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ABSTRACT
Between Edge and Elite: Niche Fashion Magazines, Producers and Readers

This thesis examines contemporary niche fashion magazines and uses as a case
study an ethnographic investigation of a niche fashion magazine and its producers
and readers. Fashion magazines are instrumental not only in helping readers make
sense of, understand and consume fashion; they are themselves fashionable media
that set trends in how fashion is mediated. Niche fashion magazines are a subgenre
of fashion magazines that is produced and consumed by cultural intermediaries.
They are part of a complex cultural circuit which involves their marketing,
production, circulation, textual representations and readers’ consumption. Within
this circuit values, meanings, codes, notions and practices of fashion are exchanged,
and these are the focus of this thesis.

This thesis examines the niche fashion magazine genre, addressing its
hybridised quality of art, popular culture, high fashion, elite and edge. Through
active participant observation, the case study explores the production practices and
the different economies and values that inform the encoding of fashion into the
magazine. Drawing on in-depth interviews with niche fashion magazine readers,
the thesis also explores how readers make sense of niche fashion magazines by
engaging with their symbolic value.

Within the fashion press niche fashion magazines are the focal media for the
tastemakers of fashion. Yet niche fashion magazines as an object of inquiry has been
neglected by academia, which has paid more attention to women'’s and men’s
magazines and their textual representations. A central aim of this thesis is to
contribute to an understanding of the meanings of fashion mediation with a specific
focus on the methodological integration of textual, consumption and production
analysis. By generating new insight as to how fashion is exchanged and mediated
between producers and readers of niche fashion magazines it contributes to the
study of fashion within sociology and media research.
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Chapter I

CHAPTER 1: INTRODUCTION
Introduction

Below the radar of the mainstream, but required reading for the movers and
doyennes of the art and fashion world, magazines like 032c are successfully
finding a niche while serving as a glimpse of the future of a publishing industry in
flux. Titles like ‘Purple,” from France, ‘Fantastic Man’ from the Netherlands, and
‘Self-Service’ from Paris exploit the overlapping fields of art, architecture and
music that fashion has become. They are printed on expensive stock, look like art
catalogues, sell at specialized shops across the world for prices beginning at €10,
or $13.50, and have a devout following.

(Tzortzis 2007)

Fashion magazines play a central role in circulating fashion. They are instrumental not
only in helping readers make sense of, understand and consume fashion; they are
themselves fashionable media that set trends in how fashion is mediated. The focus of
this thesis is specific subgenre of fashion magazines, which I call ‘niche fashion
magazines’, described by Tzortzis above as ‘below the radar of the mainstream’, with a
hybridised quality of art, popular culture, high fashion, elite and edge.

Niche fashion magazines are the focal media for the tastemakers of fashion.
They are also part of a highly unstable and oversaturated fashion magazine landscape.
This landscape is characterised by staff and editor mobility (Jackson et al. 2001), an ebb
and flow of titles (Braithwaite and Barrel 1988) and a constant and highly competitive
hunt for advertising revenue. Surprisingly, academia has neglected the genre and how
fashion is mediated within the alternative fashion press, paying more attention to
women’s and men’s magazines and their textual representations of gender. This thesis
is concerned with contemporary niche fashion magazines and their cultures of
production and consumption. By exploring these I aim to contribute new knowledge to
the study of fashion and media and generate new insight as to how fashion is
exchanged and mediated between producers and readers of niche fashion magazines.

Angela McRobbie (1994: 59) observes that there is, throughout cultural studies, a
distinction, a binary opposition between ‘text and lived experience’. As an attempt to
overcome this, both are explored in the thesis through integration of textual analysis,
production ethnography and reader interviews. By merging these modes of analysis,
meanings of niche fashion magazines within the whole ‘circuit of culture’ (du Gay et al.
2003) of niche fashion magazines are explored, qualified and interrelated. A central aim
of this thesis is therefore to contribute to an understanding of the meanings of fashion
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mediation with a specific focus on the methodological integration of textual,

consumption and production analysis.

Context
A visit to R.D. Franks, a specialist fashion book and magazine shop in central London,
overwhelms by the abundance of fashion magazines that mix fashion, art and graphic
design. There are the ones that have survived more than a decade such as Visionaire
(1991), Purple Fashion (1996) and Self Service (1995), and the newer ones that have
already reached cult status such as A Magazine (2004), Another Magazine (2001), POP
(2000), Fantastic Man (2005) and Love (2009). While all of them have carved different
niches of fashion mediation and pride themselves on being different, independent,
creative and conceptual, they all belong to the same niche fashion magazine culture.
Since the emergence of the women’s magazine genre in the late 17th century
(see, for instance, Adburgham 1972; Braithwaite 1995; White 1970), magazines have
been powerful channels announcing what is in fashion and shaping readers’ tastes in
fashion. Subsequent to fashion dolls, fashion magazines have historically almost single-
handedly been responsible for spreading fashion and showing new collections across
different types of readerships. However, more recently the emergence of the online
fashion press with abundant style and fashion blogs and websites such as
Showstudio.com (established in 2000) and style.com (launched in 2001) has challenged
fashion magazines’ ‘monopoly’ as fashion mediators. The online fashion press has two
major advantages over fashion magazines: they are constantly updated with news and
they are much cheaper to produce. The abundance of online fashion publishing has led
to speculations on the death of the printed fashion press. According to the Economist (27
September 2007), magazine circulation is declining as a result of the Internet, as well as
the overall recession. Braithwaite and Barrell (1988) also argue that newspaper
supplements and free magazines add competition to the magazine industry. Indeed,
fashion magazines across genres are struggling to survive; for instance in May 2009, i-D
changed its monthly frequency to bi-monthly in order to survive the ‘current economic
climate’ (Brook 2009a) and British Arena had to close in April 2009 (Brook 2009b). In
spite of this, new titles keep appearing that are either self-funded or funded by
sponsorships or advertisements. More to the point, the printed fashion magazine has
one advantage over the online fashion press: its tactile quality. The physicality of the
magazine, as will be demonstrated, is highly valuable to readers.
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Positioned at the forefront of fashion, the innovators of fashion use niche
fashion magazines as playgrounds to try out new styles of photography, styling, art
direction and models. These producers of fashion are linked via the networks and
(sub)cultures of the various niche fashion magazines they work for. It is a prestigious
and growing medium, highly influential in how fashion is consumed and produced.
The supply of niche fashion magazines has grown since the turn of the millennium, yet
little knowledge is available as to what they are and how they function in the field of
fashion. Although the magazines under study are niche media, they are tightly linked
to the wider fashion industry and do not work in isolation from the wider fields of
fashion journalism, photography, publishing and clothing trends. Thus, understanding
niche fashion magazines also casts light on the way fashion works. The producers of the
most successful niche fashion magazines are important tastemakers in that they often
also work as consultants and art directors for fashion brands, shaping what is deemed
fashionable. For instance, editor-in-chief of Love Magazine, Katie Grand, besides
working for many other niche fashion magazines, also works as a creative consultant
for Louis Vuitton, Miu Miu and Loewe. Camille Bidault-Waddington is a contributing
fashion editor of Self Service and works as a stylist for Purple Fashion as well as working
as a consultant for Marc by Marc Jacobs, Sonia Rykiel and Pucci. Mathias Augustyniak
and Michael Amzalag, who run the art direction and graphic agency M&M, work as
creative consultants for Vogue Paris, the designers Yohji Yamamoto and Martine Sitbon
and the photographers Inez van Lamsweerde and Vinoodh Matadin, who in turn are
responsible for ad campaigns of, for instance, Balenciaga. These producers are thus
responsible for the making of high fashion trends, which later in the fashion cycle are
emulated into the high street. The culture around niche fashion magazines can be said
to function as a ‘fashion incubator’ that turns out fashion trends, which affect the wider
trends in fashion clothing, styling, photography, beauty ideals, art direction and
graphic design. The reach and significance of niche fashion magazines therefore go
beyond the magazines and affect the wider field of fashion. By understanding the
production, consumption and textual qualities of these magazines, this thesis creates
knowledge of the value system that underpins them, which is relevant to
understanding the wider impetus and stimulus of fashion trends and the field of
fashion.

DANSK Magazine, the case study of this thesis (See Chapter Five), was, at the
time of fieldwork, a well-established Scandinavian niche fashion magazine but it has
since gained a better position internationally. DANSK is significant for its reproduction

of the field’s shared values and, like most other niche fashion magazines, its producers

10
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also work as creative consultants and important tastemakers in Denmark, and DANSK
is thus representative of the production and consumption practices central to the niche
fashion magazine culture.

Niche fashion magazine exposure is valuable branding and functions as ‘look
books’ of producers and contributors’ work, providing a reference point as well as
working tool for the movers and shakers of the field of fashion. In an increasingly fast-
paced fashion industry the high street label Zara has 20-odd annual packs (mini
collections), while the high-fashion label Chanel does more than six annual collections
(pre-fall, fall, haute couture, pre-spring, spring/summer and cruise collections).
Alongside this speeded up production, Internet sites and blogs offering up-to-the-
minute news, niche fashion magazines represent a potential slower consumption of
fashion. While the Internet, fashion blogs in particular, is gaining grounds in the field of
fashion, this thesis shows that magazines are highly important to the readers who
treasure them as material and symbolic objects. Exploring the materiality of niche
fashion magazines is important at a time where digital mediation seems to replace
much ‘material’ fashion mediation. With their limited print run, rarer frequency and
expensive production, these exclusive magazines represent the haute couture of the
fashion press. Their position outside the Internet is also part of the magazines’ own

justification. For instance, editor-in-chief Olivier Zahm writes in his editorial note of

Purple Fashion:

As an independant [sic] magazine, it has maintained a commitment to artistic
individuality, integrity and intelligence. So we also resist the drift towards the
Internet, the future home of magazines and practical consumption, in preference
for art’s unpredictability and a sense of true fashion design.

(Purple Fashion, issue 4, fall-winter 2005 /06:18)

Besides offering an alternative to the Internet, Purple Fashion’s rationale is to not cater to
practical consumption. Instead niche fashion magazine consumption, as this thesis will
show, is highly symbolical and it is precisely their symbolic value that sets niche

fashion magazines apart from most other genres of fashion magazines.

Aims and Objectives
Niche fashion magazines make up a whole magazine culture of production,

representation and consumption. The aim of this thesis is to explore the values, codes
and meanings that are exchanged and shared within the niche fashion magazine circuit.
What is it that these magazines offer? What kind of fashion culture do they belong to?

11
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How do they become meaningful to their readers? What practices and values underpin
their production? What cultural meanings circulate within and across the magazines,
from the producers to the text and to the readers? How do readers understand the
producers of niche fashion magazines as well as other readers? And how do producers
relate to their readers as well as other producers? This thesis seeks to answer these
questions. This introductory chapter, besides introducing the aims and context of the
thesis, also defines the concepts that are used throughout: ‘mediation’ ‘magazine

culture’, ‘field of fashion’ and ‘value’.

Thesis Structure
The thesis falls into nine chapters, which all explore the various ‘cultures’ (a concept I

define below) involved in niche fashion magazines. Chapter Two reviews the literature
on magazines, focusing on women’s magazines, men’s magazines and fashion
magazines as well as the literature on fashion writing. It pays attention to the
methodological shifts within the field and points out the gaps which this thesis hopes to
bridge. Chapter Three provides the methodological framework of the thesis and
outlines the methods used, as well as providing critical reflections on my position in the
field. Chapter Four attempts to define the subgenre of niche fashion magazines. With a
starting point in the style magazines of the 1980s, it discusses the emergence of the
genre and, by drawing on theories on postmodernism and the work of Pierre Bourdieu
(1993a), among others, it seeks to understand how niche fashion magazines straddle the
various genres, styles and logics of art and commerce, among other sectors. Lastly, it
provides two case studies of key examples of the niche fashion magazines genre: glossy
niche magazines and art fashion magazines, which represent different styles, such as
irony and art, and underlying beliefs connected to various cultures and geographies of
the magazines. Chapter Five focuses on DANSK Magazine, the specific case study of
this thesis. It examines its visual identity, fashion spreads and fashion writing and sets
the framework for the following chapters, which offer close readings of the production
and consumption of DANSK. Drawing on ethnographic participation in the making of
DANSK magazine and Bourdieu’s field theory, Chapter Six explores the production of
DANSK outlining both the organisation of work and the various values, codes and
practices that inform how the editors put the magazine together. The findings of in-
depth interviews with DANSK readers is the focus of Chapter Seven, which pays
attention to the symbolic consumption of DANSK and other niche fashion magazines,

and it also examines how readers understand the boundary of their ‘reader culture’ and

12
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how certain vehicles such as models, clothes and ads are key parts of their meaning-
making. Chapter Eight follows suit with an analysis of readers’ consumption of DANSK
in relation to the physicality of the magazine and makes a case for the interrelation
between the material culture of the magazines and readers’ symbolic appropriation of
them. Chapter Nine is an extended conclusion that attempts to join the various
moments of production and consumption, in a discussion of the meanings and

significance of niche fashion magazine cultures as well as suggest avenues for future

research.

Definition of Concepts
Four notions are repeated throughout the thesis: ‘mediation’, ‘magazine culture’, ‘field

of fashion’ and ‘value’. This section seeks to define what these notions refer to.

Mediation
Defining mediation is not an easy task, as it is a highly complex word to which a range
of conflicted meanings have been attributed (Williams 1988). In cultural theory,
mediation refers firstly to ‘the way human relations are “mediated” by social
conventions, ideology, class, gender etc.’, and secondly it refers to ‘the way mass media
“mediate” and thus filter and shape the transmission of information’ (Milner and
Browitt 2002: 234). It is useful here to consider mediation as ‘a means of transmission,
or agency as a medium’ (Williams 1988: 204). In this sense, mediation covers
‘intermediate agency, from material things ... to mental acts’ (Williams 1988: 205).
Mediation is also a substantial interaction in itself, which is not a ‘neutral process of
separate forms, but an active process in which the form of mediation alters the things
mediated or by its nature indicates their nature’ (Williams 1988: 205). In relation to
mediation, understood as the interaction between two opposites, ‘mediation is in the
object itself, not something between the object and that to which it is brought. What is
contained in communications, however, is solely the relationship between producer
and consumer’ (Theodor Adorno, cited in Williams 1988: 206). Referring to objects of
art, Adorno sees objects as ‘mediated’ by social relationships but they should not be
reduced to this relationship between, for instance, producers and consumers, as objects
constitute a form in themselves.

Keeping this set of definitions in mind, I use ‘mediation’ to refer to a process in

which meaningful objects, such as magazines, images and texts, and values, beliefs,

13
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ideas and meanings are transmitted between agents and institutions. What is mediated,
the magazine and the encoded values, is not neutral, but both informs the mediation
and is informed by the socio-cultural relationships between transmitters and receivers.
Specifically, mediation occurs between producers and readers, with the magazine being
the object that connects them. Writing on advertising, Anne Cronin (2004) argues that
mediation is not a single action but takes place at the same time between multiple
spaces and agents involved in the same production, such as different practitioners
involved in an ad campaign or the production of a fashion magazine where art
directors, writers, photographers, retouchers and proofreaders all perform what she
refers to as ‘multiple regimes of mediation’. In view of this, mediation within and
across niche fashion magazines is not a single act but occurs from different interrelated

sites. I will pursue this in Chapter Six on the production of niche fashion magazines.

Magazine Culture
‘Culture’ has been widely studied. In defining how culture is used in the present thesis,

I draw on a range of approaches which are united by their focus on ‘shared meanings’
(Hall 1997: 1) and practices. Before doing this I would like to introduce briefly two
contrasting definitions of culture, as they are central to the discussion of the nature of
what I call the niche fashion magazine culture. In the tradition of ‘Kulturkritik’ (Milner
and Bronwitt 2002: 8) of the German Frankfurt School, culture is viewed as elitist and
refers to the arts and artistic and intellectual activities; in other words ‘culture’ is taken
to refer to refined and high culture. The other approach comes from a British cultural
studies tradition and Raymond Williams, who saw culture as a ‘way of life’. Turning
away from cultural elitism, he announced that ‘culture is ordinary’ (Williams 1997: 5).
In this sense, ‘culture’ is attached to shared meanings and the specificity of a group of
people, a lifestyle or a period in time and is often synonymous with ‘popular culture’.
These two approaches and the debates on high culture versus popular culture were for
many years at the centre of the definitions of culture, especially within theories on
postmodernism. While contemporary culture is certainly a mix of both popular and
high culture, a tension between them still applies. As explained in Chapter Four,
contemporary niche fashion magazines indeed mix the cultural codes of the elite and
the popular but a distinction between the two approaches is also played out within the
niche fashion magazine genre. Its members engage in cultural gatekeeping, restricting
access to the culture by using elitist codes. This topic is discussed further in Chapter

Nine.
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Culture is a socio-cultural construction, created by its members. Williams (1997;
6) argues that culture has two aspects: ‘the known meanings and directions, which its
members are trained to; the new observations and meanings, which are offered and
tested’. This implies practices, meanings, traditions and values that are shared by
groups of people as well as how this culture changes as new observations are made
meaningful. The idea of learned meanings through the acquisition of shared knowledge
is central to how culture is applied in the thesis. Drawing on the work of Williams and
Hall, Patricia Curtin and Kenn Gaither (2007: 35) define culture as follows: ‘Culture is
the process by which meaning is produced, circulated, consumed, commodified, and
endlessly reproduced and renegotiated in society’.

Bearing in mind the idea of culture as a process of production, consumption and
circulation of meanings, I now turn to the work of Michel Maffesoli (1996) and Arjan
Appadurai (1996). Although they are not directly referring to culture in their work on
disindividualisation in contemporary society and globalisation respectively, they
provide a helpful framework for understanding how magazine circuits constitute
cultures. The work of Maffesoli relates to subcultures and style cultures (Hall and
Jefferson 1976; Hebdige 1979; Muggleton 2000; Thormnton 1995) inasmuch as he
addresses social groupings that, among other things, are tied together by a shared
aesthetic. But where his work departs from the early work on subcultures is that he
does not focus so much on style as resistance to hegemony or as relating to class, but on
the feeling of togetherness. In addressing how people relate to each other in
metropolitan areas, Maffesoli (1996) refers to the notion of neo-tribalism, where people
belong to various tribes. Neo-tribes are small micro-groups in which members share a
common space either real or virtual (through the Internet). Unlike classical tribalism,
Maffesoli (1996: 76) argues that neo-tribes are characterised by ‘fluidity, occasional
gatherings and dispersal’ in which people can belong to plural tribes at the same time.
Central to the concept of the tribe is the everyday, which links to Williams’ concept of
culture as ordinary; a way of life. Tribes are temporary in the sense that they are played
out by people creatively, as the different shared lifestyles are created by their members.
Maffesoli criticises the concept of the individual, referring instead to the ‘persona’,
which is the mask an individual takes on in order to blend in and adapt to situations
that are acted as a group. The notion of culture, if seen with the eyes of Maffesoli,
relates to everyday creation, rather than the elite and refined. Aesthetics play a
significant role to neo-tribes. Maffesoli argues that ‘aesthetic is a way of feeling in
common’ (1996: 77). So the way we dress, our appearance, our lifestyles and the fashion
magazines that we read link us and ‘act as the glue’ (Maffessoli 1996: 77) to the feeling
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of tribal togetherness. Within tribes certain rituals are performed as confirmation of
membership, with the sole purpose of asserting the small group against the large
group. Maffesoli’s work on tribes is useful to this thesis as it pays attention to the sense
of togetherness and the shared aesthetic practices members, producers and readers feel
within the niche fashion magazine culture.

Arjun Appadurai’s (1996) term ‘mediascape’ is also useful as it reminds us that
global distribution of media connects people in sites across spaces and communities.
The suffix ‘scape’ refers to ‘imagined worlds’ (1996: 33) within the global economy
where electronic and print media become ‘a text-in-motion’ (1996: 9). Appadurai uses
the term mediascapes to refer ‘both to the distribution of the electronic capabilities to
produce and disseminate information (newspapers, magazines, television stations, and
film-production studios), which are now available to a growing number of private and
public interests throughout the world, and to the images of the world created by these
media’ (Appadurai 1996: 35). Central to the concept is that the media in global
landscapes is fluid and it crosses global and local boundaries. Following Appadurai,
international niche fashion magazines reach and connect people globally and are
instrumental in the creation of imagined communities of readers and producers. I
discuss the concept of mediascapes in Chapter Seven in relation to the local / global
context of DANSK magazine and how its readers relate to this.

An influence on the methodological design of this thesis, and on the way I use
the term ‘culture’, is the concept of ‘circuit of culture’ (Johnson 1986; du Gay et al. 2003).
It refers to the fact that magazine culture, and the way meaning is constituted within
this culture, cannot be understood without looking at the whole circuit through which
the magazine passes. The circuit of culture includes five moments: regulation,
production, consumption, representation and identity. These together provide ‘a shared
cultural space in which meaning is created, shaped, modified, and recreated’ (Curtin
and Gaither 2007: 37-38). While there is no beginning or end, the various moments are
distinct and important to the production of cultural meaning. Within the circuit of
culture model the emphasis is thus on culture as a process. This thesis looks at the three
key moments of such a culture: representation, production and consumption.

The above notions and definitions all make up the concept of ‘magazine
cultures’, which is referred to throughout the thesis. This refers to co-existing imagined
and real communities, in which everyday magazine consumption and production
practices are made meaningful through shared values and practices that are both elitist
and popular. On the formation of nationalism, Benedict Anderson (1991: 6) argues that
one of the features of a nation as a community is that it is imagined, because ‘members
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even of the smallest nation will never know most of their fellow-members, meet them,
or even hear of them, yet in the minds of each lives the image of their communion’.
Drawing on Anderson’s concept, what unites readers and producers of magazine
cultures is not their face-to-face interactions, but, connected in mediascapes and
through mediated communication, their capacity to create and imagine a community,
club or togetherness with likeminded people. However, the magazine culture also
involves actual communities. Readers do sometimes come face-to-face, physically
joining together in reading magazines or discussing them with friends and colleagues,
as Chapter Seven shows. Moreover, the production of a magazine involves close
collaboration between editors and contributors in real communities.

Following Maffesoli’s (1996: 77) idea that "aesthetic is a way of feeling in
common’, magazine cultures provide a temporal, real or imagined space and networks,
which are interrelated articulations of cultures, where readers and producers share
meanings and values. I also use the terms ‘reader culture’, ‘cultures of consumption’,
‘production culture’ and ‘cultures of production’, which refer to the shared meanings
and values within the community of readers and producers respectively; the various
moments of the circuit.

Lastly, although writing about ‘the death of the author’ and the reader’s
autonomy of meaning-making, Roland Barthes (1979b) reminds us of the importance of
the text: ‘the text is a tissue of quotations drawn from innumerable centres of culture’
(1979a: 146). What we can gain from Barthes is that in order for any sense-making to
occur, the textual ‘tissue’ must exist. Culture, if it is defined as real and imagined
communities in which people share meanings and values through practices, thus also
rests on things, in this case magazines, to bind it together. Chapter Six discovers how
producers orient themselves towards other producers by means of the magazines, as
well as the shared practices employed across magazine production. Chapter Seven and
Chapter Eight show how readers construct and create memberships, in-groups and
communities through the reading and display of niche fashion magazines. And lastly,
as I will argue in Chapter Nine, readers and producers through their professions and

set of shared values join in the same niche fashion culture.

Field of Fashion

Another notion I refer to throughout the thesis is ‘the field of fashion’. The notion of
field draws directly on Bourdieu’s sociological concept (see, for instance, Bourdieu
1993b). There are other key terms central to Bourdieu'’s field theory, such as habitus,
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taste, distinction and capital, which will be accounted for in Chapter Six. With his field
theory, Bourdieu attempts to overcome the opposition between objectivism and
subjectivism. By ‘fields’ he means ‘structured spaces of positions’ (Bourdieu 1993b: 72),
which is a social arena where struggles or competition for resources and access take
place (Jenkins 1992). There are different fields, such as the field of religion, the field of
philosophy and the field of fashion. Key to understanding any field is that within these
social spaces there are different rules and laws that organise them: ‘In order for a field
to function, there have to be stakes and people prepared to play the game, endowed
with a habitus that implies knowledge and recognition of the imminent laws of the
field, the stakes, and so on’ (Bourdieu, 1992b: 72). So a field is a social arena in which
the ‘players’ accept and understand the game.

In drawing on Bourdieuian theory, Agnés Rocamora (2009: 28) offers a useful
definition of a field, as ‘a semi-autonomous structured space of positions defined by
specific rules of functioning, values and principles, and the existence of consecrated
institutions involved in the promulgating and legitimating of such rules and values’.
Players in the field, field members and aspiring field members need to reproduce the
stakes, logic and values specific to the field to uphold the field. Members of the field of
fashion need to accept, and thereby reproduce, the idea that fashion is driven by change
and distinction, which informs the different strategies and practices used. Central to the
field of fashion, as to any field, is the hierarchical relation between players such as
magazine editors, photographers, models, stylists, designers and shops — where some
are more established and powerful and others are aspiring players, who Bourdieu calls
‘newcomers’. The established players want to maintain their position by ‘conservation
strategies’ and the newcomers and pretenders try to gain a footing by ‘subversion
strategies’ (1993b: 133). Bourdieu (1993b) and Bourdieu and Delsaut (1975) also chart
the different strategies and positions between the designers of the field of French haute
couture in the 1970s.

The term ‘field of fashion’ could be replaced with the more general ‘fashion
industry’, but this does not encapsulate the hierarchies and struggles among the agents
and institutions that Bourdieu’s notion entails. When I refer to the field of fashion I thus
mean the particular social space in which agents (such as photographers, models,
fashion designers and fashion journalists) and institutions (for example the advertising
economy, and freelance culture) accept the beliefs that underpin the field, such as
aesthetic change and distinction.

There are some limitations to Bourdieu’s structuralist approach. By focusing on
the homology between high culture and high fashion his field theory, as Rocamora
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(2002) argues, ignores mass fashion. More generally, he reduces processes of
production and consumption to class differentiation and manifestations of distinction
and does not pay attention to the materiality of consumption (Rocamora 2002).
Reducing the production and consumption of culture to overly deterministic social
structures, governed by calculative strategies, leaves little room for the disinterested
and spontaneous creativity that may be involved in it. This will also be discussed in
Chapter Six. Yet in spite of these reservations Bourdieu’s work offers a useful

framework for understanding the social processes involved in consumption and

production of niche fashion magazine culture.

Value
A key notion that is used is ‘value’. This is closely linked to ‘mediation’, ‘magazine
culture’ and ‘field of fashion’. How does one define value? Grant McCracken (2005: 175)
argues that an exhaustive definition of value does not exist. Simply, value denotes
‘worth’, ‘quality’, ‘price’, ‘significance’ and ‘attraction’. Intrinsic to both magazine
culture and field of fashion is the shared meanings and values and the belief in them.
Appadurai (1986: 3) argues that ‘value is embodied in commodities that are exchanged’.
The exchange can be of material or symbolic value. Regardless of which, the value of
something is not inherent, and in order for something to become valuable, it must be
created and recognised collectively as valuable. Value is socially constructed and can
change over time. Furthermore it is culture-specific, as different groups of people hold
different types of values.

In his work on fashion writing, Roland Barthes (1985: 24) argues that fashion is
‘pure value, it cannot produce clothing or constitute one of its uses’. To Barthes the
value of fashion lies in its detachment from its use value; fashion is a value in itself,
which is bestowed on the object. This type of value is produced symbolically. In a
similar vein to Barthes, Bourdieu and Delsaut (1975) describe value in relation to
fashion designers and their labels. They argue that the value of a designer’s label is
symbolic and that the label bestows value to the designer’s name via symbolic
production, which they call ‘transsubstantiation’ (Rocamora 2002). Bourdieu and
Delsaut use the Christian concept of communion, in which there is a change of
substance of bread and wine into the body and blood of Christ, to explain the symbolic
production of a cultural product. Symbolic production is the ‘production of beliefs in
the values’ (Rocamora 2002: 349) of the work. Thus, the production of value is

dependent on a shared belief in it.
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In terms of the Bourdieuian framework, value is a symbolic attribution but one
must not ignore the material culture, the actual status or economic worth of the object
in the creation of value. Central to my usage of the term ‘value’ is that it is a symbolic
resource shared by players, such as editors, photographers and fashion writers, in the
field of fashion. Within the niche fashion magazine culture certain valued objects and
practices are specific to that culture. As Chapters Six and Seven will show, the
underlying values of the niche fashion magazine culture are exclusivity, rarity and

timing, which are shared across producers and readers.

Conclusion
In developing my theoretical framework I draw from a range of different approaches.

All the concepts — mediation, culture, field of fashion and value - support the analysis
of the practices and meanings of niche fashion magazines and their production and
consumption. Producers and readers are tied together by the shared, real and imagined
space of the niche fashion magazine ‘culture’ in which shared values are circulated and
reproduced. While popular culture is central to niche fashion magazines, the nature of
the niche fashion magazine culture is as elitist as it is difficult to access, as I will show in
Chapter Four and Chapter Seven. ‘Mediation’ is the process in which magazines’
meanings, values and beliefs are transmitted and circulated within the magazine
culture. The process of mediation is informed by the different socio-cultural
relationships involved in the transmission: producers in relation to other producers, the
relationship between producers and readers and vice versa, and the relationship
between readers are the focus of this thesis. The niche fashion culture where the
mediation takes place is also informed by the logic of the ‘field of fashion’ in which
certain logics and practices are taken for granted and internalised. Members of the field
of fashion know the stakes and compete for the same positions, reproducing the laws
and acting on ‘conservation strategies’ or ‘subversion strategies’ depending on their
position. Underlying mediation, culture and the field of fashion are a set of symbolic
values, such as exclusivity and newness, specific to niche fashion magazine cultures.
With the aim of expanding our understanding of fashion magazines, this thesis
focuses on the magazine cultures of niche fashion mediation. It specifically explores the
representation, creation, production, reception and consumption of meanings, values
and beliefs involved in the culture of niche fashion magazines. This project is concerned
with fashion as a shared, mediated and aesthetic meaning and thus aims at contributing

to the study of fashion within sociology and media research.
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CHAPTER 2: REVIEWING THE MAGAZINE LITERATURE

Text, Readers and Production

Introduction

Magazines (...) are vectors of pleasure, they encourage the acquisition of knowledge,
they may play an important role in the formation of identity, they are open to resistant
readings, they easily encompass and incorporate flexible and varying conditions of
consumption and production, and they form a readily accessible community focus. All
this rolled into a highly successful cultural form - yet it is a form which scholars have,
with a few exceptions, tended to underestimate and overlook. (Holmes 2008:

introduction)

Although fashion, both as a dress practice and as a system of meanings, is
increasingly studied within an interdisciplinary field of academia, the fashion press,
as well as magazines more generally, remains relatively under-researched, as
Holmes (2008) argues above. As a media product, fashion magazines are part of a
complex cultural circuit which involves their marketing, production, circulation,
textual representations and readers’ consumption. Within this circuit values,
meanings, codes, notions and practices of fashion are exchanged, and these are the
focus of this thesis. Understanding this circuit, but most importantly the codes
through which values and notions of fashion are mediated, consumed and
produced, will shed light on the wider niche fashion magazine culture.

The small body of existing research on fashion magazines is dominated by
content and discourse analysis and semiotic work on women’s magazines, with a
focus on the written words and images of fashion (Barthes 1985 [1967]; Jobling 1999;
Koénig 2006; Rabine 1994; Rocamora 2006). There is some research into the
production of fashion magazines (see, for instance, Braithwaite and Barrell 1988;
Moeran 2006a; Gough-Yates 2003) and the consumption and reading of women and
teenage magazines (see, for instance, Crane 1999; Frazer 1987; Hermes 1997; Lewis
1997). Work on women'’s magazines and men’s magazines employs different foci
and approaches fashion very differently. While research in the form of textual
analysis of women’s magazines is prominent (Ballaster et al. 1991; Ferguson 1983;
Gough-Yates 2003; McCracken 1993, 1982; McRobbie 1978, 1996, 2000; Winship
1987), scholars of men’s magazines (Edwards 1997; Crewe 2003; Jackson et al. 2001;
Mort 1996; Nixon 1993, 1997a, 2003) combine textual analysis with a focus on the
producers of magazines.

Through reviewing the literature on women'’s, men’s and women’s fashion
magazines, it becomes clear that what is missing is a methodological integration of
textual, consumption and production analysis with specific focus on fashion and its
meanings. With the exception of Jackson et al. (2001), scholars fail to integrate the
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complexities and interrelationship between the production of the meanings of
fashion into the magazine, the magazine codes and the ways these meanings are
consumed, appropriated and activated by the readers.

Moreover, scholars tend to explore the same titles, high-end glossies, teenage
and men’s magazines. Thus, analyses of Vogue, Cosmopolitan and Jackie or GQ, loaded
and FHM, which are produced by large publishing houses and often published in
various national versions internationally, are prevalent. With a few exceptions such
as Eugénie Shinkle’s (2008) anthology on the reading of contemporary fashion
photography, contemporary niche fashion magazines have not, on the whole, been
explored by researchers.

Judging by the continuous emergence of new titles, niche fashion magazines
are growing in numbers, but research has not yet examined the genre and the
people who produce and read them. For this reason, this chapter examines the
existing research into men’s and women'’s fashion magazines as well as research on
fashion writing. When analysing the academic research on magazines a picture of
methodological trends emerges. The research traditions fall roughly into three major
strands: textual, consumption and production analysis. For the purpose of clarifying
these methodological approaches, the following review is divided into three
sections: textual analysis; reader ethnography; and production analysis. The idea is
not to force scholars into a fixed methodological matrix, but to present their key
arguments in relation to their main methodologies. Key texts, including Barthes’ The
Fashion System (1985[1967]) and Joke Hermes’ Reading Women’s Magazines ([1988]
1997) will be analysed in detail. Key audience (Radway 1991; Ang 1996) and
reception studies (Hall [1979] 1996) will also be examined to contextualise shifts in
the research on magazines. The final section of this chapter addresses research on
the circulation of meanings and the ‘circuit of culture’, which integrates text and
lived experiences of consumers and producers. The focus is on key contributions
that examine circulation of meanings (du Gay et al. 2003; Hobson 1982; Jackson et al.
2001; Morley 1992).

Textual Analysis

Textual analysis is by far the most widely used approach to study magazines. This
approach investigates the representations of editorial and advertising images and
written texts, focusing on the meanings encoded within these sites of discourse.
Within the textual approach, three ‘traditions’ prevail: the first is concerned with
feminist readings of oppressing images of commercial and normative femininities,
which are deemed harmful to women. The second is a semiotic reading of fashion
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magazine journalism, as part of the mediation of fashion. Lastly, male scholars,
examining new forms of masculinity within men’s magazines, are noticeably
celebratory of the genre and are more interested in the ways in which the magazines
construct new forms of masculinities.

Much second-wave feminist criticism of women’s and fashion magazines
rests on Marxist-informed arguments: magazines promote commodified desire,
increase consumption (McCracken 1993: 299), encourage commodity fetishism
(Rabine 1994: 73) and obscure the fact that they are themselves commodities which
reproduce the ideology of capitalist society (McRobbie 2000 ([1978]: 73). Advertising
in women’s magazines is particularly criticised in Ellen McCracken’s semiotic
analysis of women’s magazines (1993). The purpose of her research is to reveal the
advertising nature of women'’s magazines. She critically highlights the fact that
magazines’ structures are dependent on advertisements and that the editorial
content is adjusted according to advertisements. The existence of magazines is
based on advertising revenues, and the exchange of revenue for editorial features is
a common practice across magazines cultures. This ‘advertising culture’ is
problematic to McCracken, as its ‘primary message — that women should buy
certain products - is encoded in numerous subtexts or secondary meaning systems
that frequently induce insecurities while simultaneously creating pleasure’ (1993: 4).
She outlines the various categories of advertising, such as covert, overt, tie-ins and
advertorials. In a footnote of her work (p. 306), McCracken refers to the responses of
34 undergraduate students at the University of Massachusetts with whom she has
discussed Cosmopolitan. They find it pleasurable; one reader likes ‘the smell of the
printed page’ (p. 6) and another gains what McCracken labels “utilitarian pleasure’
(p. 6) from magazine ads as they help her compare products. While McCracken in
passing discusses the students’ reading of Cosmopolitan, she emphasises a ‘”text-
centric” analysis’ (p. 301) of women’s magazines, as her aim is to go beyond readers’
pleasures to understand the commercial culture that underpins most magazines and
she wants to carry out oppositional reading of magazine texts. Though McCracken,
like most of the second-wave feminists, acknowledges the pleasures of magazines, a
methodological issue arises from her work. Meanings are not locked inside the text
waiting for the academic analyst to unlock them through semiotic readings. Not
only does semiotic reading privilege the insightful analyst's reading over readers’;
what is more, the methodological assumptions imply that readers fall victim to false
consciousness.

It is in Marjorie Ferguson'’s Forever Feminine. Women's Magazines and the Cult
of Femininity (1983) that women’s magazines receive most criticism. In drawing on

Durkheim, Ferguson argues that women’s magazines construct and reproduce
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dominant representations of femininity, which she refers to as the ‘cult of
femininity’, (1983: 5) which are shared and maintained through the readers’ rituals
of consumption. She contends that women'’s magazines are oracles that carry sacred
messages about femininity. The editors are the high priestesses who select and
shape the cult, and the readers are ordered to perform the ‘rites’, ‘rituals’ and
‘sacrifices’ (Ferguson 1983: 7). Women’s magazine mediate ‘sacred knowledge’
(Ferguson 1983: 7) of femininity directed specifically at female readers. Ferguson
does not approach magazines through textual analysis only, but she also interviews
editors and other contributors to women’s magazines as well as observing various
stages of the production, which she was able to do through her previous job as a
journalist editing and contributing to women'’s magazines. She outlines the changes
in the messages offered in British women’s magazines and the various editorial
practices and structures involved in the production of magazines. Through, for
instance, offering recipes and self-help, the role of women’s magazines is to provide
a ‘social institution which serves to foster and maintain a cult of femininity’
(Ferguson 1983: 184). What is problematic with Ferguson’s analogy of a cult is that it
dismissively positions women as naive, uncritical and objectified consumers,
reducing them to passive consumers. In view of this, Ferguson leaves little room for
considering any potential pleasure, meaning-making agency or oppositional
reading in readers’ consumption.

Peter Corrigan (1997) examines, via the magazines’ titles and content, the
sort of woman that women’s magazines construct. He argues that women’s
magazines construct a sense of community and sameness. While aiming to explore
the consumption of women’s magazines, Corrigan, due to lack of time and funding,
instead looks at the textual construction of women as consumers. Semiotics thus
becomes the ‘easy’ option, distanced from the mess of the social world. The
methodological disadvantage of Corrigan’s work is that advertising discourses and
the themes of the features are used as representations of women’s actual
consumption of both the magazine and the products they hypothetically buy.
However, his argument on magazines’ construction of sameness and community is
interesting, and I will explore the idea of magazine membership in Chapter Seven.

Angela McRobbie’s (2000 [1978]) semiotic analysis of the teenage magazine
Jackie is also focused on the underlying ideology of teenage femininity. By
addressing its teenage readers as a unified group interested in recipes on how to get
boys, lose weight and look good, and eager to move on to the next stage of
womanhood, McRobbie argues that the discourses of Jackie leave little room for
other kinds of adolescence and femininity. McRobbie is also highly critical of Jackie’s
ability to look natural and cover the fact that it is itself a commodity, advertising for
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itself and other products. She argues that Jackie reproduces the ideology of capitalist
society and the sense of freedom it provides is an illusion. It is a leisure title that is
commercially grounded and controlled by private capital interests, which are
consumption-driven. Jackie acts as an intermediary, bridging the gap from
adolescence to womanhood by spending, and in an argument that echoes
McCracken criticism of magazine’s consumption imperative, McRobbie claims that
the readers (2000: 109) ‘are here being introduced to and educated into, the sphere
of feminine consumption’. In her analysis she introduces a ‘she’ (McRobbie 2000:
82), referring to a female reader. This ‘she’ is, in fact, a theoretical construction. No
reader ethnography or interviews are carried out and her interpretations are
assumed to be synonymous with Jackie’s readers without further substantiation of
how actual readers make sense of Jackie and appropriate it. McRobbie later revisits
this work and criticises her assumptions about Jackie readers (1996), which I will
discuss later. What is problematic with McRobbie’s early work on Jackie is first of all
her underlying assumption that the text and its capitalist and patriarchal ideology
overpower its readers. Secondly, the methodological issue is the belief that meaning
is fixed in the text. Unlike McRobbie, Elizabeth Frazer (1987) examines how teenage
girls actually read Jackie, and finds that the readers read against the grain of the
encoded ideology. Frazer argues against the ideological assumption that readers
have false consciousness and her work shows that readers are far from passive
receivers,

The studies of Ferguson (1983), McCracken (1993, 1982) and McRobbie (1978,
1996, 2000) are important works of their time, laying the foundation from which
new questions and avenues of enquiry have arisen. However, some unresolved
questions also arise from many of these early feminist readings of magazines. What
Frazer (1987) calls ‘ideology’ and Evans and Thornton call ‘ideology of femininity’
(1989: 3) are central - not the voices of the readers and their attitudes towards the
magazines or the producers’ practices and the values that they encode in the
magazines. Part of the theoretical choice is the methodological assumption that
meaning is fixed in the text, which in the case of feminism is patriarchal oppression,
and the researchers know how to unlock this and inform the readers. Although
actual reader consumption and appropriation is not their focus, qualifying their
findings with actual reading might support, challenge and give nuances to their
analysis. McRobbie is one of the most active scholars on magazines and she also
acknowledges some of the limitations of her earlier work. One of the key findings of
McRobbie’s later work (1996), as well as that of Crane (1999) and Lewis (1997), is
that younger readers may not find contemporary magazine discourses as
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problematic as older feminists, or read them both with and against the grain
regardless of their feminist or post-feminist stance.

Moreover, fashion is not the primary focus of most research into women's
magazines. Instead, the spotlight is on the construction and representation of
gender. While femininity is explored in relation to the images of fashion, other
discourses of fashion such as what fashion is about, what are its practices, how
notions and beliefs of fashion shape the consumption and production of the
magazines, and how insiders and outsiders read magazines differently have not
been examined. One reason for this is that the groundbreaking work of second-
wave feminism condemned the whole package of fashion in the 1960s and 1970s
(Evans and Thornton 1989). Feminists at the time regarded fashion as patriarchy’s
partner in crime, arguing that fashion involves imperative and manipulative
femininity, which construct a false and objectifying female identity. Fashion, in
much structuralist, textual work on women’s magazines, is seen as part of a wider
ideology, which is oppressive to women since it demands certain consumption
patterns, femininity and body types, streamlined and dressed according to fashion.
Fashion was, thus, part of the ‘ideology of femininity’ (Evans and Thornton 1989: 3).
Furthermore, feminist research coming out of the Centre for Contemporary Cultural
Studies (CCCS) in the 1970s and early 1980s, which was also shaped by the
Frankfurt School’s critical approach to the culture industries, has informed much
initial research on women'’s magazines (see, for instance, Winship 1980, 1981;
McRobbie 1978). Women's and girls’ magazines in Winship’s and McRobbie’s work
are essentially understood as demeaning to women, hurtful and consumerist; the
magazines’ meanings are understood as ‘negative’ and the scholar ’knows better’
than the readers. But as Holmes argues (2008: x) ‘gender is not the only lens through
which to study magazines’. Frazer (1987) similarly argues that magazine scholars
are too preoccupied with identifying ‘“the” ideological effect’ (1987: 411) of the
magazine on the reader, and her work on readers of the teenage magazine Jackie
shows that readers are freer than theories imply. While most feminists (Crane 1999;
Gough-Yates 2003; Hermes 1997; Lewis 1997; Lewis and Rolley 1996) do
acknowledge that magazines give women pleasure, as McRobbie notes (1996), they
have overlooked other important issues: that cultural artefacts are not ‘born” with a
fixed meaning and that readers can both actively experience pleasure and be critical
of magazines, as Lewis (1997) and Crane (1999) show.

While this thesis does not disregard these previous groundbreaking
magazine studies, which laid the foundation for magazine research, it aims to
further the study of fashion and its mediation by analysing contemporary niche
fashion magazines, shaped by complex and lived, everyday cultures of production
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and consumption. Semiotic analysis of fashion writing, as the following sections
examine, can enable analysis of the internal structures of tone, style and references
within the fashion magazine. However, it is important to link this to the whole

“circuit of culture’, to the experiences and lived cultures of consumption and

production.

Fashion Writing

With the exception of Rocamora (2001, 2006), research into fashion writing and
journalism draws on Barthes’ structuralist account of written fashion, which is
informed by Saussurean linguistics. This strand provides microanalysis of fashion
writing and fashion journalism (Borelli 1997; Konig 2006; Machin and van Leeuwen
2005; McRobbie 1998), mostly from Vogue and Cosmopolitan, focusing on cultural
encodings, lexicon, messages and references within textual representations. Thus,
meanings are extracted from within textual structures. Like feminist readings of
representations of femininity, their focus is not on the ‘lived cultures’ of reader
appropriation and production of fashion writing, but on the text as a thing in itself
and how it can be interpreted within theoretical frameworks.

Roland Barthes’ The Fashion System (1985 [1967]) has become a touchstone in
fashion studies, analysing fashion’s communicative potential. He was not, however,
the first scholar to investigate fashion magazines. The pioneer was the Lithuanian-
born French linguist A. J. Greimas. His 1949 doctoral thesis was a historic
lexicography on fashion words from the fashion magazines of the 1830s (Greimas
2000). That Greimas's linguistic contribution to fashion magazine research was not
published before 2000, and then in French only, explains why his work has been
overlooked by fashion scholars.

Barthes, informed by Saussurean linguistics, develops a highly complex and
critical discussion of fashion into a system of linguistic meanings. Drawing on
semiotic discourse analysis of a sample of French women'’s fashion magazines, he
breaks utterances into various codes, sets and units. Barthes is not interested in
dress practices or images of fashion, but in fashion writing, as he believes fashion
does not exist unless it is described. His data sample includes the bylines, captions
and headings as well as the texts that accompanied the fashion spreads from a
year’s publication (June 1958-June 1959) of Elle and Jardin des Modes.

Barthes argues that fashion writing is based on interrelated codes. Within
these codes he distinguishes the real, physical garment, the photographed garment,
which he calls image clothing (vétement-image), and the garment written about in
magazines, which he refers to as written clothing (vétement écrit) (Barthes 1985: 3).
Barthes’ interest is in the latter, since he wants to decode the language of fashion.
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While a photograph involves multiple readings, the written word, he argues, is
more powerful and lends itself to a ‘purer’ analysis (Barthes 1985: 8), as it acts like
an authority that dictates the reading and pronouncement of fashion. Written
fashion ‘arrests’ the reading by emphasising, for example, ‘the blue silk’ or ‘the fur
trim’. It gives information by isolating certain elements and in that sense it provides
knowledge. Written clothing, consisting of vestimentary, evaluative or
circumstantial codes, transmits the sign of Fashion (Barthes writes it with a capital
F), whose authoritative language lures readers into buying it.

Barthes criticises written fashion’s lack of transparency — it is
institutionalised and a naturalised world of fashion that operates by and refers to its
own conventions. The fashion sign, the union of the signifier and the signified, is
arbitrary. It is made each year, now even more often than in 1967 as there are now
more seasons and co-existing trends, by ‘an exclusive authority’ (Barthes 1985: 215).
Gatekeepers — such as PR agents, fashion designers, trendsetters, opinion leaders
and, most importantly, fashion magazine editors and writers — make up this
authority. Barthes explains fashion’s drive for newness linguistically, as he argues
that fashion is always the same system, only its lexicon changes.

Barthes’ work is central to most subsequent analysis of fashion writing, and
his influence goes far beyond the analysis of written fashion. His argument that
fashion is a simulacrum, detached from anything original (Barthes 1985: foreword;
xii), is later revisited by Jean Baudrillard (1995, 1998), and Barthes’ idea of fashion as
a sign of play (1985: 257) and the futility of fashion (1985: 267) are also central to
Baudrillard’s criticism of post-modern fashion (1995). Barthes claims that written
fashion is powerful, since it transcends the actual garment. What is essential is the
desire and meaning that it sells (1985: foreword; xii). Furthermore, some of the ideas
presented in The Fashion System were already introduced in Barthes’ earlier work on
myth in society (1972 [1957]), where he debates how dominant, capitalist and
bourgeois ideologies are veiled and significations are naturalised, as myth acts to
disarm complexities and to make dominant values and beliefs natural and common-
sense.

In an argument reminiscent of subsequent criticism of women'’s and fashion
magazines, Barthes alleges that fashion overpowers its consumers. Barthes’
linguistic analogies are theoretical constructions that situate fashion remotely away
from any ‘lived cultures’ of production and consumption. Through them he ‘places
fashion in a vacuum’ (Wilson 2003: 57), outside actual appropriation or meaning-
making. Paul Jobling (1999) also criticises Barthes on two accounts: first, for
ignoring the photographic representation of fashion and second, for objectifying

women as the only gender of fashion.
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A host of scholars specifically explore written discourses in fashion
magazines (Borelli 1997; Kénig 2006; Machin and van Leeuwen 2005; McRobbie
1998) and in newspapers (Rocamora 2001). In her extensive examination of the
image industries of British fashion, McRobbie (1998) claims that the style of fashion
journalism has not progressed since 1967 when Barthes first analysed the language
of fashion magazines (McRobbie 1998: 153). Fashion journalism, to McRobbie,
confirms legitimate patterns of shock and newness, which are limited to what can be
fed into a fashion spread. She argues that style magazines such as i-D and The Face
may have pioneered styles of photography, but is just a ‘style’, as fashion writing
has not changed. This resonates with Dick Hebdige’s earlier criticism of The Face as
a stylistic and post-modern image surface (Hebdige 1985). McRobbie also contends
that style magazines exclude any ‘serious discussion of the social processes or
economic relations which underpin fashion as a cultural activity’ (McRobbie 1998:
154). The work of fashion photographers, stylists and journalists is left uncriticised
and their values are similarly unchallenged (McRobbie 1998: 165). While it is true
that fashion is rarely dealt with critically in the fashion press, as it is not traditional
to review fashion collections as on a par with film, theatre and music journalism, I
would argue that a serious discussion of fashion’s social processes is hardly the
fashion press’s role. Although fashion writing, and its inclusion of self-critique,
varies according to magazine genre, one can find critical treatment of fashion in the
broadsheets, such as Suzy Menkes’ work for the International Herald Tribune and in
the trade press. These points are taken up in Chapter Four when I discuss different
styles of writing and critical fashion writing in relation to defining what makes up
the genre of niche fashion magazines and their degree of independence.

Drawing on a sample of British Vogue, Anna Kénig (2006) disagrees with
McRobbie, arguing that fashion writing is not a fixed form. While the use of
imperative language and exaggerations is still dominant, Kénig shows that the
references and vocabulary have changed. She identifies a change in style towards a
larger number of shorter articles, more focus on celebrities and the increasing use of
irony (K6nig 2006: 215). This shift, however, includes a less critical tone and more
homogeneous style of fashion writing (Kénig 2006: 219), and Kénig argues that
fashion writing is often deprived of variety (2006: 220). Laird Borellis (1997)
analysis of fashion writing in Vogue forms part of Kdnig's frame of reference.
Herself a fashion writer and contributor to Vogue and style.com, Borelli, like many
others, draws on the Barthesian focus on ‘written garment’ and analyses the
individual styles of three of American Vogue's editors-in-chief. In a similar manner
as Rocamora’s (2006) inquiry on readers’ letters, Borelli is interested in the voice of
the magazines expressed in ‘Point of View’ sections, which guide the reader
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through the do’s and dont’s of the season’s fashion (Borelli 1997: 249). To Borelli,
‘Vogue speak’ (1997: 254) is exaggerated and hyphenated, and she argues, rather
predictably, that the different styles of the editor reflect how fashion is mediated
and each generates a new fashion rhetoric (1997: 258). Similarly, Machin and van
Leeuwen’s (2005) Barthes-informed paper on various global versions of
Cosmopolitan analyses a range of styles linguistically and, like Barthes ([1967] 1985),
Konig (2006) and Borelli (1997), they identify fashion’s imperative tone, always
having to be up-to-date, as well as other styles of writing which I shall return to in
Chapter Four.

Agnes Rocamora’s work breaks free from the Barthesian legacy. Her analysis
of fashion writing in the Le Monde and The Guardian (2001) and the readers’ letters in
Vogue Paris (2006) is instead framed by Bourdieuian theory. Rocamora sees the
journalistic representations of fashion as part of the symbolic production of fashion.
While the French newspaper positions fashion within high culture (i.e. high
fashion), the British discourses position fashion as part of popular culture, pop
fashion. Rocamora’s interest in cultural production is furthered in her work on
readers’ letters in Vogue Paris (2006), which reflects a French understanding of
fashion as high fashion, belonging to high culture, which is equally reflected in the
high cultural capital of the reader letters. Rocamora is significant for paying
attention to the underlying cultural values and beliefs of fashion conveyed in
fashion writing, not codes of femininity or capitalism. Her work is, thus, useful for
enabling analysis of the values and beliefs that inform the cultures of niche fashion
magazines.

Textual approaches to fashion writing on their own isolate the text from the
lived cultures of the writers, editors and institutions that produce them and the
readers that read and make sense of them. Textual analysis alone runs the risk of
what Entwistle refers to as the ‘bracketing off’ (2003: 70) of the social and actual
practices of reading, the reader’s processes of meaning-making, the larger
framework of production, and the institutions of magazine publishing. However,
used as a part of the investigation into the interrelated processes of the circuit of
fashion mediation, existing research on fashion writing is beneficial for a close

reading of fashion writing’s style and tone.

Men’s Magazines

Unlike the second-wave feminist magazine scholars, scholars investigating the
textual qualities of men’s magazines (Benwell 2003; Edwards 1997; Mort 1996;
Nixon 1997a; Crewe 2003; Jackson et al. 2001) are more celebratory in their approach
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to fashion and the press targeted at men. Their work unpacks the codes of the ‘new
man’ and ‘new lad’ as he is represented in magazines and how new genres of men'’s
magazines that emerged in the 1980s and 1990s presented and legitimised new
territories of male consumption and identity construction. Furthermore, with the
exception of Bethan Benwell (2003), women tend to explore women’s magazines,
and scholars of men’s magazines are predominantly male. Research positions
inevitably mirror one’s own interests, experiences, sexuality, political stance and
sense of identity, and, thus, male researchers might be more inclined to read and
respond to men’s magazines. Moreover, as men historically have not been
oppressed, (male) scholars investigating representations of masculinity are less
concerned with the idea of magazines as sites of oppression. Instead scholars are
claiming men’s magazines as sites of representations of different fashionable
masculine identities.

New magazines emerged in the 1990s, and the 1980s discourses on the ‘new
man’ were replaced by the ‘new lad’ or ‘laddishness’ and scholars began to analyse
the shifting masculinities represented in GQ, Arena, loaded, FHM and Maxim. Where
the ‘new man’ was represented in the media as ‘sensitive’, ‘self-conscious’ and
‘stylish’ (Jackson et al. 2001: 34), the ‘new lad’ was more (hetero)sexually assertive
and was often presented and stereotyped as an unscrupulous and shameless
alcohol, football and women-consuming figure that listened to Britpop. The various
discursive constructions of masculinity found in men’s magazines as well as in the
wider press participate in the construction of new legitimate forms of masculinities.
For example, the new type of man towards the end of the 1990s was labelled
‘metrosexual’. The journalist Mark Simpson (1994) was one of the first to use the
coinage and it has since been used in the media to refer to straight men whose
grooming, appearance, self maintenance and fashion and lifestyle consumption
approximate those associated with gay men.

The first three important works on masculinity and men’s magazines
(Edwards 1997; Mort 1996; Nixon 1997a) provide a historical account of the new
men’s and style magazines that is anchored to the socio-cultural changes that took
place in the yuppie and Thatcherist decade of the 1980s. They draw on cultural
references from the time, such as the Levi’s 501 advertisements, the emergence of
new men'’s and style magazines and changing patterns of male fashion retailing and
male fashion consumption. In charting the representation of the ‘new man’ figures,
these authors employ textual analysis of magazines and draw on interviews with
magazine producers published in newspapers, press and advertising journals.
According to Edwards (1997: 76), these new magazines mediate and legitimise
consumption ‘as a socially acceptable leisure activity for men and as a symbolic part
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of a successful lifestyle’. Apart from legitimising male consumption, the magazines
educate and rhetorically create a cultural elite with matching spending patterns
(Edwards 1997), by highlighting certain products and spending cultures.

As part of the wider consumer transformations taking place at the time,
changes in men’s magazines, menswear, retail and advertising spaces, Nixon
(1997a) and Mort (1996) explore the new male readership, men’s magazine
journalism and the new visual codes of masculinities in the fashion pages of the
new magazines targeted at men in the 1980s. The entrepreneur Nick Logan, the
publisher and editor of The Face and Arena, together with graphic designer Neville
Brody and stylist Ray Petri,