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Summary of Topic

The topic will discuss how Comme des Garcon uses semiotics within their work and how they do this from the analysis of the garments they produce, use art within their work, styling of their stores and how all of these elements unify to sell their diffusion line. The objective is to break down each section and to compare and contrast other existing designers that do not fit in with the Comme aesthetic. 

















Introduction 

The purpose of this thesis is to explore how the fashion brand Comme des Garcons (CdG) uses semiotics to build their identity within the fashion world. My interest within this topic has come from how Dover Street Market in London influenced me while visiting the store in 2013. As a fashion designer I was interested in brands that challenged what is expected of fashion. For this reason I began to question why certain fashion designers brand themselves in certain ways, through clothing, their store design and the relationship with art itself. Through the use of semiotics and this initial curiosity, I was focused on how brands use these commutative signs to denote they identity. Hence, design through the use semiotics helps convey an aesthetic for brands where the consumers can build a relationship with them. 
The dissertation will use both primary and secondary research. A primary resource has been an evaluation of experience from past trips to Dover Street Market and owning the CdG wallet myself. Through the purchase of this item and buying into CdG the primary research has been to analyse and to decode the reasons behind this. Secondary research has primarily been books on theorists who write about fashion to create a background understanding of the fashion design industry. Building on this, further reference was taken from semiotic theorists such as Saussure and Peirce to understand their views on how people communicate ideas through the ‘object’. Past experiences have influenced how designers communicate their identity through different medias, which led to Manuelli who has written extensively about Dover Street Market. Even though I was able to use secondary research to reference theorists I did not use many for information connected to CdG as this was constructed through websites that either sell, display or write about fashion. This process instilled a realistic commercial view of CdG in the present day, which is a positive although negatively, these opinions do not cross-examine their work. 
Firstly, Chapter 1 will discuss Comme des Garcon’s (CdG) use of representation of French court dress and discuss their use of semiotics with reference to Saussure and Peirce to challenge perceptions. Additionally, this chapter will compare the design structure of CdG and Dior’s garments to support said arguments.
Secondly, Chapter 2, will investigate how Comme des Garcons has used art to create value within their work, with reference to Dutch Painter Rachel Ruysch; countering this argument with Charles Worth, Yves Saint Laurent, Elisa Schaparelli; moreover, referencing the myth by Barthes and comparing to Louis Vuitton. 
Chapter 3, explores the use of art gallery structures within DSM and discuss how fashion spaces emulate that of galleries by application of discourse by Michel Foucault, with comparison between Dior’s store and Comme Des Garcons. 
Chapter 4 will finally conclude with an analysis of Comme Des Garcons ‘diffusion lines’ and compare everyday lines with the more extravagant runway collections. This essay will further discuss the plain ‘classic wallet’, design choice and meaning with comparison to the Louis Vuitton’s wallet and how consumers are influenced by marketing techniques to buy into CdG, thus exploring the relationship between body and object with reference to Merleau-Ponty. 



Signs and Garments  

Comme des Garçons (CdG) is a Japanese fashion brand founded by Rei Kawakubo in 1969. [image: ][image: ]The CdG design aesthetic has been described as having “radical references, proportion, techniques and increasingly abstract shows” (Sunnucks, 2017) and their “avant-garde design [has the] ability to challenge conventional notions of beauty, good taste, and fashionability” as stated on Met (2017), therefore suggesting that CdG plays with the structures and presentation that constructs fashion. In doing so CdG understand the rules and how to break them due to fashion being a communicator of ideas. According to Barthes (2006, p.124) clothing is potentially the most basic human form of communication and that fashion is “concerned with both the body and the mind” (Bandcroft, 2012 p.15) further suggesting that fashion is a language that communicates ideas through how the garment is presented. 
Semiotic theory can be applied to the communication and context through objects, which is explored by theorists including Saussure (1916) and Peirce (1860s). Saussure states in his theory that the sign is “composed of a signifier and the signified” (Chandler, 2002 p.14). This is where the signifier is the object while the signified is the concept and ideas around the sign. While Peirce’s theory relates to how signs are “represented (the object), how it is represented (the representamen) and how it is interpreted (the interpretant)” (Chandler, 2002 p.26). Therefore Peirce’s theory takes into account the thoughts of the viewer that reads the sign, rather than that of Saussure. CdG can be seen to interpret the theories of Saussure and Peirce within their Autumn/Winter (2006) collection as seen in Fig. 1. Through the use of semiotics the audience can visually link the garment to the silhouette of French court dress within the painting of Marie Antoinette (1778) by Marie Louise Elisabeth Vigée-Lebrun within Fig.2.  This is supported by Hall (1997, p.28) who expresses that, objects can be signs as long as they have concepts and meaning attached to them through cultural codes; therefore, the concepts that surround the sign such as quality will be associated with the company CdG, although only if the audience read the garment (sign) in this way. This is dependent on the way that concepts and images are manifested in the mind of the consumer “which can stand for or represent the world enabling us to refer to things both inside and outside our heads” (Hall, 1997 p.17). Additionally, the audience will only be able to understand the messages CdG are trying to communicate with their work if audiences “decode or interpret their meaning in roughly the same way” (Hall, 1997 p.5)Fig.2. Marie Louise Elisabeth Vigée-Lebrun (1778), .Marie Antoinette
Fig.1. Comme des Garcon, (2016) Autumn/Winter 


Consequently, CdG reference the silhouette of French court dress as a way to communicate the same messages, CdG have broken the traditional codes of emphasising the womanly curves surrounding the hips. Hence, this breaks the codes that surround this particular sign as CdG’s placement of the fullest part of the garment around the shoulders. Therefore CdG are able to play with signs and signifiers, as the contents have “no absolute or fixing of meaning” (Hall, 1997 p.24), which is a recurring theme in Postmodernist theory. The Postmodernist “central goal is to put all assumptions under scrutiny in order to reveal the values that underlie all systems of thought, and thus to question the ideologies within them that are seen as natural” (Sturken and Cartwrite, 2001 p.252). Similarly this brand is challenging the preconceived concepts of how this silhouette is usually presented. In doing so playing with the “capability of the signifier itself to create new forms and indeed new rules” (Belsey, 2002 p.103). This is supported by Sturken and Cartwrite (2001, p.260), which outlines the combination of different styles with no reference to histories sense of rules which is referred to as pastiche.  The application of pastiche within CDG identity has enabled the brand to potentially challenge preconceived ideas of how garments should be worn, which adds to their identity as non-conventional. However this could be argued to break the rules of this particular silhouette’s representation as the brand demonstrates the application of the messages this garment communicates. French court dress Robe a la Francaise “was the usual apparel of upper-class women” (Delpierre, 1997 p.16) which restricted movement due to the wide paniers at the hips. By adopting these associations within Fig.1 the garment restriction in this case surrounding the arms takes up space around the “female body…in terms of form and allure, as an object before the [image: ]viewer’s gaze” (Sturken and Cartwright, 2001 p.79) and turning how the female form into an object. Additionally, directing the viewers gaze to perceive fashion as an object that is naturally unwearable, CdG could be argued to separate the clothing from the body in terms of associations and present it as its own entity. Fig.3. Raf Simons for Dior  (2012) Autumn/Winter

However, even though CdG is shown to radically change the perceptions of this garment, the use of the Robe a la Française silhouette has been seen previously with the likes of Raf Simon’s collection for Dior Autumn/Winter (2012) in Fig.3.
 Although Dior’s shape still adheres to the wearability codes surrounding the French court garment, which is worn on the hips rather than the shoulders, they have subtly changed the design rules by shortening the length. Yet, Dior is still being true to the rules that audiences understand about the sign and the norms of what garments can look like.  Hence, “fashion functions on the basis of conventions…within specific cultures, people agree that certain clothes…mean certain things” (Kratz and Reimer, 1998 p.198). 
Within fashion terms, as stated by Hall (1997, p.4) the rules and conventions help order and govern. For example, short dresses are frequently seen and accepted to be the norm in opposition to big volumes on the shoulders. Thus audiences will read the garment to be in with fashions codes and structure. Through the use of challenging fashion structures, CdG is positioning itself to be a fashion brand centered on how radical they are, as their garments are not conventionally wearable. However, it can be argued that CdG is actually still adhering to the conventions of French court dress which mirrors the time period and wearability of said objects. Whereas, Dior reflects the change of concepts as “anything can be a sign as long as someone interprets it as signifying something, referring to or standing for something by relating them to familiar systems of conventions” (Chandler, 2002 p.13). In contrast, Dior pairs the silhouette with trousers, which signify ‘man’ (Enwistle, 2000 p.141).  As a result, Dior challenges the codes of how the garment is viewed especially in terms of associations; as Enwistle (2000, p.141) highlights trousers embody masculine qualities; pairing trousers with a dress is entwines these two signs signifiers together, but also keeping the garment wearable for a modern society. 
Through this process, CdG is playing with semiotics and the rules behind signs as a way of setting itself apart from other designers. If the garments are not conventionally wearable in modern society then the message CdG conveys is that their brand breaks conventions. Furthermore, this can have a negative impact on the brand as fashion is about selling; the garments look as if they are objects to be gazed at rather than to be worn; in comparison to Dior who produce wearable designs. The negative impact of breaking semiotic rules within design is that few mainstream customers would want to buy clothing that is not wearable. 










[bookmark: _GoBack][image: ][image: ]Art on Fashion   

As an extension to the use of semiotics to alter fashion norms and how garments should visually look on the body. Comme des Garçons (CdG) also uses the art world to create fashion as according to Baudrillard (2007, p.467) culture and all signs are combined and exchanged in fashion in doing so fashion is creating new connotations, which adopt past signification. Designers have applied this combination of signs such as Charles Worth (1825- 1895) who “took to dressing like Rembrandt” (Wilson, 2003 p.32) to “[d]ecouple the professional identity of the dressmaker from that of the lowly craftsman by appealing to a visual discourse elevated by its association with fine art”  (Troy, 2003 p.28) as seen in Fig. 4 and 5. This indicates that fashion designers as early as the 1800s have emulated the stereotypical look of artists to aspire to the same level of quality. Fig.5. Rembrandt, (1669) Self Portrait 
Fig.4. Charles Frederick Worth (date unknown) Photographer unknown 

Similarly, CdG have used Fine Art by Ruysch, R (1664-1750), Still Life, Flower and Insects (Fig. 7) to influence how audiences view the garment from their Autumn/Winter (2006) collection (Fig. 6). To exemplify printing artworks on a garment, Sturken and Cartwright (2001, p.213) note that CdG have attached the value of art to the product. This illustrates the connotation of tradition, prestige, and authenticity. By this act, they have successfully incorporated visual references as “when an image is presented as [image: ]a work of art, the way people look at it is affected by a whole series of learnt [image: ]assumptions about art” (Berger, 1972 p.11). This is interpreted through “cultural codes or shared concepts” (Sturken and Cartwright, 2001 p.48), hence society understands that traditional art is associated with value and worth, instilling high culture values. Additionally, the combining of two signs the art piece and the clothing can be seen as double coding. Double coding is a Postmodern theory formulated by Charles Jencks, (2002, p.19) who states “[p]ost modernists design buildings with mixed languages that recognise the basic duality” Although this references architecture CdG have emulated this ‘duality’ with their clothing, however, the use of double coding of art and fashion is not a new concept within fashion itself. Fig.6. Comme des Garcons, (2018) Spring 

Fig.7. Ruysch,R. (1664-1750), Still Life, Flower and Insects. 

Designers such as Elisa Schaparelli and Yves Saint Laurent are both known to be influenced by art and using visual motifs as a way to produce fashion.  Elisa Schaparelli “regarded dress design not as a profession but an art” (Steele, 2012 p.17) [image: ][image: Macintosh HD:Users:user:Desktop:02_1932_sd.jpg]as seen in in Fig.8. This headwear is a collaboration with Salvador Dali 1937 takes reference from the photograph of surrealist artist Dalí with a shoe on his head taken by his wife Gala Dalí (1932) seen in Fig.9.  While Yves Saint Laurent “was often compared to an artist, in part because many of his clothes were inspired by art, but also because his work was of high quality” (Steele, 2012 p.18) shown in Fig.10 (Autumn/ Winter 1965 collection) was directly inspired by Mondrian’s paintings seen in Fig.11 to ‘honor the artists he loved’ as seen on Museeyslparis (2018). In opposition to CdG, the above designers produce garments that adhere to the norms of what is wearable in everyday life, however still include artistic reference. These designers can be seen to “add concepts of value and class to… evoke both tradition and taste” (Sturken and Cartwright, 2001 p.110) through their use of artistic wear. This is furthermore shown in CdG branding, to communicate that fashion lies within the same realm as art as “the way we see things is affected by what we know or what we believe” (Berger, 1972 p.8). Naturally, by making the clothing not functional, and having an appearance that reflects art, audiences will understand that CdG is not about function in fashion but the concepts that are embedded within the clothing.   Fig.8. Elsa Schiaparelli in collaboration with Salvador Dalí, Winter (1937-38) Shoe Hat 
Fig .9.  Dalí,G. (1932) Dalí.S

[image: Macintosh HD:Users:user:Desktop:T00648_10-1.jpg][image: Macintosh HD:Users:user:Desktop:hb_C.I.69.23.jpg]









Fig.10. Saint-Laurent,  Y. (1965-66) Mondrian Collection 
Fig.11. Mondrian, P. (1937-42) Composition with Yellow, Blue and Red


Nevertheless, CdG through the use of art in fashion is not a new concept within the modern era. By contrast, Louis Vuitton have produced fashion that has been influenced by art and has collaborated with artists to redesign their bags such as pop artist Jeff Koons Fig.12. Koons has applied classic fine art ‘Masters’ such as Van Gogh, Monet and Turner, instead of his own works. Likewise, CdG have used a Rachel Ruysch painting, Louis Vuitton place the Masters work on their bags is a way of embodying their brand with the ideologies that are associated with the Master paintings of high culture. The difference is that Louis Vuitton has produced a functional artifact for everyday life. However, consumers may buy into CdG clothes as a “particular image or piece information corresponds to some particular interests” (Berger, 1972 p.130).  Although, as Marx (1995, p.17) suggests nothing can have value without being an object of utility, hence CdG work may be interpreted to have no value as it does not fit into utility of everyday life,  this is in opposition to that of Louis [image: ]Vuitton. This “repetition of the concept” (Barthes, 1972 p.120) is using, as Barthes mentions, “myth…the hidden set of rules and conventions through which meanings, which are in reality specific to certain groups, are made to seem universal" (Sturken and Cartwright, 2001 p.19). Additionally, through the repetition of art within fashion the myth of value that is connected to art is then seen within the work itself as referenced by CdG, because the concept is normalized and therefore people will not view their work as breaking the rules. Nevertheless, only people who understand that certain pieces of art have value will understand the concept, as Belsey, (2002, p.11) states a language that consists only of signifiers is isolated, hence CdG are a brand that targets its market at those who have an understanding of art and the message they are communicate.   Finally, through representation of art in fashion, as stated in the above chapter, CdG are seen to demonstrate how fashion is an object for people to view and perceive. Fig.12. Koons.J for Louis Vutton. (2017) Masters Campaign 























Context Constructs Connotations 
[image: ][image: ]
The Comme des Garcons (CdG) store in London was situated on Dover Street market (DSM) in Mayfair London and opened in 2004, however, has recently moved to Haymarket, London in 2016.  DSM was the outcome from a “series of guerrilla stores in 2004…temporary flagships…built with very little money and in run-down spaces in unfashionable parts of towns” (Manuelli, 2006 p.174). These guerrilla stores can be interpreted as the starting point for the opening of DSM and the influence of the store’s design aesthetic. DSM interior has been described as ‘poured concrete, bare ceilings…eclectic fittings…famously industrial and anti-luxury’ as mentioned in Hypebeast (2018) (Fig.13).  Comparing this to Fig.14 of Dior’s flagship on New Bond Street, London, the client can see that CdG does not adhere to conventions of how fashion retail space should be presented. In contrast, Dior’s store is visually shiny, and bright, reflecting connotations that the brand wants to identify and represent. Opposing this, CdG is ‘eclectic’, abstract and unpolished. Hence, they both communicate how store interior designs for brands are important as their “interior experience is what makes the brand memorable and establishes it as sophisticated, fresh and fashionable” (Manuelli, 2006 p.9). Thus a store’s design is part of the construction that communicates to the consumer the brands identity.  Subsequently, CdG’s appearance and contrast to luxury store interiors play with how “signs gain their identity from one another through their difference to other signs” (Entwistle, 2000 p.67-68). CdG is able to combine signs together because fashion is a ‘floatation’ (Baudrillard, 2007 p.467) of signs, which work to communicate how they are different to other brands through the use of ‘spaces’ that evoke the atmosphere of art galleries. Fig.13. Dover Street Market, London. (2016) 
Fig.14. Dior, New Bond Street, London. (2016) Flagship store 

Subsequently, DSM uses visual merchandising to create their identity through the display of fashion in ‘installation-like spaces’ stated on Hypebeast (2018) as seen within Fig.15. This in comparison to the installations of Donald Judd’s work within the Tate Modern in Fig.16 shows DSM emulation of the art gallery itself. Presentation of a space in a gallery format adds value since “[t]hings become art in a space where powerful ideas about art focus on them” (O’Doherty, 1986 p.14) Hence, displaying fashion within installation spaces can also appropriate how art is viewed and used within fashion. Appropriation according to Sturken and Cartwright (2001, p.59) is to steal something for oneself without the consent. Subsequently, CdG are seen to appropriate their space to represent an art gallery as the clothing are “objects...organised in displays or in collections” (Baudrillard, 2001 p.34). This can be viewed as stealing the ideologies and structures that surround the layout, display and what is perceived to how galleries should look like in Fig.16 to sell clothing in Fig.15.  
[image: ][image: ] The appropriation of art within fashion as Manuelli suggests “blur the boundary between retail and installation art” which creates “ritual” (Manuelli, 2006:p.177) since “context becomes content” (O’Doherty, 1986. p.15), thus elevates the act of buying and create value within the products in the store. Subsequently, this is achieved as “[t]hrough looking we negotiate social relationship and meanings” (Sturken and Cartwright, 2001 p.10). Through the “Movement of bodies through space…of people’s perceptions of the world and their relationship to others and objects” (Enwistle, 2000 p.29). This can construct how consumers view fashion ‘objects’ to be admired as art as “qualities do not reside in the image, but depends upon the contexts in which it is viewed” (Sturken and Cartwright 2001:p48. Using this context to add value within products can impact sales, as the value within consumer’s minds would be justified to pay more. However, this can negatively impact CdG as these connotations only appeal to a certain type of consumer who appreciate the context of art. Fig.15. Dover Street Market (2016) Haymarket
Fig.16.  Tate Modern (2004) Donald Judd 

Furthermore, how people act within an art gallery space is, “operating to discipline bodies to perform in particular ways” (Enwistle, 2000 p.16)’ and is used by DSM to control how people view their identity. Hence, CdG could be seen as using Discourse a theory by Foucault where “[d]iscourse is regulated by a set of rules which lead to the distribution and circulation of certain…statements” (Mills, 2003 p.54. Since, as Mills (2003, p.55) states discourse is the construction of how people perceive reality. CdG use the perception of how audience view art to sell fashion. Thus, by constructing their stores like galleries controls how audiences interact and acknowledge their designs. This could have an effect on how the consumer interacts in the environment of DSM by not touching the clothing but admiring it as objects and therefore could be put off to buy as the clothing would become objects rather than wearable products. This could also be a positive aspect to sell fashion, as these garment are placed parallel to the values of art, which could be an incentive for consumers and their desire for objet d’art. 
Furthermore, the representation of an art gallery within DSM is seen within the window displays in Fig.17. The window displays contain no clothing on mannequins compared to that of Dior’s window display in Fig.18. These displays and the interior [image: ][image: ]are created by artists and designers, which just like an art gallery change ‘bi-annual interior change’ stated on Hypebeast (2018). To put art in the window rather than clothing further indicates how CdG uses art as a vehicle to sell, opposing that of Dior where the use of mannequins sells the clothing. This shows how CdG is concerned with selling through consumer’s interests rather than the body. Collaborations between artists and designers communicate to the consumer that CdG brand identity stands for working with people, teamwork and caring, which is also demonstrated through the logo of DSM. The store logo is that of a house, which its signifier can be associated with safety, welcoming, and inviting experience, and further stressed by the naming of Dover Street Market. A flagship store, such as Dior is named after themselves and by CdG naming their’s after the street and having a logo that resembles a house denotes that the flagship is not only about them. This communication of signs tells consumers that this flagship can resemble that of a department store as “Kawakubo only stocks designers she believes in” (Sunnucks, 2017). Subsequently, DSM comes across as a brand that not only has a thought out interior space emulating artspace but also supports other designers that relate to the same ethos. Through the inclusion of other designers that relate to CdG, this may negatively impact the brands sales as consumers could be swayed to buy their products instead, although by doing so could also have a positive impact as objects contain signifiers and associations with art and value. Displaying fashion in the context of art and the use designers with similar ethos creates an environment for the consumer, where they can understand how CdG change the perceptions on how fashion can be viewed. Fashion becomes an object to be admired and influence the consumer to believe they are buying one offs as the garments are embodied with the same messages within art. The success of DSM layout can be seen to be adopted [image: ]by other designers such as Simone Rocha New York store Fig.19, and this could show how successful styling a store as an art gallery can be to sell products to consumers.Fig.18. Dior New Bond Street London (2016) Window Display 
Fig.17. Dover Street Market (2013) Phoebe English Window Display 


Fig.19. Simone Rocha (2017) New York store. 



The Wallet sells Comme 

Comme des Garcons (CdG) create fashion that challenges the conventions of clothing through the use artwork and designing their stores like art galleries. However, they also have many lines that are plain and wearable that relate to those associations. One of these is called PLAY that is recognisable by the red heart on the t-shirt in Fig.20. Tshirts are generic garment produced by CdG along side smaller ranges that consist of shirts, perfume, wallets, candles and collaborations with other companies such as Converse. [image: ]Fig.20. Comme des Garcons (2018) Play Tshirt 

Compared to their garments they present on the runway in Fig.6 which is decorative and not wearable their diffusion lines consist of simple design as seen within the CdG t-shirt Fig.20 and the wallet Fig.21.The items they produce in their commercial line are a cheaper price range and accessible to any age and gender. In doing so consumers with smaller budgets and demographic can still buy into the ideologies of CdG and be able to identity with their ideologies through smaller purchases. Through the comparison of these two lines illustrates how CdG have stripped back their aesthetic for the diffusion lines, as if they produced wallets that emulated that of the runway they would not be accessible, as a wallet is a utilitarian object. 
Furthermore, consumer’s identities can be easily constructed due to how simple and accessible these items are to a wider audience. As Chapman (2005, p.40) states products qualities are desired by consumers through the act of purchasing into a brand or lifestyle. Subsequently, “fashion is about identity and about the self” (Kratz and Reimer, 1998 p.194) and by the creation of fashion objects with everyday functions makes the act of purchasing easier for the consumer. Since, a wallet is easily integrated in to their identity, therefore the lifestyle and meanings that are attached to the object are obtained. As Barthes (1977, p.22) states associations are communicated through objects and because of the codes embedded within the objects become intellectual marketing. As Mair (2018, p.80) argues garments become symbolic within their meaning when placed to certain events, therefore intellectual marketing is selling products through associations through associations as it is attached to the context of fine art. According to Baudrillard (2001, p.25) consumption is the act of manipulating sides which is seen within the wallet produced by CdG as it represents the message of the tulip dress Fig.6 which is further connected to the Dutch painter Rachel Ruysch in Fig.7. The wallet has no physical resemblance to that of the garments CdG constructs as Hall (1997, p.27) states signs that are arbitrary have no relationship between them and the message. Each step embodies the perception people have constructed of CdG since 
‘an image or object is encoded with meaning in its creation or production. This is further encoded when it is placed in a given setting or context, it is then decoded by viewers when it is consumed by them’ (Sturken and Cartwright, 2001 p.56). 
Subsequently, the wallet is then linked to Ruysch’s painting (1664-1750), Still Life, Flower and Insects, where consumers are buying into the [image: ]associations that are adhered. Therefore, CdG are creating non wearable garments that have been represented as art with the associations of a generic useful product. The wallet is wearable but it is the signs embedded within it are those that sell as they ‘do not have any clear meaning in themselves...rather they are the vehicles…which carry meaning because they operate as symbols [image: ]which…represent…meanings we wish to communicate (Hall, 1997 p.5).  This relationship between dress and wallet as Marx (1995, p.23) claims creates value due to the relation between both commodities. Therefore, the wallet will contain the same value of the Spring (2018) in Fig.6 due to the garments relationship to fine art. Fig.21.Comme des Garcons (2018) Classic Plain Wallet 
Fig.22. Louis Vutton (2018) Clémence Wallet 

 CdG understand as Baudrillard (2001, p.19) argues peoples relationship to objects is how they define themselves as ‘we are always looking at the relation between things and ourselves’ (Berger, 1972 p.9). This is shown by how their spaces transform their products into art objects as consumers construct meaning through visual means and environment. The same items once on the body will embed those meanings onto the consumer that has purchased them, where the body communicates associations that are linked to art. By CdG understanding the relationship between objects and the body this theory by Merleau-Ponty on Phenomenology is where “The body is the vehicle of being in the world, and having a body is, for living creature to be involved in a definite environment, to identify oneself with certain projects” Merleau-Ponty (1981, quoted Enwistle 2000, p.30). Consumers understand how other people look and make connections through item associations as “our bodies are not just the place from which we come to experience the world, but it is through our bodies that we come to be seen in the world” (Enwistle, 2000:p.29). CdG understands this connection between people’s bodies and communicating to the outside world and the connotations through how consumers purchase fashion items. 
Therefore to purchase and own a CdG wallet is “material possessions…used as symbols of what we are…what we are attempting to become” (Chapman, 2005 p.118) and how often if comes out in an environment that will be seen by people will drive the need for consumers to buy an object to obtain the associations within their identity. This is due to how wallets are physically linked to money as the wallet holds it. From buying a wallet that is linked with value and holding money, the outside perception would identity the consumer obtain these qualities. 
However, other companies sell wallets such as Louis Vuitton in Fig.22. Both wallets do the same function, hold money. However, it is the messages and associations embedded within both brands that consumers may want to be linked with one over the other as “material artifacts are indicative of an individual’s aspirations and serve to outline their desired life direction” (Chapman, 2005 p.38). Furthermore, Sturken and Cartwright (2001, p.48) mention an object’s qualities can be within the article itself or only exist in the viewers mind. Certain demographics would “pay a premium to be part of the story” Tseëlon (2012, p.115) of CdG over Louis Vuitton. This depends on if the consumer identifies with the constructed ideas around the wallet initially as according to Pierre Martineau “any buying process is an interaction between the personality of the individual and the so called personality of the product” (as citied in Baudrillard, 2001 p.17).
CdG have constructed an identity to be viewed as art which transforms their products to be ‘objects’ they can sell very simple designed items which will be viewed as value regardless of what they produce. Through this CdG are able to make money from plain everyday items just like other brands such as Louis Vuitton. They are able to do this as the signs they represent change in meaning, as each runway changes seasonally. This is due to “the essence of fashion is that is keeps reinventing itself” (Mair, 2018 p.78) therefore, each season will change adding more meanings and connotations to the wallet which will out live the short life of seasonal fashion. 



Conclusion 

This research has clarified how important semiotics can be to sell products for a brand. Comme des Garcons (CdG) has created a whole identity by the use of semiotics. This essay has been structured to emulate how Comme des Garcon work from runway, art, and store design and used to sell a wallet. 
Firstly, an explanation of semiotics and how CdG uses this to set itself apart from the conventions of modern day fashion has been declared. An argument arose that CdG was not so ‘radical’ within their approach to fashion, by way of a comparison to Dior’s use of trousers and combination of masculine and feminine signs. The difference between CdG and Dior was the fact that one was unwearable in opposition to that of Dior (2012). 
Furthermore, the identity of CdG tries to communicate through the use of art came from the comparison between their Spring (2018) collection to Ruysch,R. (1664-1750), Still Life, Flower and Insects. From this CdG are recognised to justify their non-wearable designs by the placement of art, therefore, embody how people value art within their work. However, this was not a new concept by CdG as it had been used by designers in the past such as Worth, Saint Laurent and Schaparelli. Through the comparison to past designers, CdG use of art structures within fashion is not a new concept. However, within modern society Louis Vuitton Jeff Koon’s Master useable bags further stressed the argument that the only difference CdG is doing is that the items are unwearable. Through the application of the ‘myth’ CdG is able to use art within their work as it has been normalised since the 1800s. 
To understand how these products are sold and represented analysis of DSM and Dior’s New Bond Street store was contrasted to show how a stores design can also communicate a brand. In these findings CdG store not only looked like an art gallery, through application and the use of discourse by Michel Foucault of art structures and perceptions.  CdG also houses other designers work and named their flagship after a street, in opposition to Dior, CdG is once again applying how people perceive objects in context and in doing so use this to sell fashion. 
Finally, the analysis of how they challenge norms in fashion, use art not only on their clothes but in their layout of stores questions how CdG stay in business as fashion is about selling. Furthermore, the discussion of how CdG understand the relationship of objects and the body. This lead on to how they produce very plain objects to sell the messages constructed by their runway shows and stores to embed the wallet with coding, therefore this creates an object that is desired for it’s representation. Contrasting this desire to that of Louis Vuitton, this illustrates CdG process to sell is nothing new. The structures of selling are the same but the messages behind them communicate different connotations. 
To conclude, CdG presents their identity to represent the ideologies within the artwork. They are able to use these structures by how people perceive and understand signs and signifers to sell very plain objects that are accessible to all. They are also a brand that seems to care about other designers that relate to their aesthetic, which stressed enough through normalisation, the way in which CdG markets and sells itself. 
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