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B & # /r k T 1 5 (langue ) 1 5 1% (parole ) B 1A K M B R & , IF 15 A
BEFAFEFW AR R AT NN—FHEHREKIES R, £
MAEEHREERFEEX MRS, Uk ZFERTHENE L EER
RNEMERE LN, FERENEHEXF LW, MEZREH LM E
AL, BAEHWEEER LB £ HE, £ 5187 (parole) th —
B HERAREFRNFEFT B E" T RNMEET, EMNEEN—
BNTHER B (EERE)ZH, ELRELH - HEEEF—
4 #1% (shifters) AR R R (representation) , ¥ 1% o 1F F 4t 2 ¥
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FIHT=ZARRNI BN HE: NELIEZ NEZHETUANE
FEEZ, F-METRMNBARBRER MG, A H0E 26 R
FoMEABABRKE HE Rk, EAERIEZREOB T FERENS
FRMENERENE RN TESEM NRENELE ARA,

A leather belt, with a rose stuck in it, worn above the waist, on a sofi Shetland dress®.

I  The Three Garments
1.1 Image-Clothing and Written Clothing

I open a fashion magazine; I see that two different garments are being dealt with
here. The first is the one presented to me as photographed or drawn—it is image-
clothing. The second is the same garment, but described, transformed into language;
this dress, photographed on the right, becomes on the left: a leather belt, with a rose
stuck in it, worn above the waist, on a soft Shetland dress ; this is a written garment. In

principle these two garments refer to the same reality (this dress worn on this day by this

@ Roland Barthes: %% « FAF(1915—1980) , 3k E SCFIIER  C¥F K 2% K THERNFGS%EK, £
EAEMNA (S EZE) (1953) (HFIE) (1957) (FF 524 5ERmE) (1965) (it PE5 EBE) (1966 ) ((S/Z)
(1970) {SCAPAR) (1973)

@ Shetland dress: “GHE %A ;G4 2 FE . Shetland: TR 4R B , S S5A% 4 ARILHI— K
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woman ) , and yet they do not have the same structure,V because they are not made of
the same substances and because, consequently, these substances do not have the same
relations with each other: in one the substances are forms, lines, surfaces, colors, and
the relation is spatial; in the other, the substance is words, and the relation is, if not
logical , at least syntactic; the first structure is plastic, the second verbal. Is this to say
that each of these structures is indistinguishable from the general system from which it
derives—image-clothing from photography, written clothing from language? Not at all.
the Fashion photograph is not just any photograph, it bears little relation to the news
photograph or to the snapshot, for example; it has its own units and rules; within
photographic communication, it forms a specific language which no doubt has its own
lexicon® and syntax® | its own banned or approved “turns of phrase.”® Similarly, the
structure of written clothing cannot be identified with the structure of a sentence; for if
clothing coincided with discourse, changing a term in the discourse would suffice to
alter, at the same time, the identity of the described clothing; but this is not the case;
a magazine can state: “ Wear shantung® in summer” as easily as “Shantung goes with
summer,” without fundamentally affecting the information transmitted to its readership.
Written clothing is carried by language, but also resists it, and is created by this
interplay. So we are dealing with two original structures, albeit derived from more

general systems, in the one case language, in the other the image.

1.2 Real Clothing

At the least we might suppose that these two garments recover a single identity at
the level of the real garment they are supposed to represent, that the described dress and
the photographed dress are united in the actual dress they both refer to. Equivalent, no
doubt, but not identical ; for just as between image-clothing and written clothing there is
a difference in substances and relations, and thus a difference of structure, in the same
way, from these two garments to the real one there is a transition to other substances and

other relations; thus, the real garment forms a third structure, different from the first

e

“ SR AT AS R P AL A A A AE2 R AR B A AT DA 454 3 A1) 37 F e R 5, IR 2 AR X, 3R
ATk i AR = 2 b i B S HATINTEMEYE M A AER.” (L. Hjelmslev, Essays in Linguistics, 1959)
lexicon : )il

syntax: f)3 ;18T

turns of phrase: KT, X TEIATEE) BRI AT 50 L, BR RS2 AU, al RAGE R
—REAT AR £ RS AT AR U EARAEAE . B AR 0B, B S L
RAEE R LR, XAE R E RIS A FETIEZE, (“Le message photographique,”
Communications, no. 1, 1961, pp. 127-38, and “La rhétorique de 1’image,” Communications, no. 4, 1964,
pp.40-51. ) BRI 366 10 1 55, (] BERR T 1T 0 1, D9 g ol o) IXUR 88 6 — A A R R SR AT

® shantung: L1444 , 1144 .

® 6 e
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two, even if it serves them as model, or more exactly, even if the model which guides
the information transmitted by the first two garments belongs to this third structure. We
have seen that the units of image-clothing are located at the level of forms, those of
written clothing at the level of words; as for the units of real clothing, they cannot exist
at the level of language, for, as we know, language is not a tracing of reality; © nor can
we locate them, although here the temptation is great, at the level of forms, for
“seeing” a real garment, even under privileged conditions of presentation, cannot
exhaust its reality, still less its structure; we never see more than part of a garment, a
personal and circumstantial usage, a particular way of wearing it; in order to analyze the
real garment in systematic terms, i.e., in terms sufficiently formal to account for all
analogous garments, we should no doubt have to work our way back to the actions which
governed its manufacture. In other words, given the plastic structure of image-clothing
and the verbal structure of written clothing, the structure of real clothing can only be
technological. The units of this structure can only be the various traces of the actions of
manufacture , their materialized and accomplished goals: a seam is what has been sewn,
the cut of a coat is what has been cut; @ there is then a structure which is constituted at
the level of substance and its transformations, not of its representations or significations;

and here ethnology might provide relatively simple structural models. ®

I Shifters®
1.3 Translation of Structures

There are, then, for any particular object (a dress, a tailored suit, a belt) three
different structures, one technological , another iconic, the third verbal.

These three structures do not have the same circulation pattern. The technological
structure appears as a mother tongue of which the real garments derived from it are only
instances of “speech. " The two other structures (iconic and verbal) are also languages,
“translated” from the mother tongue; they intervene as circulation relays between this
mother tongue and its instances of “speech” (the real garments). In our society, the
circulation of Fashion thus relies in large part on an activity of transformation : there is a
transition ( at least according to the order invoked by Fashion magazines) from the

technological structure to the iconic and verbal structures. Yet this transition, as in all

) ZWL. A. Martinet, Elements of General Linguistics, 1.6.

2 R BRI AE A ARSI, AR PR, B, A B BRI X s
Rif, oA AR HHE -

3 @, HIL(A. Leroi-Gourhan ) {EAHR X 73 4 4 21°F4T ELHERY , LA 0¥ R AN ROT X 85 &A1 P 55X 0T A
DAL 5. (Milieu et techniques, Paris, Albin-Michel, 1945, p.208)

4 shifter; ¥¥iE .

|
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structures, can only be discontinuous: the real garment can only be transformed into
“representation” by means of certain operators which we might call shifiers, since they
serve to transpose one structure into another, to pass, if you will, from one code to

another code. @

1.4 The Three Shifters

Since we are dealing with three structures, we must have three kinds of shifters at
our disposal: from the real to the image, from the real to language, and from the image
to language. For the first translation, from the technological garment to the iconic
garment, the principal shifter is the sewing pattern®, whose ( schematic®) design
analytically reproduces the stages of the garment’s manufacture; to which should be
added the processes, graphic or photographic, intended to reveal the technical
substratum® of a look or an “effect” : accentuation® of a movement, enlargement of a
detail , angle of vision. For the second translation, from the technological garment to the
written garment, the basic shifter is what might be called the sewing program or
formula®; it is generally a text quite apart from the literature of Fashion; its goal is to
outline not what is but what is going to be done; the sewing program, moreover, is not
given in the same kind of writing as the Fashion commentary; it contains almost no
nouns or adjectives, but mostly verbs and measurements. @ As a shifter, it constitutes a
transitional language, situated midway between the making of the garment and its being,
between its origin and its form, its technology and its signification. We might be
tempted to include within this basic shifter all Fashion terms of clearly technological
origin (a seam, a cut) , and to consider them as so many translators from the real to the
spoken ; but this would ignore the fact that the value of a word is not found in its origin
but in its place in the language system; once these terms pass into a descriptive
structure, they are simultaneously detached from their origin ( what has been, at some
point, sewn, cut) and their goal (to contribute to an assemblage®, to stand out in an

ensemble ) ; in them the creative act is not perceptible, they no longer belong to the

®  HE&A AR (Jakobson ) $L 4% 6 17 3 A~ 1) 1) 5 SC R 1 8 4 1% R 6L 2 (] f) b A %2 2 ( Essais de linguistique
générale, Paris, Editions de Minuit, 1963, chap. 9), XH  FA1H A T X0 & L.

@ sewing pattern: il & 4EH, T A 4EHE

®  schematic: P, BRI

@ substratum: B2, JCJ BER, B2

() accentuation: 9 ; TiE,

©® formula; Jrgg; A5, HEN,

@ ol " HEFT A AR R T RS Y RN AR ) A i LR AR AT E AT, O AR LT 3 K JH I 1
JEK " X R — R E S

® assemblage: 17, 24 3L 41 IRAI ZAR S
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technological structure and we cannot consider them as shifters. © There remains a third
translation, one which allows the transition from the iconic structure to the spoken
structure,, from the representation of the garment to its description. Since Fashion
magazines take advantage of the ability to deliver simulianeously messages derived from
these two structures—here a dress photographed, there the same dress described—they
can take a notable shortcut by using elliptical® shifters; these are no longer pattern
drawings or the texts of the sewing pattern, but simply the anaphorics of language, given
either at the maximum degree ( “this” tailored suit, “the” Shetland dress) or at degree
zero (“a rose stuck into a belt” ). ® Thus, by the very fact that the three structures have

well-defined translation-operators at their disposal, they remain perfectly distinet.

Questions for Discussion
1. What are the difference between Image-Clothing and Written Clothing?

2. What are the functions and features of Real Clothing?
3. How do you understand the three thrifters defined in this article?

[Ai%EA ]
Barthes, Roland. (1990). The Fashion System. Trans. Matthew Ward, Richard Howard. University of
. California Press. 3-7.

D TR TAT IR F R A 1 LG R R 3 e A B S M ST
SRITT, S5 |, INCRe H SRR B A 0 T A BRAE : BEANE R T UEIRFR AT AH 15 A4 A e 1 A i A 7 i 20
EREE .

@2 elliptical : 25 W&,

anaphoric: PIBEA ; MM, HiH8 ; 98K . Anaphora: 4% HIH 5 2F AW R HR/K (L. Tesnieres) (LY, 1Y

TS (Anaphora) * - /MBUAT RIS S5O RN FE PR SIEBE” o JR IR A" RO M2 LA

ERIPER R AHETA] AT, X AN S5 Z [ A7 A Al HL R SR ph %€ o (Eléments de syntaxe structurale,

Paris, Klincksieck, 1959, p.85)
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The Fashion System

Grant Mccracken
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AXBREEFPERXARD T RXAUBE A AR MERAFTEX RGN LRREE
BHR, NTERIAX ARG ERPRREL, A BT EXRL) FHH &L
HEMHERPE THEERATEX ARG EALSHEXKRE HORERE
BEMN AHERPEXBANTAEEADNT ZABERME: T2 . HHEKELX
Mt R HEX KA E R TR EXEXNECEAEMUE, o
i R 7 KR e B R R RS S 3 5 R R i AL S8 e e ML R U A B R o Mok, BE
BRU-—BEFHFXRAHFOXAEL, TAHRAEZ b & L 4 (Opinion
Leaders) " 56 JX #9 & L4 4 (Opinion Leaders)” A & 3 & & R R, A1 8 8y B & &
BRILA W ST R, B ot X TG e A SCAL R U 04 4 35, DR AL B & oy & 4 o e 1L %6 v B
EHARTEG AT TR XAEXAEAEHE. F=Z  HEERATRSE XLEX
Bel, MEU MRS T AREF X G XTER B TAMNAFHHERFRK
XA M, A2 R (R B AL R T ) A 5] R e
XAERXHEE, pERE-_THLEXETFROA L BA L AEZE-2AEA
BB ARREMEHFOXMEXAT EFHREXT 4oty T E o BN, &
BRERBRTEN, ME , XFLMHHER T ZREXEMHREARTT 2 £,
H-RHMFREHT LR MR RE L NER, XEAXREE &8t
BEXHAEHER BT £,

Less frequently observed, studied, and understood as an instrument of meaning is
the fashion system. Yet this system, too, serves as a means by which goods are
systematically invested and divested of their meaningful properties. The fashion system is
a somewhat more complicated instrument for meaning movement than advertising. In the
case of advertising, movement is accomplished by the advertising agency and its effort to
unhook meaning from a culturally constituted world and transfer it to a consumer good
through the means of an advertisement. In the case of the fashion system, the process
has more sources of meaning, agents of transfer, and media of communication. Some of
this additional complexity can be captured by noting that the fashion world works in
three distinct ways to transfer meaning to goods.

In one capacity, the fashion system performs a transfer of meaning from the

" culturally constituted world to consumer goods that is remarkably similar in character and
effect to the transfer performed by advertising. In the medium of a magazine or
newspaper, the same effort to conjoin aspects of the world and good is evident, and the

same process of glimpsed similarity is sought. In this capacity, the fashion system takes
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new styles of clothing or home furnishings and associates them with established cultural
categories and principles. Thus does meaning move from the culturally constituted world
to the good. This is the simplest aspect of the meaning-delivery capacity of the fashion
system and the one, ironically, that Barthes (1983 [ 1967 ]) found so perplexing and
difficult to render plain.

In a second capacity, the fashion system actually invents new cultural meanings in
a modest way. This invention is undertaken by “opinion leaders” who help shape and
refine existing cultural meaning, encouraging the reform of cultural categories and
principles. These are “distant” opinion leaders: individuals who by virtue of birth,
beauty, celebrity, or accomplishment, are held in high esteem. These groups and
individuals are sources of meaning for those of lesser standing. It is suggested in fact
that their innovation of meaning is prompted by the imitative appropriations of those of
low standing ( Simmel 1904 ). Classically, these high-standing groups are a conventional
social elite: upper-upper and upper-lower classes. These are, for instance, the origins
of the “preppie look” @ that has recently “trickled down”® so widely and deeply. More
recently, these groups are the unashamedly nouveau riche® who now predominate on
evening soap operas such as Dallas and Dynasty and who appear to have influenced the
consumer and lifestyle habits of many North Americans. Motion picture and popular
rr‘lusi(: stars, revered for their status, their beauty, and sometimes their talent, are also
the occupants of this relatively new group of opinion leaders. These groups all invent
and deliver a species of meaning that is largely fashioned by the prevailing cultural
coordinates established by cultural categories and cultural principles. These groups are
also permeable to cultural innovations, changes in style, value, and attitude which they
then pass along to the subordinate parties who imitate them.

In a third capacity, the fashion system engages not just in the invention of cultural
meanings but also in its radical reform. Some part of the cultural meaning of Western
industrial societies is subject to constant and thoroughgoing change. The radical

instability of this meaning is due to the fact that Western societies are, in the language

@ preppie look : BIAF LR, — 20 L/ HEARRAT T2 E, EEHOR QO AT I8 G S E R A4
LR~ 2 e AR, H XA A S SRR B A A 2

@ trickle down: JBWRLNE ( Trickle-down effect, MO/ TR N i 0N ) tARAE TH 7% FEIE” ( Trickle-down
theory , MPRAEF £ 47516 8 e BUE I LR 55 ) | BB UG 56 & R ke PR TR A it D 3o 7 2% b S5
T E M 7Y R 2 s X A B R R R M, BRI ABONE ™ o A2 A8 S R i 5 e v S e A,
AR £ o A2 BEICHOR B A i 2035 4 06 2 07 08 R = B AR A ZRE L Tt Tk
B0 K BARUE , Sy 7 EE L IR K 25 £ AT TAS B TR B0 11 7 SR E T 3%

nouveau riche: < BEiE{R > B P,
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