
2010; Khamis and Munt 2010; Pham 2011; Langlois 2014), how “democratic” the
contributions of influencers are bears further interrogation. Digital technologies allow
individuals to produce fashion discourse and a means of participating in the fashion
industry to generate economic and cultural capital, as has been widely argued in relation
to fashion blogging (see Duffy and Hund 2015; Pedroni 2015; Titton, 2015; Findlay
2017; and Rocamora 2018).

At the same time, a connotation of the concept of participatory culture being
“democratic” is that it is conceived of as liberation from a system of rule that dictates
the ways in which consumers engage with fashion media and product. In this latter
sense, we could question how democratic influencing is, when the same capitalist logic
that organizes the fashion industry is replicated in direct proportion to an influencer’s
following. While digital fashion cultures have certainly provided a platform for
alternative modes of fashion discourse, any niche that could be identified as a target
market tends to be swiftly approached by the industry and transformed into an engaged
consumer base as, for example, when key players are invited to partner with brands and
monetize their audience (see Connell 2013; Lewis 2015; Luvaas 2016; Findlay 2017).

This explains the visual homogeneity of influencer fashion imagery that often
remediates the rhetoric and ideology of mainstream fashion photography rather than
revolutionizing it.

As it is wont to do, fashion absorbs everything—in fashion imagery, what is not-fashion
becomes backdrop, prop or novelty in service of fashion (see Barthes 1983; de Perthuis
2005); and on social media, the activity of influencers’ lives becomes grist for the mill
of consumer culture. How different is the fashion imagery produced by influencers from
that produced by mainstream glossy fashion magazines?

Superficially novel, their content frequently mimics the conventions of fashion
photography, citing familiar looks that are rarely cutting edge or singularly creative,
but which will sell. A familiar figure wears these familiar clothes: the fashionable ideal,
repackaged here for a millennial and postmillennial audience, personifying a paradox.
Here is the everyday and the not-everyday at once: a person who, before transforming
herself into an influencer, did not work professionally in the fashion industry. She is
like us! At the same time, she embodies the qualities recognized within the industry as
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ideal: young, slender, conventionally beautiful, able bodied, and, most often, a
cisgender woman.

She mediates these qualities by discursively inviting her followers to vicariously
participate in her everyday, and yet at the same time, reinforces the aspirational quality
of her Insta-life by posting content that bears little relation to the actuality of quotidian
human experience.

What can we make of this figure who exists, it seems, solely in the image, the
fashionable ideal apparently come to life among us? In what ways does her idealized
lifestyle preclude the very limits that make her existence possible? For example, we see
the cavalcade of places she poses in, but none of the journey taken to travel there.

The endless feed of filtered photographs regularly repopulates with new posts, but the
labor that produces it is invisible. Her body therefore is rendered nonhuman, an
idealized fashionable persona excised from the constraints of gravity and jet lag, and
also from the marks and wear commonly perceptible on human bodies.

In this article, we will tease apart the union of the fashionable ideal and Instagram by
examining the rhetorical self-construction of two influencers: Leonie Hanne
(@leoniehanne) and Asiyami Gold (@asiyami_gold). These two women were chosen
for this study because their work exemplifies the dominant aesthetic under examination
here, while also representing some of the diversity apparent in mainstream fashion and
lifestyle influencing. Leonie Hanne is German and, with 1.9 million Instagram
followers, is a celebrity influencer (see Figure 1). “A former strategy consultant and
passionate shopper” (Ohh Couture n.d.), Hanne started Ohh Couture, a fashion and
lifestyle blog in 2014, leading her to work with brands such as Cartier, Tommy Hilfiger,
Chloe, Net-a-Porter and ASOS. She has maintained an Instagram account linked to her
blog since July 2014.

Born in Nigeria and based in the United States of America, Asiyami “Gold” Wekulom
is a full-time influencer with her own fashion line, A.Au, and 217,000 followers,
rendering her a macro influencer (see Figure 2). Gold describes her personal brand as
one which “considers the emotive and cultural qualities of life through an authentic,
relational perspective where the art of image making is imbued with a warm, honest,
and deeply personal beauty” (Gold 2018a).
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She has been on Instagram since January 2012, started her blog Asiyami Gold in 2013,
and has worked with brands including GAP, J.Crew, Vogue, and Pantene (see Gold
2018a).

Despite the distinctiveness of their respective feeds, both Hanne and Gold post content
comprising mostly of photographs of themselves in far-flung locations, while wearing
a range of feminine fashion looks that largely cohere with wider trends.

Both influencers have a separate style blog, which features longer posts that elaborate
the micro-stor.ies posted to Instagram.

Here, tales of their travels, news about their branded partnerships and so on are
illustrated with high resolution imagery of photogenic meals and well-appointed rooms
featuring the influencer herself in every other picture.

By focusing on these two women, we are by no means suggesting that they are entirely
representative of the work of all influencers on Instagram: influencing is a field
comprised of many players with a range of investments and whose work resonates with
a spectrum of followers, from millions to a niche few thousand.

Likewise, in focusing on influencers that embody the mainstream fashionable ideal, we
are not suggesting that alternative ideals, which may be both fashionable and stylish,
are not represented on Instagram, nor to minimize the importance of the contribution of
these influencers, whose content often addresses followers from a range of minorities
that are historically underrepresented in fashion media.

There are many influencers whose contribution challenges the hegemonic fashionable
ideal, such as Gabi Gregg (@gabifresh), an African-American plus size woman whose
Instagram bio identifies her as the ‘OG fat girl’, and Hana Tajima (@hntaj), a Muslim
British-Japanese influencer who recently launched her fifth modestwear collection
designed in collaboration with Uniglo.

There are also stylish Instagrammers who are not associated with brands (a defining
characteristic of an influencer), such as Alok Vaid-Menon (@alokvmenon), who
identifies as a gender non-conforming performance artist who regularly appears in self-
designed, homemade outfits.

36



We might consider the contribution of these individuals, and others, as presenting
alternative fashionable ideals that operate in opposition to the dominant fashionable
ideal, which, by virtue of being hegemonic, will here be simply called the fashionable
ideal.

What is perhaps striking—and that we wish to address here—is that elements of this
fashionable ideal are still powerfully present in the aesthetics of Instagram influencers.
If the platform of Instagram, and the attendant digital technologies that make such a
self-aestheticization possible, offer opportunities for a more representative depiction of
stylish lives, why is it that the hegemonic fashionable ideal still dominates?

Is it simply due to the replication of the logics of the fashion industry due to their
patronage of digital media producers, as suggested by Findlay (2017) in her previous
work on style bloggers?

Or are additional factors at work that make one influencer more followed, more
influential, than another?

In what follows, we read the idealized body of Instagram in light of theories on fashion
media and representation. To this end, we begin by situating the Instagram app and the
phenomenon of the influencer into fashion’s digital cultures, specifically, that of
bloggers and blogging.

We then consider how digital technologies order how we see and understand content
by exploring some of the ways that Instagram reproduces existing hierarchies of the
fashionable ideal, both at the level of what is visible—the image and written content of
the Instagram post created by human actors—and what is not visible—the automated
and semi-automated structuring of content by the non-human actors of Instagram’s
algorithmic brand culture (Carah and Angus 2018).

Throughout, we follow how fashion travels from print to digital, perceiving the
cumulative work of influencers as another kind of body, proliferating into a corpus that
takes shape one post at a time.

Instagram
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Kevin Systrom and Mike Krieger launched Instagram, a photo-sharing app optimized
for mobile devices, in 2010, selling it to Facebook in 2012. It was designed to unite the
instantaneity of camera-phone technology with the connectivity of a social network,
qualities evident in the app’s initial tagline that described it as a “fast, beautiful and fun
way to share your life with friends through a series of pictures” (Salisbury and Pooley
2017, 12).

Users would upload photographs taken on their phones, edit them and apply one of a
series of in-app filters, and post it for their followers to “like” or comment upon.

The immediacy of the app’s design and the initial way users interacted with it lent the
images posted to Instagram a quality of spontaneity and a somewhat tangible
connection to a user’s offline life, as their posts mediated their experiences in real time.

If an image had been taken earlier, it was customarily flagged with the hashtag
“#latergram” to indicate its asynchronous relation to the rest of a user’s feed.

Aspects such as these—the assumed relationality between a user’s everyday life and
the images they posted to Instagram, the qualities of spontaneity and immediacy
suggested by the app’s design and promotional copy—invoked a quality of
“authenticity”, in which a user’s online presentation presumably cohered with their
offline self.

As of September 2017, Instagram had 800 million active monthly users (Berezhna
2018). Given the app’s capacities for posting high-quality imagery and its hashtagging
function, which allows users to find related content through hyperlinked keywords,
brands have been adept at exploiting its possibilities as an interface that affords
communication with potential consumers.

One of the industries that has most gravitated towards Instagram as a site for lower-cost
marketing is the fashion industry: The Business of Fashion reported that by March
2018, 98% of fashion brands had an Instagram profile (see Berezhna 2018).

In an article analyzing the increasing tendency of fashion labels to develop and release
Instagram-only campaigns, the editorial staff of The Business of Fashion (in partnership
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with Instagram) claimed that the app has “established itself as a critical marketing
channel for fashion and luxury brands” (BOF Team 2017).

It has also facilitated the growth of direct-to-consumer niche fashion brands, such as
Spell & the Gypsy Collective and Triangl, who primarily market their product through
Instagram and only sell through their brand websites (see Bogle 2018).

As a corollary, the importance of the fashion industry’s business to Instagram is
apparent in the appointment of former editor-in-chief of Lucky magazine Eva Chen as
the company’s first Head of Fashion Partnerships in 2015. As such, the content posted
on Instagram now accommaodates not just personal imagery posted for the regard of a
user’s friends, but also professional photography and branded content (both
photographic and video), the somewhat bashful ‘#latergram’ being replaced by the
overt ‘#ad’, ostensibly a claim to a different kind of transparency.

Influencers

Key in the development of Instagram as a fashion-marketing tool has been the rise of
“influencers”, a group who have not been widely theorized despite their ubiquity in
contemporary fashion communication. Influencers are public personalities with a
significant social media following who use their profiles to aestheticize and monetize
their lifestyle in various ways—through posting sponsored content, advertisements and
affiliate links, and engaging in brand partnerships—thereby promoting awareness and
consumption of partnered brands to their followers.

As Instagram has become a site that consumers use to engage with fashion, so have
influencers become intermediaries between fashion producers and their target market,
modeling fashion and beauty consumption in content that marries the capacity of
Instagram to “creatively document a life lived well” (Salisbury and Pooley 2017, 12)
with the commercialized glamour of an editorial spread.

More than the rest of us, for the influencer the ever-present web-enabled camera phone
is normalized as “part of the ‘texture’ of everyday life” (Rocamora 2017, 517), even as
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her “everyday life” appears to be entirely constituted of “made-for-Instagram
moments” (Amed in Rocamora 2017, 510).

In their report “The State of Influencer Marketing in Fashion, Luxury and Cosmetics”,
Launchmetrics (a company that provides software and data analytics for fashion brand
marketing) identified four “tiers” of influencers, who are categorized according to their
total number of followers: celebrity influencers have 1.5 million or more followers;
mega influencers have between 501 k and 1.5 m; macro influencers between 101 and
500 k followers; and micro influencers, of incipient interest to fashion brands, have
between 10 and 100 k followers (see Launchmetrics 2018).

1While the term “influencer” is something of a promotional buzzword, by definition
influence is causal. Yet thus far, the impact of influencers has been primarily evaluated
by professionals in public relations, mostly in relation to the influence exerted over a
desired segment of the market.

Being mentioned by an influencer will ideally evoke a high rate of “click-throughs™
(followers clicking affiliate links) and page impressions for a brand’s website, an
increased rate of product sales, or at the very least, lots of “views” or “likes” on a
sponsored post.

Any further influence that could be attributed to these individuals seems to vary from
influencer to influencer—the images of some may end up on a brand’s mood board as
inspiration for a future collection;

the information posted by others may boost awareness within the industry of upand-
coming designers (as has been the case with Susie Bubble).

Within the fashion industry, then, what influencers leverage is the engagement of their
followers with certain brands, their posts functioning as an invitation for their followers
to identify with them, to aspire to their lifestyle and to emulate them through targeted
consumption.

Uniquely positioned to capitalize on social media’s supposed qualities of authenticity
and immediacy to like-minded individuals over whom they have a kind of distanced
effect, influencers form part of a direct-to-consumer style of marketing.

The position they occupy in the field of fashion is therefore ambiguous in that their
work fulfills qualities of both the professional and the amateur: they produce
professional-grade content that emulates the look, feel and discourse of the professional
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fashion media but for the most part do so without currently or previously having worked
within the field.

While influencers are increasingly charging fees for their work (see Pike 2016),
historically many were “gifted” free product or incentivized to support a brand through
other promotional strategies, such as being invited to exclusive influencer or industry
events, rather than being paid.

This blur between professional and amateur has been fruitfully theorized by Leadbeater
and Miller, who developed the term “Pro-Am” to distinguish an individual who is a
hybrid of the two: “innovative, committed and networked amateurs working to
professional standards” (2004, 9).

It is important to clarify the distinction between professional and amateur in fashion
influencing because part of the rhetorical power—and indeed, the influence—of these
individuals relates to their being situated between these two poles. As Brooke Erin
Duffy argues of fashion bloggers, the ideal of blogger authenticity serves as a
productive myth. That is, the themes of authenticity and autonomy that bloggers draw

on conceal the fact that they are often embedded in the same commercial milieu as those
institutional sites from which they distance themselves. (2013a, 106)

Influencers must carefully weave promotional strategies into their content so that the
veneer of their performed glamorous life is never interrupted.

They embroider sponsored content with self-deprecating or apparently revelatory
captions that construct a discursive proximity of the viewer to the pictured scene, and
reinforce this connection by positioning themselves either directly in the image—
becoming as much the focus of our attention as the hotel hosting her—or as the assumed
photographer. What influencers see becomes what we see, collapsing the distance
between viewer and viewed, marketer and consumer, aspirational and the everyday.

This sheen of everyday relatability is crucial for influencers to maintain because, as
Salisbury and Pooley have observed, authenticity is “always relative to something else,
and therefore susceptible to the charge of phoniness — especially if strategy and
calculation can be identified” (2017, 2).

Duffy and Hund also explore this in their work on fashion blogging, writing that
bloggers employ a range of “interrelated tropes—predestined passionate work, staging
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the glam life, and carefully curated social sharing—to depict an updated version of the
post-feminist ideal of ‘having it all’” (2015, 2).

Implicit in “having it all” is a quality of effortlessness: a glam life isn’t glam if it appears
laborious to produce and maintain.

What upholds the productive myth of authenticity for influencers is not only that their
leisurely life conceals their participation in the professional fashion industry, or that
they are (even if in name only) not formally embedded in it, but also that they perform
this idealized everyday apparently effortlessly.

In coming “naturally” to them, influencers implicitly claim that this is just what
everyday life looks like for them: as Findlay argues of second wave fashion bloggers,
they appear “clad in a world of fashion that is apparently their oyster” (2017, 49).

Making this apparently tautological performance possible are prior digital practices of
fashion blogging in which a user’s private life and experiences were imaged as part of
an ongoing, colloquial narrative of self.

Not only do web texts remediate print, as Rocamora has argued (2012), web texts also
remediate each other in an ever-proliferating catalogue of visual references.

We can situate Instagram influencers in this fashion media genealogy: for example,
Rocamora traces the trope of the “the disappearing woman” (Evans and Thornton in
Rocamora 2012: 101), who walks away from the photographer, from fashion magazines
to blogs, a manner of posing we see taken up, in turn, on Instagram.

On @leoniehanne, for instance, we encounter Hanne in a sponsored post for luxury
watchmaker Longines, appearing to lead the photographer (standing in for the viewer)
by the hand across a bridge in New York City (see Figure 3).

The pose calls attention to the watch on her extended wrist, and metaphorically
emphasizes the “journey” Hanne is inviting us to witness:

A three-day shoot with Longines, the highlights of which were posted in her Instagram
Stories.

The similarities between these media are manifold: Instagram influencers, like style
bloggers, reiterate the conventions of fashion photography while promoting many of
the brands they feature on their sites; they both invoke a tone of familiar intimacy in
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their written content and elide any elements revealing the effort behind their
performance (see Findlay 2017).

Moreover, the distinction is further blurred in that Instagram has been referred to as a
microblogging site, along with other social media platforms such as Twitter, in that it
facilitates the publication of short posts that read as a combination of instant message
and blog post (see Zappavigna 2014).

Despite describing Instagram as a “shop window” (Marriott 2016), as one
Instagrammer told The Guardian’s Hannah Marriott, the majority of an influencer’s
income is driven by commissions on sales from their blog due to the function on blogs
to hyperlink a product directly to its point of sale.

Thus situated between the fashion media and PR industries and their followers, fashion
influencers play a remarkably similar role to other professional cultural intermediaries
and mainstream media.

In collaborating with brands whose values and aesthetics align with and reinforce their
own brand image, influencers trade capital, they promote, and they imbue commercial
product with symbolic meaning, much of which is predicated on the value of their
distinct personal brands, their position as sole traders and their incorporation of
discourses of the everyday and relatability into their digital personae.

In so doing, influencers’ content constructs an idealization of everyday life that bears
little resemblance to its lived or material realities.

The seamless performance of an aspirational lifestyle elides the labor it takes to produce
these images, as has been argued elsewhere in literature on fashion blogging (see Duffy
and Hund 2015; Findlay 2017), and constitutes a kind of “aspirational production”
(Marwick 2013) in which social media users create the impression of being higher
status than they actually are.

The fashionable ideal: From print to digital

While Marwick draws parallels between aspirational producers and celebrity culture,
specifically the style of pictures taken by paparazzi, the style of photography that
influencers” images most resemble is fashion photography as encountered in
mainstream fashion magazines, such as American Vogue, Elle, and Harper’s Bazaar.
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Like the models featured in these publications, the influencers under examination here
embody the contemporary fashionable ideal that evolved in the print media of the
twentieth century: they are slender, able-bodied, beautiful, and young; each post, like a
page of a fashion magazine, demonstrating how contemporary bodies are supposed to
look and act in clothes.

As the image of beauty presented by fashion, the fashionable ideal is subject to the same
forces of novelty and change that compel fashion’s constant reinventions.

There is no absolute fashionable ideal; rather, it takes the form of a shifting silhouette
of body and clothes, often represented historically as an “evolutionary” sequence from
farthingales and corsets, through empire lines to crinolines, bustles, S-curves and
minimalism, with innumerable accidental and intentional details along the way.

Since the twentieth century, it has mostly been understood through the image of models,
those “genetic anomalies” (in Entwistle and Wissinger 2012, 182) found in fashion
photography and on the catwalk; beings possessed of height exaggerated by thinness,
striking beauty and youth.

At fashion’s cutting edge, these characteristics are carried further by an impulse
directed away from the commercial and towards the synthetic ideal—a utopian form of
something that could, but does not yet, exist (de Perthuis 2005).

But the fashionable ideal can also be embodied by ‘“actual human beings™ (Cartner-
Morley 2015)—in historical portraiture, on the red carpet, in snapshots, on the street,
on personal style blogs and, of course, on social media platforms such as Instagram.

Like the fashion model of traditional media, the role of the influencer-as-fashionable-
ideal is to “show the buttons and the bows” (Carmel Snow in Harrison 1991, 16) of
what she is wearing in an aspirational, highly aestheticized way that avoids the tedium
of catalogue clarity.

There is not much distance, for example, between an editorial spread shot on location
in Tunisia by Louise Dahl-Wolfe for the June 1950 issue of Harper’s Bazaar and the
Instagram posts of influencers such as Leonie Hanne, posing tanned and smiling over
a silver Moroccan kettle in “#Marrakesh” (see Dahl-Wolfe 1950; Hanne 2018, see
Figure 4).

One of the first female fashion photographers, Dahl-Wolfe shot her model, all angular
limbs and expressive form, in an ivory-and-tangerine colored mise-en-scene of Moorish
archways and intricately-carved screens that frame the details of summer fashions.
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A similar theme is produced by Gold and Hanne in their own on-location images: as
with Dahl-Wolfe’s editorial, their successive posts form a unified aesthetic whole, as
complementary filters are applied to a series of photographs in which they pose beneath
a seemingly endless supply of decorative archways, mosaic columns and candy-colored
streetscapes (see Figures 4 and 5).

In contrast, however, to the careful formal qualities that typify professional fashion
photography and advertize the artifice of the genre, these posts often have the quality
of holiday snapshots—carefree, happy, and smiling down the lens in a way that the
fashion image typically withholds—with the distinction that influencers are always
dressed in designer clothes and impeccably made-up; their “everyday” an endless roster
of dawdling in town squares, smiling over feasts of local produce, and posing by
swimming pools in Tulum.

Scrolling through fashion imagery on Instagram can be a monotonous task. Unlike
traditional fashion photography, which in the hands of talented individuals has always
been an alchemical blend of artistic creation, function and commodity form, it is rare
to find content that is radical, inspired, offbeat or niche.

There is none of what Margaret Maynard identifies in high-end fashion photography as
“something beyond” the commercial rationale (2008, 60); certainly, influencer fashion
imagery does not turn against itself to question its own rhetoric as has periodically been
the case with fashion photography.

Mostly, individual posts are formulaic and conventional, with recurring tropes and
themes that, while ostensibly depicting the everyday, still manage to replicate the
commercial intent of mainstream fashion photography and its comfortably familiar
world of luxury, artifice and desire.

The locations too are familiar—beach, city, hotel, countryside, street—each feed telling
countless small stories about essentially the same thing, using three basic signifiers:
clothing, body and mise-en-scene.

At the center is the influencer, the object of our gaze, composed as a figure in space,
cropped or full-frame; posing or “caught off-guard”; smiling, laughing, pouting; made-
up or “au naturel”’; walking towards the camera—or away from it; balancing on a cliff
or wading through the shallows.

Even when motionless, the body of the digital influencer, like the new, young ideal of
fashion photography in the 1960s, is “always on the move” (Radner 2000), busily
documenting a conservative performance of a global life that is always fashioned.

The instagrammed body
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In influencer content, the tropes of mainstream fashion photography— including the
fashionable ideal—collapse with the feel of the everyday.

Their labor appears as effortless as the models gliding weightless across the surface of
Paris in Melvin Sokolsky’s “Bubble Series” for Harper’s Bazaar (1963).

Sokolsky’s models, too, were in the world and yet not of it, belonging completely to
the fashionable atmosphere in which they appeared.

Likewise, influencers seem to drift through the world, materializing the fantasy of
fashion, breathing its rarefied air and inhabiting its frictionless space.

As an astronaut’s space suit demarcates their body as being not of their environment,
protecting and enclosing them, so too does fashion function on the body of the
influencer.

It marks their body as both separate to a scene and belonging to it; yet instead of lunar
landscapes, influencers appear against walls chosen to make their outfit “pop” or
perched against the glass of viewing galleries in vertiginous buildings, gazing down at
the distant city like a map of lights across the surface of the earth.

In her work on the feminine ideal, Marianne Thesander writes “in every culture, a
female physical ideal is created by various means of artifice and given precisely the
form and the meanings with which the culture wishes women to be identified” (1997,
11).

Arguably, influencers serve as a model for the neoliberal values of our time, in which
the prestige and flexibility of an entrepreneurial career is wedded with a contemporary
iteration of the “useless and expensive way of life” formerly the preserve of the upper
classes (36).

Just as the “right” bodies were produced by participating in a rationalized workforce
and embodying the values of self-control and discipline after the Industrial Revolution
(see Thesander 1997), so too are these idealized figures the product of their labor.

Influencers seem to have no physical needs: they frequently pose with food but are
rarely photographed eating; they sit on hotel beds but are rarely photographed sleeping;
there is a sense that they move through the world maintaining the autonomy of their
personal industry.

Their bodies are thus immaterialized, utterly imaged even as they are presented to their
followers over and over in a range of poses.

The effect of this constant self-presentation is a collapse of the extrinsic with their
imaged selves: what is not-their-bodies becomes absorbed by their performed identity,
so that the locations they appear in, the food they pose with, the objects they scatter in
a picturesque flatlay, form a metonymic relationship with their persona.
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Their body within a single post is transformed into “the fashion body” (Thesander 1997,
67), and yet the cumulative effect of their posts in their feed forms another body, a
corpus of work that literally stands in for them in digital space.

Consider Leonie Hanne’s feed: each image seems to have been edited to similitude with
an external program such as Adobe Lightroom, so that visual components such as
temperature, tint, tone and contrast are consistent throughout.

The overall effect is a seamless wash of pastel tones of peach, rose pink and pale blue—
colors that Hanne herself also frequently wears—punctuated by her long tanned limbs
and blonde hair.

Hanne’s posts place her in a range of locations that switch every few images, Dubai to
Lisbon to Hamburg to London, but because she is doing similar things in each context,
it is almost as if these diverse cities are changing behind her, as if being flicked through
a viewfinder.

The effect is to convey an impression of Hanne’s complete control over her appearance
and lifestyle. As Duffy and Hund have argued of fashion bloggers, such a staged
idealized life “obscures the labor, discipline and capital necessary” (2015, 2) to create
and sustain it.

Creating the impression of having transcended the limitations of the body requires a
kind of discipline and self-control that Thesander argues was linked to the body of the
worker in the post-Industrial period as a result of needing to respond to work that was
“more intensive [ ...] and time-oriented” (1997, 42).

Here, too, can we see the bodies of influencers as a product of their work, albeit what
we see is only the end product, the feminized fashionable ideal that wholly embodies
the pleasure of fashion having been apparently freed from the needs and constraints of
a living, mortal body.

The Instagram feed compounds this impression in its endless scroll; the reinforcing
quality of the same kinds of images populating again and again, naturalizing the
sustained idealized performance.

The humanizing rhetorical touches that influencers sometimes incorporate to suggest
relatability are often couched in their image captions, rather than the images
themselves, and so do not ever threaten to disrupt or overturn the overall aspirational
effect.

Asiyami Gold, for example, recently wrote a caption in which she drily shared that she
has become “hella lazy” and that she has chosen to cultivate an attitude of acceptance
and body positivity: “I’m accepting all the curves and stretch marks that comes [sic]
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with this new territory, and the heartbreaking fact that my [peach emoji] and boobs are
gradually forging [an] allegiance with gravity” (Gold 2018b; see Figure 6).

In the accompanying image, she stands contrapposto and in profile, smiling slightly in
a white bikini and shrunken straw hat. Her body appears toned and fit, her bottom as
rounded and firm as the emoji she used to reference it, with no trace of the stretch marks
mentioned.

The image seems more representative than her caption: we can see with our own eyes
what Gold’s figure looks like, and so her words have the effect of normalizing her in
the vein of women’s media discourse, which encourages readers to cultivate a critical
attitude towards their own bodies.

2Tagged in the post are hat label Preston Olivia and swimwear brand La Hana Swim,
and Gold invokes the latter in her caption, crediting them for making her feel “hella
sexy”.

The brand is thus folded into Gold’s narrative of self, their product “accentuating [her]
curves” and transforming the look of her body—at least according to this post.

Here, Gold simultaneously embodies the positions of fashionable ideal and relatable
girlfriend, performing what Campbell calls a “labor of devotion” (in Duffy 2013b) in
which she, as a female consumer, promotes La Hana Swim to her followers.

In this way, the content that influencers produce also replicates the ethos of a
mainstream fashion magazine to make consumers of an audience, and to do so in the
guise of beguiling them with promissory content.

Here, the imaged bodies of influencers work in tandem with the cumulative bodies of
their feeds to consolidate a vision of an aspirational ideal that is also suggestive of the
everyday by virtue of the digital platform upon which it is posted.

How fashion travels

Instagram feeds, while often conforming to the gendered, racialized, ethnic and
corporeal stereotypes of mainstream fashion, also rupture representations of fashion’s
bodily “norms”.

In the image-world of Fashion 2.0, individual and communal expressions of the non-
youthful, the non-beautiful, people with disabilities, the plus size and the non-binary
transform fashionable discourse in radical ways that are then reflected in mainstream
fashion media.

Nonetheless, as we have argued, in a fashion media landscape that is “increasingly
converged, interconnected and networked” (Orgad 2012, 38), the fashionable ideal
remains an aspirational, if not mythical, figure.
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While it is true that Instagram has made different types of ideals more visible and
provided a platform for underground or subcultural style that would struggle to gain
recognition by traditional industry and media players, the dominant ideal remains.

For example, despite her 217 k followers, Gold gets fewer jobs, is frequently offered a
lower fee than her Caucasian counterparts, and is accustomed to being the only person
of color in brand campaigns (Koman 2017).

Her experience echoes that of Naomi Campbell who, despite being one of the
Supermodels who dominated fashion imagery in the late 1980s and 1990s, was paid “a
lot less” than her white Supermodel counterparts and concedes she “always felt like the
‘underdog’” (Capital Lifestyle 2017).

Like Campbell, Gold is young, slim and exceptionally beautiful. But unlike Campbell,
Gold is operating in a media environment that held the promise of being more
democratic and egalitarian, one in which it was presumed that “a new politics of
meaning” would undermine and replace “long-standing power relations” (Langlois
2014, 33). If we continue to think of the fashionable ideal as young, female, white, able-
bodied, thin and classically beautiful, it is because she usually is.

When Campbell appeared on the January 1990 cover of Vogue alongside Cindy
Crawford, Linda Evangelista, Christy Turlington and Tatjana Patitz, fashion—and the
fashionable ideal—was defined by an elite group of decision-makers comprised of
designers, editors and photographers; professionals based in the traditional fashion
capitals of London, Paris, New York and Milan.

In the late twentieth century, the power of these cultural intermediaries emanated from
the “instituting discourse” (Barthes 1983, 1x), exemplified by the fashion magazine,
which, in The Fashion System, Barthes evocatively described as “a machine that makes
fashion” (51).

In this mass-media universe, there were occasional representations of an ethnically,
racially, and physically diverse fashionable ideal, but their appearance in fashion
magazines or on the catwalk was still dependent on decisions made by a controlling
elite and, in the broader scheme of things, could be seen as tokenistic.

3While the participatory culture of Instagram has dented this hierarchical structure, as
we have argued, influencers such as Asiyami Gold and Leonie Hanne mostly replicate
the homogenizing logic of the fashion image.

The age of instagram
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In attempting to account for the conservatism of the digital fashionable ideal, the
question is why (or how) the dominant paradigm of the fashionable ideal has maintained
its power and definitional status across diverse media and platforms. If anyone can open
an Instagram account and produce regular posts, if we can all participate as a producer
as well as a user, what are the forces that determine popularity?

What determines visibility in the Instagram feed? What creates value? In short, what
makes one account more influential than another?

The answer lies partly in the process of representation itself, which has been theorized
as inherently conservative (Orgad 2012; Fuchs, 2017). In Media Representation and the
Global Imagination, Shani Orgad analyzes the ways in which the existing power
relations of capitalism are reproduced and reinforced through representation and how,
in turn, consumer culture embeds and reproduces ideals and stereotypes of size, age,
ability, ethnicity, race, gender and sexuality.

Drawing on Foucauldian discourse analysis, she argues that rather than communicating
existing knowledge or realities—what is—media representations produce “truth
effects” that legitimize, reinforce and reproduce certain discursive regimes while
“rendering others illegitimate, deviant and ‘false’” (Orgad 2012, 28).

It is not a simple question of being “inside” or “outside”; rather, media representations
are constitutive of power; they are “the realm of the ‘said’” (28), where the symbolic
inclusion or exclusion of social entities and individuals interweaves with who has the
authority or legitimacy to produce meaning: to write, to speak and be seen.

Representation is, however, a space of contestation that produces contradictory and
parallel effects and, as a potentially disruptive force, Instagram influencers travel
through fluid, unstable terrain where meaning is a site of struggle, and power operates
in volatile, unpredictable ways.

On the one hand, the authority of established institutions, frameworks and paradigms
are open to challenge from alternative, competing, dissenting or subversive voices
which then relocate power in enabling and transformative ways.

On the other hand, the process of representation itself is construed as a conservative
one that works to legitimize things and make them acceptable to the mainstream
discourse. As Orgad writes, “bringing things into the realm of discourse works [... ] to
inscribe them in hegemonic structures and to produce self-monitoring bodies that

willingly submit to and, thus, help to create and legitimate the authority of experts”
(2012, 28).
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Legitimizing that which begins “outside” and making it acceptable, appropriating
newness, novelty and difference is, of course, what fashion does all the time. The
independent subcultural style press of the 1980s was, by the mid-1990s, supported as
much by fashion advertising as traditional, mainstream fashion titles; and in the first
decade of the new millennium, street style and personal bloggers who provided an
alternative fashion voice, went from being labelled “amateurs” or “hobbyists” to
permanently joining the professional media.

In replicating the aesthetic, logic and ethos of the fashion photograph and thereby
shaping their content to remediate a familiar trope, influencers are, as Judith Butler has
argued of gender constitution, effectively enacting a script that existed before they
arrived on the scene (see Butler 1988).

The tendency to adapt and appropriate new media technologies and communication
practices to the needs and interests of the dominant group is not a new development.
As communications scholar Christian Fuchs (2017, 94) reminds us, “media and social
media in contemporary society are shaped by structures of economic, political and
cultural power”.

Always undergirding the workings of these structures is the question of who has (or
does not have) power. What is new, however, is that there is now an interplay between
human actors and non-human actors, the platform interfaces, protocols and algorithms
that programmatically respond to content (Langlois 2014; Carah and Angus 2018).

Starting from the premise that meaning making—the creation of value, the shaping of
culture and the exercise of power—is “no longer simply a human process but [...] one
that is increasingly dependent on media technologies” (2014, 5), Ganaele Langlois
points to the business model of social media platforms as one that is less interested in
producing content—what we post and view—than in “hosting and retrieving large
amounts of information” (26) that can be used for advertising and marketing.

The point here is not to embrace the logic of a technological determinism that conceives
of technology as an actor while failing to recognize the complexities of the relationship
between the technological and the social (Fuchs 2017; Rocamora 2017); on Instagram,
human actors are, of course, important.

While what influencers such as Gold and Hanne do—and precisely how they do it—
may not be as firmly imprinted in the popular consciousness as the activities of the
human actors in the world of the fashion magazine, neither are their activities entirely
opaque.

The more engaged user knows what, and when, to post in order to optimize views,
increase followers and, in the blunt language of the blogosphere, make money, with
gaps in knowledge conveniently filled by any number of tutorials providing tips and
tricks.
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The narrative of participatory culture as a vehicle of self-actualization and a space
where users are free to express themselves may continue to resonate, but it does so in
the face of a user experience that is increasingly pervaded by capitalist logics that serve
the commercial interests of both the platform and the influencer.

Scrolling through an Instagram feed requires fielding automated targeted
advertisements that provide a “constant prod towards consumption” (Langlois 2014,
125) and, at least anecdotally, the volume of advertisements a user sees in their home
screen feed is proportionate to the status and quantity of influencers followed.

What delineates this experience from the traditional media model of the fashion
magazine (in the case of, say, American Vogue with its hundreds of pages of
advertisements), is that a platform such as Instagram, is not “primarily in the business
of accommodating large amounts of human-produced meaning”, but rather in “finding
ways to create meaningful connections that can be mediated through a for-profit
motive” (Langlois 2014, 19).

In other words, the model of Barthes’ “fashion making machine”, in which meaning
making is produced by human actors (publishers, editors, designers, photographers, art
directors, models, stylists, and so on) has, in the age of Instagram, developed into
“automated and semiautomated ways of producing meaning”, what Langlois calls
“meaning machines”, in which the human user is “a component, but not the driving
force” (2014, 52).

On Instagram, meaningful connections are made when influencers produce content that
draws us in and keeps us engaged, winning us over by creating a comfortable space
where we encounter things we like and that are recommended to us by people who feel
like trusted peers.

But as Langlois points out, beyond our interaction at the level of the interface, whole
parts of the communication process are relegated “to back-end and invisible software
processes” (2014, 46) and other nonhuman actors that shape, control, guide and manage
what we see.

Rather than being neutral or impartial, software “has an aesthetic and ideological role
in providing cultural frameworks that human users rely on to interpret what is being
communicated to them” (69).

Inevitably, this reproduces existing hierarchies and serves the interests of the
mainstream and commercial. As part of the capacities of Instagram, for example, the
hashtag function connects and ranks disparate posts: algorithms sort and order
information according to the volume of followers; and the most popular posts are also
the most prominently displayed.
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The conditions in which meaning takes place on Instagram are not unlike the conditions
that saw personal style blogging shift from accommodating the open-ended possibilities
of creative self-representation and alternative fashionable ideals (see Findlay 2017) to
providing a platform for “neoliberal ‘entrepreneurs of the self”” (Pham 2011, 16).

By casting themselves in a familiar mold and generating commercial content that is
meaningful for their followers, influencers become “an ideal living capitalist subject
that feels and responds to the world in accordance with a capitalistic logic” (Langlois
2014, 88), thereby producing a fashionable life that is also profitable.

Conclusion

In this article we have asked why the fashionable ideal continues to dominate digital
platforms such as Instagram. As we have argued, beyond their capacity to extend the
reach of the promotional industries, influencers are not as disruptive as they may first
appear.

Furthermore, the transformation of the world into a “dramaturgical landscape” (Larsen
2008, 143) for an ongoing personal performance of aspirational living is less of a
transformation of the fashionable ideal and more of a migration. The influencer’s
position in time and space, while fantastical, remains undergirded by commercial logics
that reinforce the hegemonic aesthetic.

What has shifted is the discursive power of this digital iteration of the fashionable ideal,
which draws on the trope of authenticity that still lingers on Instagram despite the
diversification of its users and the ends to which they employ the app.

In remediating the conventions of fashion photography, magazines and blogs,
influencers situate their content in a familiar media landscape, even as the specificities
of Instagram as an interface—its structuring algorithms and software design—
independently shape the ways audiences (or consumers) make meaning of their feeds.
As it is, the fashionable ideal has traveled from print to digital, morphed from the
embodied self of the professional fashion model into the influencer, yet the effect
remains remarkably the same.

Notes

1. These categorizations are by no means an industry standard: for example, niche
influencers are another influencer demographic not here represented, which other sites
situate between macro and micro influencers (see Morin 2016); whereas TINT, a
branding company, defines micro influencers as anyone with less than 10k followers
(Gallegos 2018). However, given the breadth of Launchmetrics’ report and the number
of high profile fashion clients the company works with, including Karla Otto PR, Louis
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Vuitton, Gucci, ASOS, Topshop and L’Oreal, their categorizations have been adopted
for our purposes here.

2. Interestingly, the relationship between the image and the caption in this instance
reverses Barthes’ conceptualization of the hierarchy between written and image
clothing where the caption works to pin down the “slipperiness” of the fashion image.
In other ways, the coding features of Instagram, such as the hashtag function, perform
the work of the caption in print media by connecting users and brands in a model of
consumption that replicates the overt commercial relation between fashion photograph
and commodity in advertisements or editorial spreads (see de Perthuis 2016).

3. Some examples include: in 1966, Donyale Luna was the first black model to appear
on the cover of British Vogue; Issey Miyake used “old and beautiful” (Quick 1997,
167) models for his Fall/Winter 1995 collection; at the turn of the millennium,
Alexander McQueen and Nick Knight worked with model Aimee Mullins, a double
amputee; and for his Spring/Summer 2007 Ready-to-Wear collection, Jean Paul
Gaultier sent the voluptuous burlesque star, Velvet d’Amour down the catwalk in
lingerie.
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2XO0AIAZMOXY

Me 6K0md TV OAOKANPMOOT] TOV GTOVOMV LLOV KOl TNV AOKTNON TOV TTLYIOL LoV amd
10 tunuo Eévov locoov, Metdopaong kot Aepunveiag, okoiovOnoa v
TPOATOLTOVEVT] O100KOGT0 GUVTAENG TTVYLOKNG EPYACING, EMAEYOVTOS VO LETAPPAT®
évo €101KO KEIHEVO KO OTN GLVEXEWL VO TPOYWPNG® GTO GYOACUO NG OANG
LETOQPOCTIKNG eUTEPIOC. ZeKvOVTOG AOuov, eméAeE0 TPOG UETAPPOCT €V
EMOTNUOVIKO apOpo, INUocievpévo 6to akadnuaikd mteptodikd Fashion Theory: The
Journal of Dress, Body & Culture, pe ovvtakteg 1ig Karen de Perthuis kot Rosie
Findlay kou pe to titho «How Fashion Travels: The Fashionable Ideal in the Age of
Instagram». Baowoi d&oveg tng Ogpotoroyiog tov keyévou givar n onpetoroyia,
160N TIKN -0, 1 AEITOVPYin TV TEYVOLOYIKMV HECHV KOl O OVOPAOTIVOG TOPAYOVTOGS
elte ¢ moumog eite g 0éktng. ITwo avaivtucd, Biyer eig Pdbog v e&éMEn g
POTOYPOPIOG 6TO YDPO TNG LOSAS KOl TNV TPOBOAN TOV AVOPAOTIVOU GOUATOG LEGA OO
T0 TPICUA TOV HECOV KOWMOVIKNG OKTO®MONG, KaODG emiong kol T GOYYPOVES
OTPOTNYIKES LAPKETIVYK ETOUPLDOV TOL YPNGYLOTO0VV TAATPOPUES OTTe¢ To Instagram.
EmnAéov, diverl éppaon otnv aAANAETIOPAOT] TOV VIAPYEL AVAUEGO GTOVS AVOPDOTOLG
LE EMPPOT] TNG 1010C TAATPOPLLOG KOl TOVG ATAOVS YPNOTES, EPOCOV kel TpofdAiovTat
Kot TpomBodivtal 10OVIKA CGYETIKO LE TO COMO, TN HOd0 KOl TNV €WKOVe NG
KaOnuepvotnrag.

ANAAYEXH KEIMENIKOY EIAOYZXY, AEITOYPI'IKH ITPOXEITIXH TOY KAI
METAPPAXTIKEY OAHI'IEY

I'evikdg, 10 apBpo m¢ Keyeviko €id0¢ ivor evtayuévo 6 Eva ETIKOTVOVIOKO YAMGGIKO
wepBairov kot £xel oG Pactkd okomod v telfdm. ‘Eyetl e10nce0ypapikd yopoaKTipa Kot
10 B¢p0 670 oToio avapépeTal tvat £101k0. ZuvnOmg TpaypoTevETAL BEPATA TS TPADTNG
YPOUUNG TNG EMKOPOTNTOG, OAAG Kot CNTNUHOTO €VPVUTEPOL EMGTNUOVIKOV 1)
KOAMTEYVIKOD EVOLAPEPOVTOC, TOV GE KATOL GTIYUN amoTELECAY €U EMKALPOTNTOG
Kot eEakoAovBovv va amacyoAovv v ko yvoun. O apbpoypdpog mpoceyyiletl to
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0éuo Tov TEKUMPLOPEVA, YPNOOTOlEl TOAAEG @OpEg €101KO Ae&hdylo Kot TiG
TEPLGGOTEPEC POPEG V10OeTEL TO OIKO TOL VPOG (GOPaPd, OVIETEPO-OVTIKEIUEVIKO,
avotnpd), 0ev €xel OMMAadn mpoocwmikd owkeio tovo. To mepiexduevo tov SrobETeL
OVTIKEYEVIKE, TANPOPOPLAKA GTOLYEIN KOl VITOKEUEVIKA GYOMO-0EIOAOYNGELS TTOL TO
epunvevovv. H yYAdooa givol SNAOTIKY, avagopik Kot GUVOVIAUE cuVHBmS oTotyEln
TPOPOPIKOTNTOG (0’ TPOCMTO, LETAPOPES) Y10 TNV TPOGEYYLIGT] TOV AVAYVOGTY. XKOTTOG
TOV €lvat 1 TANPOEOPNON, N EVNUEPMOOT KOl O TPOPANUOTIGUOC TOV EKTN TAV® OF
tpéyovoeg efeMielg kor 1 koBodnynon TOL WPOg TN JUOPP®ON  ATOyMG
(Katowapdoc, 2016:3). Xt cvykekpluévn mepintmon, Onme non avépepa, To apdpo
oL enélela vl EMGTNIOVIKO KOl ATEVOVVETOL GE E10TKOVE, EPOCOV OMUOGIEVETOL GE
aKadNpaiKd meptodkd. ITap’ Ola awtd, o1 GLVTAKTEG dtoTPoLV €va coPapd OALA
KaOnpeptvd VoG Kot AeEILGY10, av Kol VITdPyel TANO0C EWIKAOV OpwV.

‘Exoviag g agempioc v dmoyn  OTL M EMKOWVOVIOKY — TEPioTOOM
(cvumephopPavolévey TV GUUUETEXOVI®MV  OTNV  EMKOWVOVIOL KOl TOV
EMKOVOVIOK®V 0KOTTMV) KaBopilel To AEKTIKA KOl U1 AEKTIKG YOUPOKTNPIGTIKA EVOG
KEWEVOL, UTOpPOVUE Vo, LTOBEGOLHE OTL 1 WEPLYPOUPT] TOV TOPAYOVI®V TNG
eMKOWVOVIOKNG mepiotaong opilet 10 miaico péoa oto omoio Bo mpémer va
Aertovpynoet 1o keipevo. [poydpnoa apa, ot 6VYKPLoT TOL KEWEVOL OPETNPIOG Kot
TOV  KEWEVOVL-GTOYOV, PAON TOL MOKETOV UETAPPOUCTIKOV OONYudV, Ol OTOies
TEPIAAUPEVOVY TANPOPOPIES TYETIKA LLE TOV OEKTI TOV KEWUEVOV-GTOYOG, TOV YPOVO Kot
TO YOPO TPOGANYNG TOV KEWWEVOL, TO HEGO LETADOOTG, TO KIVTPO Yo TN dnpiovpyia 1
™ TPOSANYN TOL KEWEVOL Kot Tig Kewevikég Asttovpyieg (Nord,2014:108). Xtmv
TPOKEWEVT] TEPITTWGCT TOV KEYUEVOVL-TINYT, O1 OEKTEG EIVAL EMLGTNALOVEG 1| KOO LLOTKOT,
oL evolaPEpovTal Yoo {ntnuote Om®mg avTd oL dmpaypatedeTol T0 ApHpo TOL
enéheCa. O ypdvog dev eivar akpiPng, apod 01 CLVTAKTIPIEG OVOPEPOVTOL GTO TAPOV,
oniaon e€etalovy Bépata ToAD cOYYPOVE Kol KAVOLV EAAYIGTES AVOPOPES OE YEYOVOTO
10V TopeABovTog. O tomog dev givar kabopiopévog Kot To péco eivol 10 Keievo og
ynowky popen. H oatie onpovpyiog kot mpdSANYNG T0L  KEWEVOL glvarl 1
AVOTPOPOSOTNGN TOL 0K LLOTKOD TTEPLodikov «Fashion Theory: The Journal of Dress,
Body & Culture» pe dpBpa mov diepguvovv v e€EMEN TG HOdAG, TG POTOYPAPIOG,
TOV UEGMV KOWMVIKNG SIKTOMGNG Kot TNV EMPPON TOVg 6Tov AvBpwmo. Téhog, 6cov
aQopd TN AELTOLPYIKN TPOCEYYIOT] TOV KEWEVOL TNYT, GTNPWLOUEVY] GTO HOVTEAO
Kewevikdv Aertovpyidv tov  Bihler (Nord,2014:91), katétaa 10 Keipevo ota,
TANPOPOPLaK(, KaOMG eivar dtdyvTn 6 OAO TO KEIPUEVO-TTNYN 1) EMOIWKOUEVT] KEYLEVIKT
Aertovpyio TOL GLUVTAKT VO TANPOPOPTGEL GYETIKA LLE TOVG TPOTOYMOVIGTES TOV HEGMV
KOW®VIKNG OIKTHMONG KOl TOV OVTIKTUTO TOLG OTN HOdO KOl TOAD TEPIGGOTEPO TNV
eMidpaOT TOVS GTNV OlKovopia Kol 6ToV KOBOPIGUO TV avOpOTIVEOV GUUTEPIPOPDV
péosa otn kadnuepvotnTa. Ao To TAPOUTAVE® GTOLYElN TPOKVTTEL OTL Yiat Vo EMLTELYOEl
0 OKOTOG TOL TPOTOTLTTOV KEWWEVOD, TO PETAPPAG LA B0 TPETEL VO CUUHOPPWDEL [LE TOV
KEWWEVIKO TOTO KOl TIC YEVIKEG VPOAOYIKEG KOl YAMOGIKEG GLUPAGELS, O1ATNPOVTAG VAL
coPapod kol avtikelpevikod Veog. Eniong, epdcov 1o Keipevo gival TpoGavaTOAICUEVO
OTNV EMOTNHOVIKN KOWVOTNTO Kot Yo v OewpnBel to petdopacuo mporyLatoAoyikd
opBo, émpene va epapudéow MV «epyaretokn upetdappacn» (Nord,2014:80), mov
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OLVETAYETOL OTL TO LETAPPOGLO LoV KaBoONYHONKE amd TOV 6KOTO TOV TPOTOTVTOV,
NTOL, TO KEIPEVO-GTOYOG GUVIGTA TO 1010 KEWWEVIKO 100G LLE TO KEIUEVO-TINYY|, OAAGL EYEL
ocuvdpa kot v d Tpwtoyevy Asttovpyia. Edd mpémel vo mpocsbécm OtL OTOV M
Aertovpyio. TOL KEWEVOL-OTOYOG €lvarl OO LE OVTH TOL KEWEVOL-TINYNG, TOTE
TPOKELTOL Y10 OUOLOAELTOVPYIKY] UETAPPOAOT], OT®MG KOl CLUPAIVEL 0T TPOKEWEVT
nepintoon. MoAatovta, ypeldotnke o€ KAmolw onueic va  €QAPUOCH TNV
TEKUNPIOTIKN-KVPLOAEKTIKT UETAPPACN, N omoio €yl TpdBeon va avamapoydyst Tig
AEEEG VO TPMTOTOTOV, TPOGUPUOLOVTOG TIC GUVTOKTIKEC OOUEC OTIG VOPUES TNG
YADGGOG-OTOYOL» KOl «YpNolHomoleiton yoo tnv avtoielel petopopd yopiov oe
emotnuovika keipevan(Nord,2014:115). dvoikd, vaqpée peta@pactikd Tpdfinua yio
euéva va olTnpno® ovToAeSel KOmolo MEPOC TOL KEWEVOL-AQIENG, KaOdg 1
EMGTNLUOVIKY] OpOAOYiQt MTAV TOAAEC QOPEC SVGEVPETN OTN YADCGO TOV KEWEVOL
dpiEng, aAld émpeme vo OStatnpnbel Yo AOYOUG EMICTNUOVIKNG €YKLPOTNTOG KOt
OpPOAOYIKNG OKpiPelag. ZyeTikd pHe TO ¥povo Oev avékvyav mpoPfAiuota e&ontiog
JLPOPETIKNG YPOVIKNG JEIENG.

[Mpotapyuod pov kabnrKov Opme, NTav vo Aapo vy Hov ToV 6KOmo, Yol TO 0moio
OLEKTEPALDVETAL TO GLYKEKPIUEVO LETOPPUCTIKO £PYO Kol TO01 EIval GLYKEKPIUEVO OL
OTOOEKTEG TOV UETAPPACUOTOS, TPOKEWEVOD TO Kelpevo va yapoaktnpiletor omd
AertovpykdTnTa, SNANOY| VoL VTOTOKPIVETOL ETAPKAOS OTIS TPOGIOKIES, TIG OVAYKEGS, TO
YVOOTIKO VIOPabpo Kol TS KOTOOGTOGLOKEG GCLVONKES TOV OEKTOV TOVL. XTNV
OGLYKEKPLUEV TEPIMTMOT), TO KEILEVO- GTOYOG TPOGOUPUIGTNKE — PeTAED AAA®V — GTO
VOOG KUl GTN YADOCGCH KOl TOV TOATIGUO TOV KEWWEVOL-TTNYY|, OTIC VOPUES UETAED TV
00 TOATIGUAOV KOl GTNV TANPOPAOPIKATNTO TOV TPOTOTVTOV, YWPIS va TposTehovv 1)
va apapefovy mAnpogopiec, va amioromBei to vonua 1 va aAroiwdel n otdon tov
apBpoypleov TPOC TOVLG OVOYVMOGTES TNG EMGTNUOVIKNG kowdtnta. TéAog, ¢
HETOQPACTPLO OPEIA® Vo PEp® pio O OOV Kot va 6EBACT® TO TPOTOTLTO KOl
GLVALLO TIS TPOGOOKIES TV dNUIOVPYDV TOL POBPOV, OTWS EMIOTG KOl TOV OEKTMV.

METAPPAXTIKA IIPOBAHMATA

210 onpeio avtd, mpémetl va ovopepHd GTO LETAPPAGTIKA TPOPANLLOTO TTOVL GLVAVTN GO
Katd tn Sudpkew TG petappactikng owdwkaciog. IIpokettor yio mpoPAnuota
OVTIKEYLEVIKA 1] TOLAGYLOTOV OWTOKEUEVIKA Kot dgv Oa mpémet va TanTilovTol He TIg
LETOQPOCTIKEG OLOKOMEG, TIC OmOiec Hmopel €vag UETOPPOCTNG VO OVTIUETOTIGEL
eCatiog EAAEWYNG YAMOOIKAOV, TOMTIGHUK®OV 1 HETOQPOCTIKOV Oeglot)tmv. O
Eexvnom eEeTALOVTOC TPADTO TO TPOYLLOTOAOYIKA TPOPANLLATO, TO OTTOI0 GUVAVTOVTOL
ThvTo, aveapTNTa TO KElEVO Kol To. omoio yivoviol avTIAnmTd VoTeEPE amd T
TPOCTAOELD GLGYETIONG TOV EEOKEUEVIKOV TAPayOVTOV (TOUTOG, OEKTNG, WEGO,
YDPOGS, XPOVOGS, KIVITPO, KEWEVIKT AEITOLPYIO) TOV KEWWEVOL-TTNYNG KOl TOV KEWEVOD-
oTOYOV Kot LETA Omd avTImapdieon TV dVO SOPOPETIKAV EXIKOIVOVIOKAOV TAUGI®V
TOV KEWWEVOL-APETNPIOG KOl TOV KEWWEVOL-GTOYOV, TOL ££0PTMOVTAL OO TOV TAPAYOVTO.
«xelpevikd eidocy. Ipémel va emonuaviel 6TL Yoo vo avTipetonicom to TpoAnuara,
V1000£TN oA TNV AVOAVTIKT S1081KAGT0 €0l TAV® TPOG T KATw» 1 «tOp-downy pe otd)0
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pw Aertovpyikn HeTd@paot, kotd v omoio Oladikacio eetdlovpe mP®OTO TO
TPOYLOTOAOYIKO emimedo kot opilovpe T AglTovpyio TG UETAPPOONG, OTN GLVEXELL
Stympilovpe ToL AEITOVPYIKE GTOLXEID TOL KEYEVOL-OPETNPING, TO. OTTOl0 TPEMEL VL
exQpacBodv akpiPog 6mmg NoN eivar kot OTOL KpiveTal avaykaio vo Tpocaprocdodv
OTIG EMKOWVOVIOKES OVAYKES, TIG YVAGCELG KO TIG TPOGOOKIES TOV OEKTN KO GTN TOPEin
VO OVOYVOPIGOVUE TO TOMTIGUIKO EMITEDO, GOUPOVO. LE TO 0010 B GLUUOPPDOGOLLLE
TIG VEOAOYIKES cvpuPdoelg eite pe Pdon 10 apyikd keipevo gite 10 Kkelpevo-otdy0G.
Movo 101¢, €lpaote £TOL0L Vo acyoAnbovue pe Ta TpoPAnHate o€ YAOOoIKO ETIMESO
(Nord, 2014:128).

Me Bdon tig Oswpiec g Nord, 10 Keinevo-otdOY0G TPOGOPUOCTNKE O©E £V
EMGTNUOVIKA TPOCAVATOMOUEVO KEILEVO YmPIg Vo amAlomomBodv YAWGGIKEG EVVOLEC,
€POGOV 0 OEKTNG TOV UETAPPACLOTOG TPOOPILETOL VO EYEL YVAOOT TNG EMIGTNOVIKNG
opoAoyiag, omoTe N Un aKPIPNg amdS0on TOV YAWGGIKOV GTOLYEIDV TOV TPOTOTHTOV
EVOEYETOL VO EMUPEPEL APVNTIKG OTOTEAEGLOTO GTNV AEITOLPYIKOTNTO TOV KEWEVOL,
Omwg emiong oty do TNV attia, Tov dnpovpynonke eEapyng to TpwtoTumo. [ap’ dha
aTd Eva Tpaypatoloyko tpdPAnua pe To onoio Npba avtipétonn eivat 0Tt 6€ TOAAES
TEPMTMOGELS OEV VILAPYEL AKPIPNG avTioToyia, OGMV APOPA TN CNUOGIO OPIGUEVMV
Op®V OTNV EAANVIKNY KOl XPELEGTNKE 1 0TOO0GT] TOVG VO ATOTEAEGEL OIKO OV TTPOTOV
ovvBeong. I'a Topaderypa cvvavimoa m AéEn «affordances», n onoia dev vanpye ot
Ae&cd mov éyao mapd povo meprppaotikd oto Wikipedia kol v omoia ev Télel
ATEOMGO MG KOIKOVOLIKEG ATOJOGEIS), OTNPLLOUEVT KIOAOG GTY| ONUOCT0 TOV PHOTOC
amtd T0 0moio TPOEPYETOL. Oe®Pd OTL OEVEL e TO VOMUA TG VITOAOITNG TPATACNG Ko
dgv amomposavatoAilel Tov avayvmotn. Oa mpochicw Eva 0eHTEPO AVTITPOCOTEVTIKO
napdderyua, ™ @pdon «a gender non-conforming performance artisty. Eivatl o
apKETA HEYAAN @pdon mov amotedeiton and tpiot oVGLACTIKA, Eva enifeTo Kot Kavéva
oLVOEGHO evoldpesa Kot YU avtd to AOYo pe OvokOAeye otV amdOOGN TNC.
I'vopilovpe PBéPata, 611 oV OoyyAk] YAOGGO GULVOVTIAUE TOAAG OVLGLUCTIKA
napotaypéva poli, mov pmopei vo cuvodevovtor and emnibeta, ywpic kavéva apbpo va
ta Swywpiletl. Tlpocomkd, anédwoa ™ @Epacn ©¢ «Evo EOA0  KOAMTEXVT UE Un
GUUUOPPOVUEVT] OITOSOCT TOV OLVTOTOKPIVETOL VONLLOTIKE GTO EAANVIKO OVOLYVOOTIKO
Kowod. Axoua évo mTpoPAnua mov mapatnpinke sivar 6t ot @paon «discursive
regimey, dev givai evkoAa avTIAnTTo Kot EekdBapd to vonuo mov BELEL va TPpocdhoet
N apBpoypdeog pe to emifeto «discursive» oto ovclacTikd «regimey. Evtovtotg,
LETEPPUG O KUPLOAEKTIKA TOVG dVO OPOVS MG «dadPacTIKO KAOEGTMS, TOL OV KOl GTO
eMnvikd pmopel var Eevilel, o€ cuvovaoud pe To. cvpepaldpeva Toplalel pe
LLETAPOPIKY] EVVOLL Kot €V TEAEL, 1| TANPOPOPio TOV BEAEL VO ODCEL 1| GLVTAKTPLO, JEV
YOVETOL 0TO KEIPEVO-GTOY0G. OPeilm va mpocHiom OTL dev NTaV MYEG Ol TEPIMTOGELG
TOL TTPOYDPNOO GE OAKT| avadLATaln TG TPOTUGNG e OKOTTO 0 AOYOS OTO EAANVIKA VOl
péel Kol To vONUoL TG TPOTAONG VO Eval O EVKOAN TPOCANYILO OO TOVG OEKTEC.
Mapadeiypatog yapn N mepiodog «Legitimizing that which begins “outside” and
making it acceptable, appropriating newness, novelty and difference is, of course, what
fashion does all the time» petappdotnke mg «Avtd Tov Kavel 1 pdda OAN TV ®pa,
elvar m vopipomoinon avtov mov Eekwvber «EEw» kol 1O KAOIOTA OMOOEKTO,
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EKUETAAAEVOUEVT] TO VEO, TNV KovoTOopio Kot Tn Opopdy». Xe GAAN mepintmon,
TPOYDPNCA GE OTAALOIPT Op®V AOY® GLVEXOVE ETAVAANYNG TOVG. ZVVELWONTOTOINGA OTL
dev yavetal Kamoo TANpoeopia, apod yiveror 101 avapopd Toug o Tive. ' va yive
TIO KOTOVONTN, OTO KEIHUEVO-APETNPIOG YPNCILOTOLEITO TOAAATAES POPEG M PO
«fashionable ideal», tov onoio anédwoa mg «To WavVIKO 6TO YDPO TS HOdacy. Toyove
Aowmov, n AéEn «fashiony va wpornyeitatl g epdong «fashionable ideal», ondte yvotav
€0KoAo avTIANTTO 10 OgpoTikd TAAIGo Tov Opov, AN OTL TO WOVIKO GTO 0Toi0
avaeEpeTol 1 opBpoypdeoc, Exel va kavel pe ™ pnoda. It avtd to Adyo moAAEG POpEG
napélenyo, va petoppdon tn AéEn «fashionabley. Kati GAlo oto omoio odnynonka,
Ntav M wpoctnkn Kamolwv AéEewv M ovopdtwv mov Ba Bonbnicovv tov dEKTN va
KATOAGPEL TOV aVaPEPETAL 1| GUVTAKTNG, KOAONDC 1 TEAEVTALN £KOVE OVOPOPES LECO OTO
KeIUEVO o€ GALN TPOGMTA-EOKOVE Y10 VO 6TNPIEEL TOL AEYOUEVA TNG, XOPIG OUWOS TAVTOL
Vo avaQépeL To dvoua, Tapd povo v aviovopio «she arguesy. IpocOecsa Aowtov, to
ovopa, 1.y «n Orgad vrootnpiler kot To vonpa frav Eexdbapo. TELog, va emtonuave
OTL 0gV mPoEKLY AV TPOPANUOTO TPOGANYNS TOL ¥POVOL KOl TOV TOTOV, EVA ETIONG TO
LEGO TOL KEWEVOV-GTOXOV TATICETAL LE AVTO TOV KEWEVOV-TINYTG.

AxoAlovBohv o TOMTIGUIKA TpoPALOTO, TO OO0 ATOPPEOVY OO TIG SAUPOPES OTIC
VOPUES KOl OTIG GUUPAGELS, TOV SETOVV TN AEKTIKT KO LT AEKTIKT] GOUTEPLPOPE GTOVG
V0 EUTAEKOUEVOVG TOMTIGLOVG. [dtaitepa OTIG EPYOAEINKES LETAPPAGELS ATAVTAOVTOL
GLYVA OVTNG TNG Katnyopieg ta mpoPfAnpaTa Kot Tapd to yeyovog Ot eEaptaviat omd
TIG JAPOPES TOMTIGUIKES OUAOES, OV duoyePAIvOLY GE OAEG TIC TMEPMTMGELS TN
petagpactikny owadkasio. ‘Eva mpdfinua mov Ba pmopodca va evidEm o avty ™
Katnyopia eival o pokpomepiodog A0yos. 1o EMGTNUOVIKA KEipEVO gival Yeyovog 0Tt
0 poakpomepiodog AOYoc kvuplapyel, KAt T0 omoio gival oAo@AveEPO KOl OTO KeElEVO-
myn, 1o omoio avtikatonTpilel TNV YA®WGGIKN cOUPacN TNG OYYAIKNG TOAITIGUIKNG
kowdttoag. Molatavta, pokpomepiodo AOGYO GCULVOVTOUE KOl OTO  EAANVIKA
EMGTNUOVIKA KEIUEVO OTOTE TPOYLOTOTOWGOALE TIG ATOPOITNTEG OAAAYEC, £TGL DOTE
VO AVOyVOPLGTOVV 01 YAMOGIKES CUUPACELS Kot TOMTICUIKES VOPUES amd TOVG OEKTEG
TOV petappaopatoc. Q¢ mapddsrypo avopipm to onueio «We then consider how digital
technologies. .. Instagram’s algorithmic brand culture» ko 1 petéppacn tov «Enetta,
e€etdlovpe TAOG 01 YNOLOKES TEXVOAOYIEG GUVIGTOVV... TNG AAYOPIOUIKNG eTanpiog TOV
Instagram».

KAetvovpe pe v opdda wpoPAnudtov mov pe amoacyoAnce éviovo ko’ OAn v
petappaotikn dtadikacio. [Tpoxettan yio ta YA®oo1Kd peETOPPASTIKAE TPpOoPAN LT, TTOV
TPOKLITOVV UE PACT TOVS EVOOKEUEVIKOVS TOPAYOVTES, TOL CLPOPOVV TN CGNLOGIM, TO
Ae&bdy10, TO VEOG Kol TN ovvtan Tov (ebyovg YAwoomv. To keipevo-apempiag,
koG glval £va emoTnHoviKo apBpo, etvat puotkd va d100étel TANBoc oporoyidv. [
napdderypa, ocvvavinoo v epdorn «social sharing», v omoio otV apyn
AmOTEPAONKO VO LETAPPAC®, YOPIG OUMS VO ATOdIdEL O AEITOVPYIKOTNTO TO KEILEVO
apiEng. Emérela Aowmdv, €pdcov elvar €vag Opog mOv EMKPATEL OTIG MO TOAAEG
YA®WGGIKES VOPUES TOV HECHV KOWVMOVIKNG OIKTOMOMNG, VO TOV aprom Ommg eivar kot vol
unv mépm 1o picKo Vo ATOTPOCAVATOMG® TO SEKTT, LG Kot dEV VILAPYEL 1IGOOVVOUN
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avtiotoyio ota eMnvikd. Axopa, ™ AéEn «influencery, mopd 10 yeyovog OtL
YPNOUOTOIEITO OTO EAANVIKA TAEOV OTWG €ivol, OTOPACIGO VO TNV OTOONC® LE
EAMNVIKOVG OpovG oV o’ OAO OV OEV TOVE YPNCULOTOIOVHE GLUYVA, Eival OnAadn,
oAlyov Tt dtvmot, givol KatdAAnAot yio va amodofel 0 6pog MGTA Kot v KEPIIGEL TO
KeleVo og TANpoopikdTNTa. 'ETO1 TN LETEPPOGH (O0G KEMNPEATTISY, «ATOLO TOL OoKEL
EMPPON», N 6TOV TANOLVTIKO MG «ot emppoeicy. To 1010 1oydEL Kot pe T0 Tapddeypa
«Instagram feed», To omoio wg Ppdcn omoteLel opoAoyia Kat e SLGKOAEYE GTO VO, TNV
AmOOMoM®, KOOMC Yo TO EAANVIKO KOO €YEl OPKETEG £VVOLEG €ITE OC TPOPOOOGia
avaptioewv oto Instagram eite mg n pon otV apykn tov Instagram. Avdioya pe to
oLUEPALOLEVE, XPNOILOTOINGA TNV TO KATAAANAY LETAPPACT] TOVG Kol TO KEIUEVO-
oT1OY0G €V TEAEL, OV £yaoe oe Asrtovpykotnta. 'Eva 6e0tepo YAwooko TpdfAnua pe
10 omoio Npba avTpétonn nTov N apeonpio optopévav dpwv. Qg mapdadstypa o
avaeépm ™ AEEN «discourse», m omoio yEVIKG onpaivel AOYoG. XT0 KEIHEVO-GTOYOG
OUMG EMPETE VO LETOPPACTEL G «O1BAOYOC», «GLINTNOT, «KOMATIO KOl Ol WG KATAN
AOYOO», 0o ™G OPOG LEGH GTO KEILEVO-TINYN AVAPEPETAL GE dVO TAEVPES, GTNV GYEOT
onradn avdpecso oe moumd kot Oéktn. ' 10 1010 TPOPANLA, Eva AVTITPOCHOTEVTIKO
Topadetypa okopa eivor ot AéEeig «tropex kat «iterationy. H mpdtn aAlov amoddonke
OG «TPOTOCY, AALOD OLMG MG «oyN e Adyov» 1| TapaieipOnKe evieAdC, KOOMOG g céva
onueio, ota EAANVIKG dev TPOSEEPe KTl vonuatikd. Ocov agopd to «iterationy, ta
Ae&lkd otV EAMANVIKN TO OmOdid0VV €1TE OC «TPOCEYYION» EITE OC KETAVOANYN Y.
Evtovtolg, kapio amd avtéc Tig petagpdoelc dev apuole vonpatikd. Evtuyog, o
KOO YNTAG LOV UE SOPOTICE OTL LITAPYEL Kot GAAN pia Evvola TG AEENG MG «EKPOPA»,
N omoia KotaAnEape Tt NTov Kot 1 ophotepn amddoon pe Pdon o vedroumo vonua.
Tehevtaio TpoPANpa Tov a&ilel va emionuavm, av Kot ovaeEpOnie oN MG TOATIGUIKO
oALG Yo GAAO AOYO, gival o poakpomepiodog AOYog, a@oly avtdg dvoyepaivel v
GUVTOKTIKA 0OOTH amddoon Tov mepddmv. Edd, pe 10 @ofo va pun yobel kdmowa
TANPOPOPia, OPICUEVO PLLOTOL OTTO TV EVEPYNTIKY GVY] TO LETETPEYA GTNV TAONTIKY
KOLL YPNGLOTOINGO GUVOEGLLOVG Y10 VAL OEGEL 1] TPOTACT] T EAANVIKA. ATO TO KElpEVo,
N poxporepiodog eivan «Likewise, in focusing on influencers...in fashion mediay», uéca
oTNV 0moiol LIAPYEL TO PNUO EVEPYNTIKNAG Q®VNAC «Minimize», to omoio amédwmoa.
«ehayrotomomBel» otn péomn ewvn.

AZEIOAOI'HXH THX IIOIOTHTAY THX METADPPAYXHY

AQoV  0AOKANPOGOUE TNV  OVAALGT TOV  UETOPPUCTIKGOV TPoPAnudtov, 0Oa
ocvveyloovpe oto TEAELTOHO PrHo TNG HETAPPOCTIKNG epyociog, Tov €AeYXO TOL
petappdopotoc. [Ipoxetrat yo T1g dradikacieg eEAEyX0oL ToL 1310V TOL LETAPPACTY, TN
TPOTN POPA, APOV £YEL OLOKANPDGEL TO PeTAPpacio Tov. EAEYyel dniadn, kotd TG0
Exel petapépel oto Kelpevo apifemg to oHVOAO TV TANPOPOPIDOV TOV KEUEVOL
apetnpiog, ypNoHoToldvTos 0pfd Tovg KOVOVEG TOV OETOLY TN YPNOT NG YADGGOG
apetpioc. EmumpooBétmg, evromiler ta onueion Tov HETAPPACUATOC TOV £YOLV
advvaypieg ite og vonuatikd gite og kabopd YAowoo1kd eninedo. X’ avtd 10 €MIMESO 0
LETAPPOOTNG UTOPeEl VO €VIOTIOEL €MIONG TEPUITAOGCELS TOPAANYNG UETAPPAOTS
OAOKAN POV TTEPLOSMV 1 Kot Tapaypapwv. Me Bdon T YAOGGOAOYIKY] TPOGEYYIOT| TG
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LETAPPOONGC, O LETOUPPOACTNG EAEYYEL EAV EXEL YPNOUOTOMNGEL 0pOE TIC LETAPPACTIKEG
TEYVIKEG KL €AV TO KEIPEVO TOL €YEL GLVOYN KOl GLVEKTIKOTNTA. EdV 0TOY0G NG
HETAQPOONG EivaL 1] TOPAY®YN OTN YADGGA 0PIEEMC EVOS 1GOIVVOLOV OTOTEAECUOTOC,
TOTE 0 PETOPPOUCTNG EMUDKEL VO, TETVHYEL TN KOAVTEPN 160dVvapia 6g kbbe YAmGo1KO
eninedo. BéPara o1 mapdyovteg mov GLUPBAALOLV Yo £VOL EMITUYNUEVO LETAPPOACTIKO
épyo dev givar povo ot evdokeyevikol aAld kot ot eEmyeveic. O peTOPPOCTIG OTN
TPA&N, OMOCTAGLOTOEITOL OO TNV TPMTN epunveior TOv €xEl dMOEL, Kot EAEYYEL TIG
HLOP(POGVVTUKTIKES, OTNUACIOAOYIKES, AEEIAOYIKEC, VQOAOYIKEC 1| TPOYUOTOAOYIKEG
EMAOYEG TOV TPOG LETAPPAOT) KEWWEVOV, LE KUPLO GTOYO TO KEINEVO-aPiEEmS va etvan
Aertovpykd yio tovg déktec. [Ipocmmikd, pe mapoTpuveomn Tov LIeLHLVOL KabN YT LoV
ELEYEQ OUPKETEG POPEC TO LETAPPACLOL LLOV Y10l TVYOV TOPOAEIYELS OAAG KOl O1UTMTIGTMOGO
6TL 660 TO TOAD YIVETOL TPOGEKTIKN OVAYV®OOT TOV UETOPPACUATOS, TOGO O KOAD
etvar 10 amotélecpa og emimedo EK@paonc, cHvtadng kot akplPEcTePNG opoAoYiag.
[IpoondOnoa emmAéov, va omootaconombd oamd TO Keipevo-mnyn, yuw vo
TPOGAPUOC®H 0pOATEPA TO UETAPPACHO OV OTIS EAANVIKEG YAWGOIKES vopues. [Tapd
TO YEYOVOG OTL Ol 0 TOALOT ATO TOVG VEOUG HETAPPAGTES Kot Ol LOVO, VITOTIUALE TO
GTASL0 OVTO TNG LETAPPACTIKNG dtadtKaciag, ivat dlaitepa ypNGILO Kot UITopel v oG
TPOPLVAAEEL OO TOAAEG TOPOAVONCES KOl UETAPPOUCTIKG AGON pe amotéAeocpo va
xoveTal 1 emovovia HeTald TOL TPMOTOTLTOL KOl TOL UETAPPACLLATOG.

EllIN0orox

H petappaotikn dtadikascio 660 kot amhr av akoOyETOL, GTN TPOYUOTIKOTNTO EIVOL Lo
TOAVGVUVOETN epyacia TOV omattel opydvawon, pebodoroyia Kot KatdAAnieg 6e510TNTES
amd 1o dtopo mov Ba avordapel va v ektedécel. H petdopaon og kKAGd0g, amd
oty kKo pévo mov Pacileton mave o1 YA®ooo, aviilopuPavopoacte 0Tt ogv Ha
otopotnoetl va e€ehooetal Kot vo TpocBEtel Guvéyeld VEOVS OpoLGS, VEEG GLUPAGELS,
VEEC VVOLEG. X€ EULAG LEVEL VOL TNV DINPETOVLE KO VO EKTEAOVUE OGO o opHA Kot Ao
yiveton 10 épyo poc, akorovBmvtag Otl Eyovpe dayBel amd avOp®OTOLS e TOAVETN
gUmEPiO KOl YOPIg VO LTOTIUAUE OTOOONTOTE PiLLoL ATOLTEITOL Y10l VO PTACOVUE GTO
KaAVTEPO dvvotd amotédecua. Kabe keipevo pe 1o omoio epyOUOOTE GE EMOPN KOl
KOAOVUOGTE TPMTO VO TO UEAETICOVLE, £TGL MOTE VO TO OMOOMGOVHE 0pHDG GE pio
GAAN YAmooa, eivor évag vEog KOGHOC oL OavolyeTonl Umpootd poc. Avtd sivar,
GAA®GTE, TOL KEVIPAPEL TO EVOLAPEPOV KOl LLOG OIVEL TO KIVITPO VO KATOTIOCTOVUE LE
10 €pyo avtd. EE’ ov kot 0 Adyog mTov 0ev LETAVIDOV® Y10 TNV ETIAOYT| LOV VO GTTOVOAG®
oto Tunua Metdopaong kou Zévov ['Awccov, agod paleyo TOALTIHO QO
amopaitnTo Yo va cvvexicm va e&glicoopan oyt Hovo 6To £pyo TG HETAPPAONS OALG
Kot oG avOpmmoc.
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