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A Study on the Patterns of Parody Change in Fashion

Jung-hee JungT
Dept. of Clothing & Textile, Sungkyunkwan University; Seoul, Korea

Abstract: This study examines the creation method using parody in fashion, which has changed from the first half of
the 20th century to the present day, by considering the creation method expressed in art. A literature review and case
studies were conducted for this research method. The scope of this case study was to examine designer works that
attempted an artistic approach, focusing on contemporary fashion in the 20th century to the present. First, it was found
that parody, as a creative method in fashion, creates works that reflect designers' new perspectives or perspectives in
the form of variations that vary from time to time. Second, the forms of variation that vary from time to time demon-
strate Poire's imitation technique in the modernist era. Imitation and critical parody techniques were used in the post-
modern era. In the post-contemporary era, the extended parody-type appropriation and re-transmission techniques
were used. Third, when comparing creation techniques using parody in art and fashion by period, it was found that the
fashion technique, which followed the creation technique in art, adopted the same method as the art technique, as it

approached recently.

Key words : fashion creation (@14 =), parody (@2t]), appropriation (), re-appropriation (*]3-%), bricolage (2-
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1.M B

Axtle] Ale] Ba1Eel 7)82 tEsE 2 ke shist
)4 (fashion)elth. o= sjAle] HAkshz ~ello] Theah o
Hol} el Ahdel A4 9w LEe] F=(code)ol?]
Az st vitelA 715eh7] EolthKim et al,
2003). 24 TiRo] AlElH ARe] BN 2t Al)
7t ZAAIAT, oAl Fuiz A, AE. BelH 954
3 GEAo] AFsl] 1 AREA Q7] EAIE =e)
= 9ae splw ach B4 Shel Aoz o Aol
A3 AR e 7)5o] PehEoRA, ety HuE
o FAAe] 250] olFolAA H7E Btk HHS BA
o) ®ate] wedol AR HAL HEE ALoln(Gill
1998) ZRH o2 7} Altfe] Ale] Bk S4S whe w4jo)

=
W A7 22 Fsle] #3ke Aldske dEd s 7
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AE dlgo]th(Tucker, 2000/2003).

e AN A el Ao S
EA (Stolinitz, 1960/1991)2h= E=o]t}. 2047]
P} Agolgt gl BAL oWA|, vk, 7P, B
I AFE] YePoL Ik o digo] dAS
Asf7r 1 B3 Aok 2y Al
<] o] FQth oJAL &9 oEEE]

al

=4} T ze]

o] APE vlEthE WS FAES B dgs Hed, ol
A o 2 olaf|aly] A¢HAME E TE HAXE AT + U
£ oJuAE Tte= WA o7 o]FojRthBaucheron & Routex,
2013/2014). weba] g Aol AHo =2 e desdtE
=5 AEA A, 2t A2 A2 HTFE 53 AR
< Fog gy E g UHESE o]8E & tal oA

rlo

o

A& AFOR A 2 HAY A7t a7ske o
3 RIAE el =75 HolA TRl e] deoAE
FHSH(Yun, 2008). F1=2] 34 HAFER} Hollander(1993 )=
F3ll 17](Seeing Through Clothes); o4 -2 A2
Zlo] ofle} Alge] olmXE Ri=s A3 Zor os
I 22 oJuRE Fles ARA ATA JdE AduEE

Beke} olgldk FEolA Muller(2000)E 2041715 i} o
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0] A3 FFE A MFL B2 ofeltiolse] AFH
2, der 54 el el HEske Aol dAE A

712} sisict. 1910d o= wis7te) TRl 7k HES F
g vle sjdolgls F AlAle] AV BEsiRE A6l
oly3t #A7} 73 ATk Duggan, 2001). 1960 0] 52 o
3 HJAE ks AAVE AEH R Resdlet] 131
o]H. A} ZF(Yves Saint Laurent)®] 1965-6611 7-& Zz A0
A E=g9t =@ 2 (Mondrian dress)E A RIS Aot}
(Brand & Teunissen, 2010). ©] AJFoA e =3t 7id,
ofo|t]e], XA o]dg H¥sh= mi/NAIZF =Tk 1980dTH
of o] A9 dleAfo] 7] AlEteliA T8 HER
ZHe vjed, g FHE ved e oM A7 4
YA F A2 w7 QA=A 53] 1990 &
oM EFAERCUZ9 ko2 A|ztdL Autors e
23} @] dH BE A9 AAE Al HAE mlEe]

ool o 7hrte] v v e Atolzte &
Aol YelhA =t 1990t ke 2 (Alexander
McQueen)2] 3t~ W™ (Hans Bellmer)S H]&3ke] 2000:dTH
o]Fo= 8 22 (Rick Owens)?] #lo] B2 (Leigh Bowery),
213 v vRgE ol(Demna Gvasalia)e] 79+ M<=(Duane
Hanson) 52| AROIA AZHOZA AR B2l Fo} &

AtHJung & Yim, 2021).

ojg} & FHAolM ] dled] HE 213 Az WRiely 7]
W3 FEE AgArEe o] 33 A7 (Lee, 2002)2t
Jz % EW(Hong et al, 2011), #T)(Go, 1994; Jin,
2001; Lee, 1998; Yang & Kim, 1996) ¢} &% H(Jin & Park,
2000; Shin, 2008; Yang & Kim, 2000; Ye & Yim, 2016;
Yim, 2011; Yim, 2009), X+&-(Han, 2014; Lee, 2001; Liu, 2018;
Park, 2000), A-f-(Jung, 2022; Jung & Yim, 2021; Kim &
Park, 2021; Lee & Yim, 2020; Lee, 2019)l &3t A+ 5
o effolslor de] vt 3Igel Qe U
Se W 204710 RE 214717448) Mske o s
el el B el B A o Bl

ool B Age] ZHL 20M715E BRI ool
sl 2oxil7l Lﬂioﬂ 7;2#

e Fzael AlIE Ul AES S 2%
| sAT)IRICIY] WA 2H o R tixlo|He] BT
goll tigk A= 2148 Tk S Q1A AFESE Thsst
A Fhe el 227t Atk Yot slade Bal dAIE vt
= A7te] ABE el JvaL st
A AT ARIATEE Haskth. AelA
Hpgell B3k ol2H WAL 4] 98l ol B B

*

2
Gl

PN

3 Aag 2ARIT AATARINAS) et Fx et
A9 4 15 —Lza& FRAT} A

A i

2. Ol=oliAMel mHaqc|

21, mf2c| JHE % /8 2R

) &t (parody)@t, Z&]2=0] ‘u}Zt|o]o}(parodeia)’ oA 2
(Hutcheon, 1984/1998)3+ &2 R «t}2 A} F%(ode)dl
Wk (para) 2 @ Bhe TEolthLee, 2010). T3] ggo]
U Egxd g dusiEe gt oY dyus tE
< W WAY B2iske AL dol dld Zge] it
TARE ZE2Fo A, 1 il Ho| @S ?4_27]%
ojmgitiar ols=| 3 Qi) dfejvle A M Al Z2
A2 Holghs B8 AYe SRR F2 UW«I
At AFe] FARE Betal, o2 e As e e
T siekHel a2 AR e AL gniske 7HL=‘°1E‘r =
7198 et 719 7, 8MI71e] | zelziR] Ase 2
g ol Zt Attt s EAlE Sivke RS &
At 2y HYe JAE 2¥3sks FF2(Hutcheon,
1984/1998) §17] wiiell At} Aol uwlE} Fpeh Wsle) o
e AYe JidelEtal & el gl JHE%E]EF— fol=
T2 S9N A A=, KA ASels H2El4]
(pastiche), "]&=2<Ql ZA-oll= FNEAA (carlcature)ﬁ‘rjl Hay
= 3TH(Lee, 2010).

o] thdk Yo /fEeE Rose(1979)7= 212 2=
gl vlFo] BoEA AFYA Y AR 7eAEE A
ke ZW-2 ojsllel] 7Iwke Tk Aldrhe] &3 o]E7t
Hutcheon(1984/1998)2 &2 2J0|9] Fjgt]& YUnEH O E ofn
U7 s o|u|A & mHEte] S AYA upte] Fol
TRES] BT o AY 2F9] ofnle mHEe: A s Ao
o} E=3 giire] sidel il v A ARE F R ZA

ol AWEBF Jold s Az €t = oL

A &ES AR, A8, WX (inversion)A 7],
2} (trans-contextualizing)she F9E 7324 HHbolgla
3HC}(Hutcheon, 1984/1998). o]&24° 2 ZE 7]5ske 34
Hg A AgE 7171 wge] AA|ClA ﬁHfHEl 2 4 Atk

Hutcheon(1984/1998)y sHzit]e] oS EAsle HdF3
Hr) el AdF AR o] %o%tﬂ A5AA
Aol 7129 deit]e] &oid ojds wt EAETIe] gin
v dzeke ouE Adth SRR deie dole
FFAY 57 TEEe =g Ad A shie] HAEE
T2 "2 YRAIthE oz HlelEeix|x il A
HYr]e] HWrE AR FHLIEH, A AA F2of B3t o)
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Table 1. A parody type
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Michael Newman Margaret A. Rose Linda Hutchen Lisa Kaplan
Realism Imitative parody Favorability and criticism Imitative parody Spoofs
Modernism Critical parody Critical parody Direct parody
. Postmod d Ridicule and contempt . .
Postmodernism Ostmocerm parocy Metaphorical parody Vehicle parody

(pastiche parody)

2id], g Aoy 2/l Ak dejd], B8 dsrid g o
A, 7B gl o3 siET]er ApFe] Il w3k He
v, 2 derte] AR 2Fe E4A Aol dig Hts
B 2 9},

] FFoll sl vlolE FH(Michael Newman) =7}
A 2=, A A, gAF ASH(Lisa Kaplan)e] & F3
2 2712 AvuR vl e szt 428 i o)
o), v et EUEE ), SRR e
EEERHUE AeithE ek, 34§23 9 daEe

1915 At Tt §Ro8 AnuFelst 1 el
A ek et Adoleh T 4 Atk A RS duE
oMM E 2 ARl FEAS Fodsty S
?/\]O]'*— W2 ouleAe] BEUEH ] Hdelsr &

o ¢ B2ETF A Y= oY X—}EO] A9t 7P3E EAA
S AEORA o) Bl FEUS elsin SIYE

SAsk i AES AT A 6Hzﬂ Al7 1 Fr@olth A
A §e TrEREUE GEgyon, 49, 27, 282
EAAA Y Brbssttal /HE dte fES 2t
(Bennington, 1989). Rose(1979)y= #H#t]e] #3L, A 4
HXES milshs HZo] 9 HXE tisf v olHAE
37 7= 7Aee), B4 o H2EE RN Bshe B
o] ol UL FAlol FHEHT] 715 Aol Fof A
HeE Foke A2 Utk i sl s 28ske
%

FAAola Z4EA HAH st (critical parody)et 7324
S ¥dsle 2 2t (imitative parody)2t
Halo| Akad sfErEA 733 | 9iEu 3733 |
Y2 tiale] F740] A gle Aol 7k 254 =g
T (metaphorical parody) 52| Al 7FAZ Y3 ThHutcheon,
1984/1998). Kaplan(1994y> =& tIE 3]3}% sl 2t](spoofs),
21734 #|2t](direct parody), "17H2 W2 T](vehicle parody)=
T 3 e 2Ae 28 HA 288 A
< Tsi, A4 el 42 A g, B, 4L B2
W5 EeiYe] o] He= Zlolw, wiziE et Aoiat
Blo] gk G FAb, & dFo] ot thE i A
317] 98 2 FFE FHeRE o)gshe et E Tt
o]9} 7ro] ofe] =9 IHT] {PS HE s Tabel 12+
2t} o] vl R Aol wE ®islE st 3 R
gt mpolE e {3 eE5de] Y KR 2Fsa
2} stk meEta] B AgollMe disollae] st Algid |
3} el S BoUs et siE), E2ERT

Uz ded@reruz ), e
@8 et Yire] Avn s s,

e zefe] sy

2.2. Ol=0llMe| TH{C|e| AlCHE 5} ket
ool 2] AlthZ] el 31e] Jameson(1991/2022)] &3}
2 WS 2Y9E]E (realism), EEHUE(modernism), E-E R
Y& (postmodernism)©. 2 ¢k 218 A&-315t). 19CE 3V
she Azt gdgFolgta b 20C 28-S Frshd AL
X7t BUUFo]| Y, IAERTYEE 20CFHHS Auish= A
& Wzl BAS 7= AtgAl ]F/]' g 4 s Aotk
(Kim, 1992). Z8]2l X2ERHUSE o] $7E A 318714
5 ¥2EZH ¥ 2] (post-contemporary)Z T3 TH

[:

o

22.1. BEYF: B gy

RHUEL oA d #glo] Wl Fsla, e
o BAHHA 7IXE O] A3, FA 0| JHAdHR1 W4
o= d& 5E W AL F=I o (Nelson et al., 1981/
2016). = (Platon)ell &I &2 o tlidES BWele
Y5 FaA A= Zlo)7]ol, Brfol oHE AAE A
Agiths ofnizt ofdet HA AAE E3 (Tatakiewicz, 1980/
1999)at= dl%d 7IXE AP FHtL Ut o7y Iz
ARl deFold sitgte FRTE Y] Fxe= Erlssial
Aglel FAet FAIE] 2Rt 2ol S WA =,
3] 2 AR gl B EollA] Al ]
It} "2 E2~(Democritus)ol| Al ©u]
Eioldltt. dsolA el RS B 08}1
g, 45X e AMIE, =l Wzxs) vo
STk sl ThJung, 2005). = & ZELS 2o
AE et Adolghs Yol lom o] &S FZ(reference)
slo] AF-S WHE Zlolth webA oe FAFS AHIHEH A
< x5 g2 (parody)2lal & 4= 2AtkSong & Jeong, 2015).

HYrls gFe] HHEPAL FHse e Byl
53] dejte BA9] A& Eolud o] ©ed] A
Zjo] o].L]a]r H]J}-X‘]O] }\] L% Z¥31 1}743}7: 1— _ﬁy:oﬂ Eolu}
3l oAEE 7FEAS MEAl Bl = xR d=Foltk(Seo,
1992). FLE]E AlhollE= ol Fol2 vl (Edouard Manet)2] <&
9ol A2 AKLe Déjeuner sur I'herbe)>(1863)°0] ElX|olic
WA 2] @ (Vecellio Tiziano)e] <A e] 35 (The Pastoral
Concerty>(1509yS =fejt|gh 202 fFrsit. ZHUS Altiel
opA] eflgollA HFA Fer]e] EAQl HAFOE HoER
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Fig. 1. Leonardo da Vinci, Mona Lisa, 1503-1505.
What is Avant-garde(2002), p. 72

Fig. 2. Marcel Duchamp, L.H.0.0.Q., 1919.
What is Avant-garde(2002), p. 73

o1 X](Leonardo da Vinci)®] <X u2]AH(Mona Lisa) >(1503-
1505) (Fig. DE e vl=A FAEMarcel Duchamp)e] 2t
£ <ave Jyol7t =XTHLH.0.0.Q.)> (1919)(Fig. 2) (Kim,
2001)7F et oA T BAIE ol Qg= FES a8 ¥
+o=x AE BEsIAY 25Iche ouE M= 9
o FAFe] Mg o] T o] HrtEe| 3l el

222 ¥IZ2ERHUS: IAEREHUS gy
m)=e] olE]xEo]} HH7Iel Davis(1980ys EAERTIL]
5 A2 AFol st v (counter-revolution)’©] 3L
BT BoUEe] oPTIEEES] AERS Foke &
oke] MBS PPk FTAERTIUESS ulg o) g o
Zhgolm, gl Hhgolghs StollMeltt 1980 dtole =33
< Fgsk] 913 o=H BFEe] Bol dolyrt =Rl
[}

P5So] shtE 22K copy) =, XH&-(appropriation) At} 3

SERE T eA golditt. ZAERY dvs
2HArEE] o] AL WAl tf-gate Aot gk X
A= HA ddE] L
ek oled Hegoln TAIA A 2 EA] P2
L X2ERY gl o3iA Favde] i, FUsi,
3, 9E, RN, DS AlREAl |t o]
olA] 2 AL oHut JIRE AThs S 9
ofzt oAlE AFAL THE FoAES AU =3
ou|gkok(Yu, 2000). Hutcheon(1984/1998)2 EXE
AAE o wiAE B3l AR A Y
OJAAFIAA, FFA o2 HjmH o, LA OR
AR Z1 olgfal siHom, vl el gAo] T4
ste A2 ZAERTIUE o|F2al dto] A sfzit]e}
T8 2ol Fo sptE ST HEA ] FEgh

F2EREUE Fxbgdd o8] mlolE 7 TXXERT
UF(Postmodernism); AA1el|lA SHT)E BEs)] d=d opy
72 E(trans avant-garde), AAF2] Z3-(death of the author),
&g 28] (allegoery), =3 (intoxication)?} E7HAF2] (mystery), &
Z(imitation), H-2]Z2}5F(bricolage)s-2] 9% 7HHZ UFAx
(Bennington, 1989), 292 T2 x5 5 AT} &3] sz,
Z HE=g]okZ (Jean Baudrillard)e] =%, #l2 ZEFRIHI(Leo
Steinberg)e] A&, 18] TP = A|Ydse] EARY 52 F
8 Fziond EAog UALtl u|&H|H7} Barret(2011/
2017y E2ERUUSH Hel M2k s, ofv] &A)
ske AL 283V, FHS AlEH A, w5k F3S
Z3lsl7], MiAE £dst7], o|RAE dolojHsh], Z=5
a7l 25 2 AMsiely], 7155 Atolol] s AAE
W7, NS ], B23kE AR, AR BAES
3171, A2t mlgol] &3k 7IHE AL-s7]eh ol 137 E
A BT

T2 FEEoR] AtolA AR dEte
A, 2fehs 99 shte] YEXE AAE HEA
ARz sk Aot ATyt Fxt Brfoluk)
s 93] ATEHA= 2087] E0A ELERTEUFS
k] 7 AERRE A A7) AlEREE olF, st shte]
AF2ER Holof gt} sfEjt)e 2820 Al]l s|lEdx
(Hipponax)7} I A|Z=Z AYZ Zo]2~(James Joyce)?] &g
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cL Test nas une rufle.
Fig. 3. René Magritte, Ceci n’est pas une pipe, 1929.
Making art-form & meaning(2017), p. 156.



MICHEL FOUCAULT
THIS IS
NOT A PIPE

WITH ILLUSTRATIONS AND LETTERS
BY RENE MAGRITTE

TRANSLATED AND EDITED
BY JAMES HARKNESS

Leci nest pas une fufie.

AN ART QUANTUM

Fig. 4. Michel Paul Foucault. (1983). This is not a pipe(Ceci n'est pas
une pipe). cover image.
This is not a pipe(Ceci n'est pas une pipe) (1983), cover.

AlZ(Ulysses)s (1922), 1741716 1A © M 21| 2~ (Miguel
de Cervantes)?] "=7]&H|(Don Quixote)s (1605) 5 F= <
oA AlmEojgkont ol 220 FAX FH et ofitol
e =271 vjerlEdd o8 vedgdE =)= ATHHam,
2003). FAl= BE dtidle Aol oigk IR A7t o
Z5o] Utk 3 Hutcheon(1984/1998)0] F4xH A}, 2%
ool AolE ne® & oy FIFo=E e B} F yle
AL WA =ik

F2ERY Ae] A 2] F 2489 A5 EojuY
g0l XIXERTY oo Aldo|zty & 5 Qe A} v
] F3(Michel Foucaultys 24| wlZ2]E(René Magritte)2]
Wek go]z g com|R| ] mjvk Z <o]Ze Flo]xT} o}
HUTHCeci n’est pas une pipe)>(Fig. 4)2h= 2= wh4d
Al Ao AP (28 ARE) ATde FaL 1983 W
A2 o7& dlo]7} obdUTHThis is not a pipe)s (Fig.
4)°] BAS nfzERRE 2185137 THYoon, 2007).

L do i [H

223. I2E A€ x#H): 349 gt

B o] 2ikg gk HYr]s A o] X2ERY
Alde] SIS dE HAEHOR HYTHH, Lefebvre(1968/
2005)y= EZEZREDE] Algle] dejre] o o8 M
(appropriation)& ll&Atell =&+ Al71A] QAL Q17+e] AA A1
gk oz FgA7IT F3le] 3 FRomA o] Hfu) of
Yzt AH-5 B3l Zsle Axsixia 43, oluje] Zl
AZ=7F ofet gk ol A= Afe 2l A, =

HENATS] F2Jr] BEYye) HeF G 155

Afol el cl87Fee tdst AldEe] EAEAT 24
A= I (Rosalind Krauss)eb, HE22 - Z(Douglas
Crimpy= A7 A9 $48 BojuES 7AFsh] g ¢
o2 By den, AUtk P ARE g R 3y
3A o9 FTHL Afe] THNNEE ELERMUFS
2 B JrkKim, 2003). A= 1970-803) wl=tzt M54
F2ERUUZ vedA 7P FAE 7Y F shUEA 5
A7 B Alole] el =AF Ao k. BEUFo] F
S AT, I2ERTYUSS BARE AA|§ Aot}
o] Grks ] BitHol=g Alztste] F ofES] Ft
U FE 7IHE AR X2ERTUSZAAME Tt £l
EALR o]ojxitt. BHrjuFelA vehtr] A1k H-fr(Nelson
et al,, 198120167} EXERTUZ)] o283 E I 999
e}t oEo] WA, 71HE Azt 7EAg A= A
a2 5E 194)7] Fhlbel| o|277kA] &E54 Axdel| At
SEARL =il ddtE BEUE 2 Y S B AL
o]¢] eefE =R HHE Ut

2AAel ouloA Afe 1960d o= @Bl (Pierre
Restany)7} #1735 5. #L2]5(Nouveau Realismeys &3l &
tujEolr A Alge] ARE velg] & 4 9o g3
ule} 7ol oz o2 FH2dd|(Armand Pierre Fernandez)
< E7 FEE ZZ(accumulation)d} 3L, Ty 22
(Daniel Spoerri)= 271575 27 (collage)dtH o, AA=
AU (César Baldacciniy= AF52HS 9455 (compression)3+ =
B 227he WREALE o]52 7 F o] HEE vtst
3 Ao Z ujX|(Nelson et al., 1981/2016)3t 43448 &
HAE o< AFoE We & F U 7Fds 8Xd0h A
4 27FEe] A MR 252 ARE IRIA BeR A
Pr}slal=t] 283k 7984 AarkE Z7)(Sigmar Polke)2}
=3¢t 7 (Julian Schnabel) 722 ZH71HEo] olol &3t}
o0 Z7le EHE Z-AIMZ(Robert Rauschenberg) 5
AA Yehbe AAR FE 9 A/E A= TtH(Nelson
et al, 1981/2016). ¥Hl|, & WA 252 A2 &% (Sherrie
Levine)?} 7+ 2429l A-f(straight appropriation) Z}7}2A]
ALGFoIY vlEAtlA] 7R 4AS ThAl AA, st
ARle] Aoz AN o]FRo] 19709t 553 %3
FAoR FAs € Hf Mdol dierte] AEE s
QA mT]o] Aojo] ARE, LHIXIS=o] w]Ek wwk, AXHQ] A
fr, 21Aele] 37, mivjol2RY E31e] A FFE AES
0] thket o R HsfE7]e] o] 25 TH(Choi, 2010).

A= Z83} E7do] “Appropriation’ %2 I E R qE o]
ARl mER g2} S2R|sle] T olghe SeoR AR5t of
7He FHEET 3TN Afe old FH EsRES
leste] 1 E3PAHEY] AAafAlA Ao tes F
7170k 22 QAR Chartier(1995) A2 3 78
o} o] ofugh E3kAl S B8S A4S sl At
B3l AR Aot &, 4T BAo) oje} ofwgh dlX
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m
<
o
o
o
lo
=5
o
[o

S UHEHE Aslstal AEske 2314
o]tH(Kim, 1999). o]& 3t AF2] /MdS

7

N
ALE ANT ) A} Sol FAIS] APt FEE 4
X

58 AE3W7] wjio|th(Chartier, 1982).

Apgolu Afrehs g, AHe] 757t Fstal s 9w
o] FAHEE Sohm AL ATETOEA AR A
e aM e EE MllE7ke 2] Al (re-appropriate)
g & F Atk A= F2 B3I AREEE T
Z 9uE A g ethe SRollA A ]P] <R (re-signification),
B2 Z25(bricolage)9} B2 20|31 St} o]RL 3 7|&
7t g e g wAsto gy 1 7158 v r|se #
LA AU F2 T rlE M ske d9E Tkt
(Childs & Williams, 1977/2004).

Za o AAEHA AR 2 A s AuEch 7]
ZXZ(Guy Emest Debordye A7fe] HeEke 713k sk
A FHE F /A FE weg RSl k. 2A
S F3 vpolid 2 f-(minor detournement)e} 71 Q1 A
9-f-(deceptive detournement)= WHstL =] AR}e] 739
o 2ol &£3F A4 AR 55 dE S0 &
th 2 AAFE 84S0 AHFHOoZE A2 guEL A
7| Brks AR Weoxe] A 2 vixE ol
Aol oS & = Alelth. $Ae Afelle AxA
o4 273 (premonitory-proposition detournement)2 = HEE
T e olFg WA e FAaHEY Fstselat 3
slo]271Q1 MEA0] oflo] A 2~E}Q](Sergei Eisenstein)] &
AFEES o= & 5 ) o] dAs BEd8o=m Fa
gk 94E50] AAE R olfF Ut AR 8
Bl AEA FEEE WE A F O tE Aloke) B
2 FAEI 2 ouES olFd F e 84 Mk
ZE0]tH(Knabb, 2006). ©]¢} 72> AJAFA WHAEL oA
Fulee] TGN HEER] B3 o £} o& Fol
A oA BEeR Qo 7ES AES P AR
& oJuE vHEo] Wst AAAoR AMEEA Stk B =
HE= o3 Afe] xete] Fske] G whtks o 2
faAo] F3l BrkKnabb, 2006)x 73Z3ka et o] A
g2 oA o] AR WiAIES 53l FHEE FAIY s
AgolA oL gt 283k Zlo] 7ssixl Aot
AN AHFe ARIZE AH] Z3]2(Sylvie Fleury)S

5 % g, FHe R0 A RE #9 AAL 34
3
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do o

]

F—T} rr

2
T

A HAAE FES] Fol 2 ool Fev EHEe
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1220l 4] Eflofut 1980t 8ol drjazete= A4
2 37k, 1990 d ol EofA] tixlely] Bz
R SE A7IAE ATgshe WaleR
FS 348 IF FFE Al Ags #
lojR A s1a, AR S o] 83y sgE
27E Ol Ay EwHe 4 ¥k I 25

o
O
©
0
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=

Zr3gulo]
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lo X XN fo
jincs
tlo
L)

ot
i
]
il

ZE oA AHAFH] dul ARBle] BHS FMojgte =
5L 5ol ZHshs W, o B &3] S99 {39
Ao ZolW YrKKim, 2005). Fig. 7& An] =7}
Azt Byl 219 tirje] A <leglo]2 gg-g 43
Aok, 29| o] A v AR FoE Ere]Q(Piet

Mondrian)®] &]3}2E <-4 (Composition) No. 2>(Fig. 5)°]
ollg} o]H A Zdo] ThE <E g9t =g 2(Mondrian
Dress)>(Fig. 6)°] ©|n|X|& 2}&-gt Zlol2tar s}, ol 21d
olgte LEAE AT F UAA Aolt =Rt F2 o]
B A Zepo] BEglQke] Aol F7E dof ket 28K
< Tal=t, o)Zle] gl o8 AAf € Aol

Fig. 5. Piet Mondrian, Composition No 2, 1921.
Wes Saint Laurent(1998), p. 33.

Fig. 6. Yves Saint Laurent, Mondrian Dress, 1965 F/W.
YWes Saint Laurent(1998), p. 32.
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Fig. 7. Sylvie Fleury, Tableau No. 1, 1992.
Lee(2015), p. 35.

3. mjMoflAel m2C|el WSt

o)X ] set]E o] &3t FxPPe] 1AL flF =y
s Altie] 2 g, I2EREUS At X2ER
HuUEAIH] B4 sfejrel vy der]el T2EARE
22] Altie] EX2ERUUE dejr|et 49 HyrE 7Est
o] EAstarat gt

ARIaERS st A9 A 718 oselA AlgE
o2 WlE AIES dlEvkel o] el A5EA S|
EHstal HelE AlxsliA oeQl SHdN Hske tRt
olvE F4Ho 2 AAIIAMTE Duncan-Hall and Steele(2022)2]
TArt X Fashion: Fashion Inspired by Artj oA 153k Tt}
ol & ol (Paul Poiret), ]2 A Z7(Yves Saint Laurent),
F AFEE = 72~"vl(Jean Charles de Castelbajac), &3]
2He @19 (Alexander McQueen), M5 el ni=x]de}k(Maison
Martin Margiela), ®J&] 9 E3Z(Viktor & Rolf)2} Sadaba et
al. 20217} = 3] E(Off-Whitey= HA =7} opln 28 &
3 Fshe oz ZRAEN, 22 22 A& Fx3t
£ A Eojglal AFE Off-White®] HZ o2 (Virgil
Abloh)Z F 79| tzlo|ue] 82FS FAOR Aw R YT

3.1, 20U E: 29 ojqc|

At Aol = oln] bt ofm|A], 2ElUo] AR
o HAlelUEE A B4, de & 55 7FS 2, &
AE B3l 978 4, tRRICE HHFIA QUTh, ojwf A
o] B2 de A e AE orA= TRt B €]
T mEt T AlE] FAE dgele 71sEA S8En
A |, om|A] 5 o] AL e vFE 7155 A
7ol oal =k, BAEo] o] tFek tEld, &, '
ol &&= Art. BiF BAQ] o] A EEE=
AHllE A B2, 33}, ARAE, JAFE 5ol Utk vt v
= F9 A, oA E B8R s, AAES] AE, F
&, FEH 22 oMAE IR A onR|e] gHo Tt
Aot FH|= gt BRka BAlolA 7P Bol &8F Al
d eaE ds ZFd dig Agolth

JE Yrloly ottt AZ(Kenzo Takaday’}t &S 254¢

ZJeA1e] FElr] wispekye)] #eF i 157

7HA] SjAdol FES WA P AHY Bo® AL FFE v
A Zo|th(Wolf & Schlacher, 1999) 2} @3 njo} 7o) &
o) Bje] o< BEo] Fx} FiEkE L Jom, AAE A

I e Al AREAE HkdEle 8A4RA B FUUE
FAs wHe) 92 ok 20471 = 2k T3 (Raoul Dufy),
ol 2E|(Erte), &Ho} EZU|(Sonia Delaunay) 52+ 7 223}
d&o] HES At £ FoE AFE Aol E24|(Sonia
Delaunayy= 37191 93 ZHE2 EZu|(Robert Delaunay)e}
T AYS B9 vEs 9 qATIEE wEo=
3|5} 2S4S ther okl AgA7E= 7198 tHKim,
2011). 53] A&, A= AE, H9=Ed(tapestries), =271, ¥
ste] HARelUAY e F9le} Folale 2R 37 (La Petite
Usine)olgh= 2R (FHHE THEITh 97]94 FH o= 3t
Six}Ql X Z- (Zefferlin), YA~ (Alsatian)=} &7 75159
olF2 Al st ME7I= PN, viE, miE olol
M= F2 AAS 2S5 UATH(Yvonne, 1986). o121 AL
AL 7} Folg o I MERS FxE IS Y
etk 2 < o "9} ol (dEpinal) o1mIAA 3
Fe w2 S0 ERsE 2§ Folye Y 2Elde] F

N

Fig. 8. Raoul Dufy, Maison et Jardin, 1915.
Art X Fashion: Fashion Inspired by Art(2022), p. 108.

Fig. 9. Paul Poiret, La Perse coat, 1911.
Art X Fashion: Fashion Inspired by Art(2022), p. 109.
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=8 Fus) ARIS HIoAl oI 2H A tRleluR
o] FHHe] AH2 AIRE 1910d 2RE] Flge FEel
€ a3t 7S A8ske AEE ilet 2 Fe <A
7+ AU (Maison et Jardin)>(1915)(F1g. 8l J7He I F
olElE A3 FAETIAIQ FH2A|ok(La Perse) TE(Fig. 9=
TYEH FEe Ak 17%4' Yol e ZTHE HEZ Ale
wlo|t}, FEO 97 £ L2 dET]S (orientalism)S 194
7] SR E3HHS] G 713 1909 HE]elA 2A|
o} dhgeiel ¥ ¥ 2~ (Ballets Russes)’} #-2 5745dA 43
of gt o] F§, Foldle 3k vk, 71Ee ZE, HEA]
QF B} (Persian tiles)?] HEA] #H|EA]o} IES] A= St}
2 A AERE 239 T REEE TRl mitsio
AHE3H7] A2 EH(Duncan-Hall & Steele, 2022).

o9} o] REUF Altfel] sjATtIAe S

AFS TSk G A3 S o) TAIoE

HAe] =
Fdskiet.

w

2. ZAEQO{UF: 29 of2c|et u|EA iqC|

o] FojE A\l dejvls EAERTUS A o
? F8E Holed, BuYE ”‘]EH«] 2 Fe{r]e} vjas
deve 5 & 5 ok 4, 23 s 5332 7t
A3 d HAES W5t 74]%3]‘* ﬁi 2041719 A
Ql dlEAkRl PAFL], AT, T, FEEIT,
POIE, JolE 9| el J¢FS } CAR1E Aol
o} 29 slgit)e 2Pl (homage)d FET] e £79] I
gl gt} ol& o] o]E A 2 1980 d el 27}
Fshe B derted] e E4E 2ol it 2 F
<dAke] =(Elsa's eye)>(Fig. 12y Z2dAF2] A|Ql Fo| olgt
3(Louis Aragon)®] ZFE<Az}e] F(Les Yeux d'Elsa)>(1942)
3} Az} 2~7)o}ulelE](Elsa Schiaparelli)l]l thet £73& ¥33
ZpZolt), 2o AZ ddel| T w9 oju|A= 2] v}
2] E(Rene Magritte)2] <Z£¥ 712(The false mirror)>(Fig.
10)°]ut A== g (Salvador Dali)2] <A17+2] =(The Eye

oFﬂ

of Timey>(Fig. 11) oA Hol= 23HZHQ w9 REJH=ZE X}
8314, =EA] oAE AFlel| sl st A Al ¥,
BA 5oa AAAFO A E971E EESATHKim,

2011). olsh 7o Z@UTE AHEe] TRy AES wEH
= A2l £, 2 A Sol AYH o= A, olv)
52 Ball 2@UTole At 250 UE 24
s, % w9 »ﬂ e e wan HYe W =

= OE #3d vy Hete 2%, B
2.9 xq Jﬂama}y_g sl 9] dlEs Eokaol Slo] &
8] 3ROl Aol o l:l] 29l 3
T o Bofuldl o|mAEL FA AEA BelFE Py
olthGo & Kim, 1994). @lgow vl sere] tiEAQl
ZAEo R grlxe <FUBA>(Fig. 13y F4} 2ol ol
AR e A aAlEE A ey =i e o

Buejake 35k aawA sjidME WIWe] Fiee A
Agolth & A2 = shednpake v s (Fig. 14
Foto] e Av S FsiA 71Ee 3l oz
o o R L B P = s i S e
Ae o] Y e AW RuEjrte] dFo] ZUE
EHlae 2ulds del] dat Brke 282 Aokt
HuE|ate] Anje] mas sistH o Sl WAoo RM, =
d AAE free s AAsiar ek Zhadupake wu

ft e rfr me

Fig. 10. René Magritte, The false mirror, 1928.
Fashion & Surrealism(1987), p. 78.

Fig. 11. Salvador Dali, The Eye of Time, 1949.
Jin(1997), p. 525.

Fig. 12. Yves Saint Laurent, Elsa's eye, 1980 F/W.
Fashion & Surrealism(1987), p. 71.



Fig. 13. Leonardo da Vinci, Mona Lisa, 1503-1506.
What is Avant-garde(2002), p. 72.

Fig. 14. Jean Charles de Castelbajac, 1992-1993 F/W.
Cho(1998), p. 82.

PAE mHSEA olefd B4 S0 i3S Tojgolely
@ wt ohet AAHG BHE K02 ATYHH £FE

e Posi Mg 1T $2U5, clie 2ol

Az 9] tige] S21AQl AR} S %EéHLHE%% _%éﬁ_
2 FolthUm & Kim, 2000).

o9} o] XAERTIUS Ao oA Tirle||EL o&
ZHEot o S ARgste] HETE AR AREZE F
3 FollA fe] sido] ofet Zleln|e] Egs 7Exsit) A
= FxAR oz HHTE B3l tirlelye] s =y
A} Fhe SRR ANEIS, B PR S-S AW

Ao @ Haofe] g €3 x5 HEslogA A2
7S FsA =t

=X
9},

5 EASHTARL; EASOUS HRfcle S TRt
EAEREE A o] EAEAYE ol

o] e wEGYe) BE A7 159

F2ERGUS detel, AHRE ol 3

i uﬂﬂitli 5 5 Sl
P o] Hfe & YeEthe] one AAA, nleA, &
2AF 5ol BE oA E FROF o] gAY AR o]
Ther] Ee= HEe oy 714 onAE th] wjdsle] A2
ol|x & FAske Fd WHES 7e)E ZoltkJung & Yim,
2021). WA & AHIE AviRd g de] Hyas
olER oJAZ 2001 S/S <HA(VOSS)>(Fig. 16) AdAde] 7
%, Adg2E mA 28 Michelle Olley)y’} P~IE 223, 7)
21 2 ket AR A FHUNATE. o2 nA g
o] miA|e Aol HElF At 2 FE FE i( oel-
Peter Witkin)2] <9 % (Sanitarium)>(Fig. 15)14] 97& &
At FEZLS ARe] ARlE Bl 71HE g AFF R ﬂ

AR A2 1 olHo R QI7ke] o} A 7k iH

Al ol die] AW d2ee-g Fekal ok @At 0:1
Akl FH|E] £08 APE AAF SAFE The 21 BAl
A ol EZIS 183t ESS A3 tH(Choi, 2006).
o] &= olgtheH FXE AlolE o7h HEHQ] okgrhEel
st ke FAFACE S A= Aol st g oA
Hel A S 4%@ ?E UARE, 27 A} Aol zel] tisl
‘3‘”40121 Q¥t} EE3E Adorno et al.(2009)0) wEH 385 A
% el vt FA el el WiAlE %
Ud*é% AL SIGiT. webA] WS JEZIS] AFS A
FralHA HFER slodg ABHRA o5t Mg &S

27 S AT el AR slel 08 issie) Ko} Hol
el Sl vl £ale) sdele AE oleRTE AZER

Fig. 15. Joel-Peter Witkin, Sanitarium, 1983.
www. Taylahorn.wixsite.com.

Fig. 16. Alexander McQueen, VOSS, 2001 S/S.
Fashion at the edge: Spectacle, Modernity, and Deathliness(2003), p. 98.
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Fig. 17. M. C. Escher, Liberation, 1955.
Art X Fashion: Fashion Inspired by Art(2022), p. 74.

Fig. 18. Alexander McQueen, The Horn of Plenty, 2009 F/W
Ready-to-Wear.
Art X Fashion: Fashion Inspired by Art(2022), p. 75.

B AFRES digke A9 Agels Alolth(“Alexander
McQueen”, 2023).

G W] AF ARIEE 2009 F/W <30 ¥ R
Y AUE AL s BE Z(The Hom of Plenty: Everything
But the Kitchen Sink)>Z @A (Fig. 18)°] Ut} A MM =
2008 =&91710l theh Wi} |7 whe] v fA $E
A WAL vEgnh dgAere] =g2E Solle Uds
= &3} ol&7) oA (M. C. Escher)?] <31 (Liberation)>(Fig.
17)0] thak vREk A 2EAdolx AES de dHiiy
o] wrkAlgl Hoal ZYUE =27} Q)% th(Duncan-Hall
& Steele, 2022). ©] ZHFS M9 AFF BEo] YT 20
Al71e] 71 gn1A el e 2EQ1 Ae]23F Ye(Christian
Dior)2] AlZZYAQl dF9-=F2 A= (houndstooth checks)e]
3 ARd(Chanel)®] ESI= $E 55 3xg ZolthLim,
2021). A= o vjes Ae 5 Bol vHEET

B
ol

(Lim, 2021) o|A2] 2&2 Zhefal, eka] sel
AESA sls /A3 5502 H], E7Fs% FRE BAM
o] e ATHORE F& &ol= Al AMAE ARS. o]
23t o o] FAF<BH>ol HAR= Azt elA 7Ex71A] 9
53 (morphing)s} €8] k] W] 2Ee] sFe2F2 A
e B DHE 7 MEAE e 22 o R g
At
nfE AR o|ETle|R} 2R AwTRR] 7] ERETL 4
<3 Aoz AU Ad= ol EAlsle AES Hol
A7] 18t ol YA olEld = dedl, I8 HES
B3l droAE dee T RS s 84 i)
RE 945, IREL oftM & 0] FLI] Hule B
E 94E A2 2308 ARRE 4 Atk(Knabb, 2006). A
AfFA Hes 3 &S doXe titHola Fod &5
o] 7FsAS AABIL vk vhA] Bl 710l oln] EAlske
[AEEL TRt AEA 2SI oldE PAE B3 oA
o] ofmES Ao ZH o) EAIBIE W FEC dldl A
S el ojde] AlLE dojrl7] 918 o] u}
2 AARFA B=ED Belth
HAeM o] AAFe] AR WF ulEAdEe 19508 Z
g2 Q¥ B9 ~EZ](Aubusson tapestry)S ¥ ZEZ &%
W7o ZH 7Y (Paul Gauguin)?] ZHE 3jMde] ggo=z
7). 274 F WA EFS|E] oAellx, 2= <H| o] Hf
S|Ul(Te Arii Vahine, ¢, 2] oJj(The Queen, the King's
Wife))>(Fig. 20y 3L, oFgThH: B3 A4S BT

e
o

i

Fig. 19. Edouard Manet, Olympia, 1863.
Yim(2012), p. 86.

Fig. 20. Paul Gauguin, Te Arii Vahine (The Queen, the King's Wife), 1896.
Art X Fashion: Fashion Inspired by Art(2022), p. 50.



a9¢ 2 vhd|(Bdouard Manet)®] <&
>(Fig. 19)¢} EJX]o}=(Titian)9] <
Urbino)>(1538)° BAIE ZE3} LAah, A|2)e] YEE B
ol AL XFsl el TuAd AFE°] Uck(Duncan-
Hall & Steele, 2022). Z&H2ollX I2FE BYAEDRE VI=E
AT 17712 Ase] Sepivh. wd Aoz F3¢ v
BB S oA dovlEe =g o3 A 49
A 2o A A ZFgE 9 W43} 1520 (Gobelin) 4] E5F 1648
ol ek 99 vls obdme] Y HW Fo] o Wl

& 31 o Olympia)

AFS 2 B (Charles Le Brun)d} 722 guje] a3t sp/i=
o] 2¥S 9= 2& EFITH(Duncan-Hall & Steele, 2022).
nf2x|dgte] IE(Fig. 21)= 195087 olEl Raymond
Picaud 9‘ ]%: | A=t 21789 <Te Arii Vahine>2 HoF+=

s B 2 Huissely J7tg wok Adfee e

HE] ol 239 2015 S/S (Fig. 23)2FAoM e yda=
SRS AR A9 A5 < I8 A2 (Van
Gogh Girls)>o]™, HIAE ® 73 (Vincent van Gogh)e] <
WO Z=4=(Wheat Stacks with Reaper)>(Fig. 22)°l14<} 72o]
FES AT U BASE AAFR]D dUR A G7ks wisk
ot A9 i 25| At 9FRAR= 350] a4
o o3 Jle] W3} U whH =g Ruje el g &

Fig. 21. Maison Martin Margiela, Pea coat, 2014 S/S Haute Couture.
Art X Fashion: Fashion Inspired by Art(2022), p. 51.

Fig. 22. Van Gogh, Wheat Stacks with Reaper, 1888.
www.Irenebrination.typepad.com.

<282 HY2(Venus of

oo Apele] vl B 97 161

Fig. 23. Viktor & Rolf, Van Gogh Girls, 2015 S/S.
Bruggeman(2017), p. 209.

the valiie |

Fig. 24. René Magritte, La clef des songes(The Interpretation of
Dreams), 1936.
Jeong(1987), p. 218.
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WAYS OF
SEEING

JOHN BERGER

5 i atfectod by what we

Fig. 25. John Berger. (1971). Ways of seeing. cover image.
Ways of seeing(1971), cover.

Fig. 26. Off-white, Seeing Things, 2017 F/W.
www.off---white.com.

O\I

A Eo|th(Bruggeman, 2017). A EA} Bruggeman
2017y ¥E <l E3zo sjHe] Az HA=Ql Sl AR
o] A AAES $I &2 T E Q] A (re-appropriation)
9] gt FejolH, o= UE=9] A2 HEHA o] THE

TEAT gk s o271 Smelkik(2017)
Ho] FH3 Elfiate] sl WIS <o
= SjulollA t]xto| e} AH|Rte]
AL =7 APlM AFH R
FE dodle WBAE BT 353
ez 3lo|E WA ola2E 2017 F/W B4 284 K1ES
H7|(SEEING THINGS)>(Fig. 26)& 2017 & ®|#(John Peter
Berger)®] XAl Bt 7N 8PAA TWays of Seeings (1971)
(Fig. 25) AALeI} HE&HETR] & WAL H3S AR
THLim, 2018). oF=2 o]Xdl] & WAL AE A= 2
vl Ee] 2E <] d2(La clef des songes)>(1936)(Fig.
242 Az AF3ek. Berger (1971/2013Y= A 2HEA <
oA = AFZEHUAAY AL Alzpojgial AFAL 2
oMM Agate oW|AZhe Tole B Q17ke] whEoldl o]n]
A& 7Y St vl B <Fo] E4)>% Qo) Al

7} Ajole] o] G ofIE AE Lol HAH Zolth. o]

N o &
4
-
[}
2
=
g o
<
a
- &
W‘“F

rtt
% ES
o
-
© ox
o
oft
>
=

Al Uehbke o Eolut o] Zhe 542 gt oy
o] BAS] F3dolrt. o] oA ' Te| HE| W &
(The door), HAIAl Eoll ¥l (The wind), E3olz] Zeoll Al

(The birdyS t-3A1F o, wX|EF Y7 Woll= o7
(The valise)°]2}al Rtk & AFEE9] o7|X] ¢k& TS o}
Edvly 3 T AJ9l 2EH o (Comte de Lautrémont')
Ag ojd Pz} degle Te AFAIE 7o 23T
o]o] A1F 9715 BTt gl & e AL, 3
AP coJgPrpdrolele B2 g3 oot dlevt, 52
A abeolgtal & & glevt ke o] oS
HAFEOAL 3 = ATh(Jeong, 1987). ©]9} o] mlaE]E:

fUl

Fl

Ago] $2olA SJulE ATTE W AFESo] 914R)
£314 B5e 4 oS e Wil tal 8L A7)

|A ol &R 1*401 *&% | hal £ |9k 1eisict
olg} 7o) TrEAY T Alule] FATIRIoL S| FE

ARlEe Hxg %%H S SIEIE] 719l AR ol8o) =
A1) A2k F3l B4 Aol B o Aleke e

22 Qe R 3] Alare] £8 EolFHe AIER B 4 Uk
ol siaolrlel Hele] Bz .
Table 22} 7t}

=

Table 2. A creative methods and technique for creating parodies in fashion

20C 21C
Period 19C
1900 1970 1990 2010
Art Realism Modernism Postmodernism Post-contemporary -
A creative Modernism parody: Postmodernism parody: Extended parody:

Imitative parody

technique in art critical parody

appropriation

reappropriation

Fashion Realism fashion = Modernism fashion

Postmodernism fashion

Post-contemporary fashion -

A creative

. . . - Imitati d
technique in fashion mitative parody

Imitative parody
Modernism parody:
Critical parody

Postmodernism parody:
appropriation
Extended parody: appropriation

Extended parody:
reappropriation




4.4 8
e o7 A Fdd FAIE AEA =
sk Ag ofnlskA] et Akt EﬂO ’\EPO HZ(Leo
Steinberg)t= Bz tal ‘el &olehs TEFTE BT A7h}
A7l FAA7IEE ofH HE8H “’”“Oﬂ w}i} oln] EAjshk=
9] olux] F glle] ZES HEAF)= Z(Seo, 1992)2
Z AF3I99 . Barthes(1968) 9A] 22] 1A The Death of the
Authory = &8l 2™l Zlo] 1 o H3ZSl Zlo] of
d &3b om|REo] Fajeln srgm]s F el A %71
o, Zge] oJvl= {3 Hloll = Aol oz} ARile] £3
&ol| g AxFE A=, dee] THRIE F WRE]
opd LH‘?EPJ 7H, & dsvte] owet 54, ¥l FaL 2
< ° ol iRl el FxE= Aol ofuEt R
<] XF&—E o] Fofz| &= Zloltt.
Al kel vebd b o e dejve 2t 3
o] oFHA)S A Hzo =z AMsjokale] YA 9Fel 9=
B3oA Az 7S Fefspl Hrk deie)
oJuli= FolA] F9] Ado] e} slEelule] golata
itk clee] BES FriEe Zo] ohiL 5 ngHel
7] g WS AR AFEE BN o we o
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