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Anotace

Pfedmétem této bakalafské prace je pielozit prvni kapitolu nazvanou A history of seduction z
knihy Fashion brands: branding style from Armani to Zara autora Marka Tungata a teoreticky
reflektovat cely proces. Prace se skladé ze tii zdkladnich casti. Prvni Cast je vlastni text piekladu,
druhou ¢ést tvoii komentat k prekladu a tieti ¢asti je priloZzeny vychozi text. Komentat k piekladu je
rozdelen do Ctyf casti. Prvni Cast obsahuje pfekladatelskou analyzu vychoziho textu, druhd cast
popisuje zvolenou metodu piekladu a vztah piekladu k vychozimu textu. Treti ¢ast zahrnuje
typologii problému, které pii piekladu nastaly, véetné jejich feSeni a posledni ¢ast popisuje posuny,

ke kterym v ptekladu muselo dojit.

Klicova slova

moda, znacka, pteklad, vychozi text, analyza textu, ptekladatelskd metoda, posun

Abstract

The object of this bachelor thesis is to translate the first chapter called A history of seduction
from Mark Tungate's Fashion brands: branding style from Armani to Zara and to describe
theoretically the process. The thesis is comprised of three fundamental parts — translation,
commentary and the attached source text. The commentary is divided into four parts. The first one
contains an analysis of the source text for the purpose of translation, the second part describes the
selected translation method and the relation between the translated text and the original
communication situation. The third part of the commentary comprises typology of the problems that
occurred during the process of translation and the last part describes the necessary shifts that have

been made in the translation.
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1. Uvod

Tato bakalaiska prace zahrnuje pieklad prvni kapitoly z knihy Fashion brands: branding
style from Armani to Zara od britského autora Marka Tungata a déle komentat, ktery obsahuje
prekladatelskou analyzu originélu, zvolenou metodu piekladu a typologii problému a posund, které
pfi prekladu nastaly.

Vybér publikace Fashion brands byl v podstaté nahodny, ackoliv mym pfanim a zamérem
bylo prelozit text s tématikou z oblasti mddy. Pii piekladu jsem se snazil vyuzit veskerych znalosti
nabytych béhem studia i mimo néj, hlavnim kritériem pro mne byla ekvivalence funkci vychoziho
textu a prekladu.

Nasledujici ¢ast prace tvori samotny pieklad (original viz ptiloha), druha cast obsahuje

komentai k prekladu.



2. Text prekladu
Pribéh o pokusSeni

., Modni prumysl je tovarna na touhu. “

Vse zacalo v Patizi. Pozd¢ji se podivame do New Yorku a Mildna, Londyna a Tokia, avsak
vétSina odbornikli se shoduje na tom, ze moda, jak ji zndme dnes, ma své pocatky ve francouzské
metropoli.

Od doby, kdy sil krej¢i Worth Saty pro cisaifovnu Evzenii, manzelku Napoleona IIl., az po
posledni dil seridlu Sex ve mésté — bezpochyby modné nejuvédomeélejsi televizni série nasi doby —
je Pafiz synonymem pro modu. ,,Samotné anglické slovo pro médu fashion pochazi z francouzstiny
— facon znamena urcity zpusob prace a travaux a fagon je tradicni francouzské oznaceni pro
krej€ovstvi,” uvadi socialni antropolog Bruno Remaury ptednaSejici na piedni francouzskeé
navrhaiské skole Institut Frangais de la Mode.

Patiz modou oplyva i nadéale. Na pravém biehu Seiny, historicky obchodnim jadru mésta, se
kolem muzea Musée de la Mode sidliciho v jednom z kiidel Louvru rozevird zéna mody jako vé&jit
posazeny drahokamy. Zdobi ho butiky podél ulice Rue du Faubourg Saint Honoré (kde sidli rovnéz
redakce francouzského vydani Casopisu Vogue), ultrastylovy koncepcni obchod Colette, obchodni
domy Printemps ¢i Galeries Lafayette a nékolik prodejen megauspésnych siti obchodi H&M a Zara
— nemluvé o bezpoctu billboardl propagujicich spodni pradlo, parfémy, kabelky ¢i slunecni bryle,
podle sezony. A to neni zdaleka v§e — mimo tuto nejproslulejsi zonu se zde nachazi dalsi vyznamna
mista, kterd piekypuji stylem, jako ulice Avenue Montaigne, ¢tvrté Saint Germain a Le Marais.

Na vsech téchto mistech se tvoti fronty pied prevlékacimi kabinkami a nad vitrinami slintaji
kolemjdouci, obvykle se znackovou kabelkou na rameni. Lidé z médniho primyslu by fekli, Ze je
momentalné krize, avSak ruch v mistnich ulicich tomuto tvrzeni pon€kud protifeci. V obdobi
vyprodejii to tu pfipominad zapas ragby a boxu v jednom, slusné chovani jde stranou. Na pocatku

jednadvacatého stoleti je ohromné ,,in“ sledovat trendy. Otazka zni — proc?

POSEDLOST MODOU

Modni znacky pouzivaji mnoho technik jak nas presvédcit, abychom se rozloucili se svymi
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tézce vydélanymi penézi vymeénou za ten prchavy pocit blaha, Ze mame néco nového na sebe.
Rozumu je jasné, ze se jedna pouze o trik — vétSinou mame spoustu obleceni, které jesté né€jakou tu
dobu vydrzi. Proc€ si tedy stale kupujeme nové a nové? Miize za v§im stat marketing?

Odbornik na moédu Bruno Remaury fika: ,,Tradi¢ni marketing je zaloZen na potiebach.
Vezmete produkt, jenz odpovida existujici poptavce, a snazite se dokazat, ze vas vyrobek je ve své
kategorii ten nejlepsi. Modni marketing je vSak ve skutecnosti zaloZzen na vytvareni potfeby tam,
kde zadnd neni. Médni primysl je tovarna na touhu.*

Pro mnoho pracovnikli v tomto odvétvi je asi udivujici — ¢i prinejmensim ponékud usmévné
— jak jsou zakaznici ochotni nechat se svadét. Mddni poradce Jean-Jeacues Picart, jenz pracoval pro
takové znacky jako Christian Lacroix ¢i Louis Vuitton, podotyka: ,,Pro lidi, co jsou opravdu posedli
modou, je to néco jako droga. Je to jen muj nazor, ale domnivam se, Ze divodem je skutec¢nost, ze
tito lidé ztotozuji vnitini zménu se zmeénou vnejSku. Maji pocit, ze jakmile zméni svij ,,look*,
zméni se 1 uvnitf.*

Picart naznacuje, Ze za prehnanou starosti 0 modu stoji urcitd mira nedostatku sebedivéry.
,» 11 nejveétsi modni nadSenci maji pon€kud zranitelnou povahu. Jako kdyby se bali, Ze je nékdo bude
soudit. Ziji tak v neustalé obavé o sviij vzhled.*

S odzbrojujici otevienosti Picart popisuje svou profesi jako ,lehce cynickou a lehce
perverzni®. ,,Mo6dni marketing ma jediny cil — vytvofit znacce piitazlivost podobnou pritazlivosti
sexualni. Ugelem vieho, co délame, je pfinutit lidi, aby se do nasi znaky zamilovali. Veskera
lakadla naSeho prumyslu — piehlidky, reklama, celebrity, pozornost médii — nam v piipad¢ dobie
odvedené prace zaruci, Ze lidé nakonec pfijdou do naseho obchodu.*

Zni to jako vydobytek moderni doby. AvSak modni branding existuje asi stejné dlouho jako

mucholapka podivna, tfebaze se jeho ldkadla stala rafinované;si.

PRVNI MODNIi ZNACKA

Modda tak, jak nas zajima, se zaCala utvaret v Pafizi na konci devatenacté¢ho stoleti, kdy
vznikla prvni navrhaiska znacka. Ackoliv prodavala zejména ve Francii, jejim zakladatelem byl
Anglican.

Pravidla hry zménil Charles Frederick Worth. Pied jeho ptfichodem krej¢i neutvateli styl ani
nediktovali modu, nybrz pouze dodavali kopie Sat, které jejich bohaté klientky zahlédly v
ilustrovanych novinéch ¢i obdivovaly na spolecenskych shromézdénich. Zékaznice si vybirala latku
a barvy sama a Saty se Sily piimo na ni, kolem dokola jako leSeni. Worth byl prvni krej¢i, ktery

oblékal Zeny dle svého vlastniho vkusu — byl tak vlastné prototypem slavného modniho névrhare.
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Worth se narodil 13. fijna 1826 v méstecku Bourne v hrabstvi Lincolnshire. Stejné jako
vétSina soucasnych nejproslulejSich navrhati — Galliano, Gaultier ¢i McQueen — i on pochézel z
pomérné prostého prostfedi. (Pravdou je, Ze touha uniknout z vSedniho Zivota prostfednictvim
okazalych $atli a krasnych zen je nit’, jez se proplétd celymi d&jinami mddy.) Jeho otec, William
Worth, pracoval jako advokat a dostal se do finan¢ni tisn€, pravdépodobné kdyz byl Charles jesté
chlapec. Charles se poté¢ domnival, ze je na ném, aby zivil rodinu, a tak se odstéhoval do Londyna,
kde se stal uéném a pozdégji tcetnim ve vyrobné textilu Swan & Edgar v ulici Picadilly. Pravé tam
ziskal cit pro drahé tkaniny a ukdzal svlij mimofadny talent pro uméni prodeje, ktery mu pozdéji
tolik pomohl. KdyZ mu bylo dvacet let, plny ambic odjel do PaftizZe.

Wortha zaméstnali v obchodé¢ s textiliemi Gagelin—Opigez v ulici Rue Richelieu €. p. 83.
Kdyz se zrovna nemusel vénovat zdkaznicim a jejich potiebam, navrhoval Saty pro svou nevéstu,
Francouzku Marie Vernet, jez pracovala ve stejném obchodé. Zakaznice si brzy vSimly jeho
elegantnich vytvora, které sice odpovidaly dobovému stylu objemné spodni casti Satli, avSak mély v
sob& néco extra, co se stfthu a barev tyce. Worthovi pak v zadni ¢asti budovy vy¢lenili maly prostor,
kde mohl vystavovat své navrhy. Ty bylo mozné usit na miru v ptipad¢, Ze zdkaznicim ucarovaly.

Worth nemohl rozSifovat sviij obchod proti vili Gagelina a Opigeze, a tak zkusil prorazit na
vlastni pést za pomoci mladého a bohatého §védského obchodnika s textilem Otta Bobergha. Roku
1858 zalozili Worth & Bobergh se sidlem v ulici Rue de la Paix, ¢. p. 7. Ackoliv mé¢l Worth mnoho
vlivnych klientek, nejvétsi zlom pftiSel v dobé&, kdy navrhoval rébu pro princeznu von Metternich,
manzelku rakouského velvyslance v Pafizi. Kdyz tyto Saty spatfila na plese v paldci Tuileries
cisafovna EvzZenie, povolala si jejich autora k sob¢.
pfisluhovacem, jehoz by zakaznice nutily vyrabét napodobeniny Satli, které vidély jinde. On sam
mél lepsi predstavu jak zkraslit vzhled svych zakaznic nez ony samotné. Pomalu, ale jisté skoncoval
s ¢epct a krinolinami a zacal §it Saty priléhavéjsi k télu. Sukné vyztuzené obru¢emi nahradil daleko
svidnéjS$imi ,,pouzdrovymi* Saty — tiebaze s turnyrami a vleckami, jez vyzadovaly spousty metri
drahé¢ latky.

Podstatné je vSak to, ze Worth byl marketingovy génius. Dfive se modely Sati vystavovaly
na dfevénych bustach. (ZmenSeniny se vSemi detaily se §ily na panenky, které se posilaly
potencialnim zakaznicim jako propagacni materidl.) Worth jako prvni navrhaf své klienty posadil na
zidle, aby jim ukdzal kratkou ptehlidku na efekt — poté co si vybral n¢kolik atraktivnich zen, které
nazyval sosies, Cili ,,dublérky®, a oblékl je do svych vytvort,, ¢imz vytvofil koncept povolani
manekynky. Dokdzal rozpoznat elegantni Zeny, které by mohl obléct, a védél, ze jakmile vstoupi do
spole¢nosti v jeho Satech, vyvolaji velky rozruch. V soukromi o nich hovofil s opovrzenim jako o
,»zokejkach®.
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Mimo to se Worth choval jako typicky modni nédvrhaf. Chodil vZzdy upraveny, od hlavy az k
paté obleCeny do sametu, nosil baret na hlave, knirek, cigaretu drzel okéazale prsty do tvaru O a
zdkaznice vital vleze ze svého divanu. Byl také velmi ndladovy — uvadi se, Ze v zachvatech
zutivosti trhal na kusy nedokoncéené ¢asti odévu, jen protoze neodpovidaly presné jeho predstave.
Pak ptipadné potencialni zakaznice odmital a ty stavajici vyhanél.

V tomto bod¢ se jiz setkdvame s mnoha diilezitymi souc¢astmi dnesniho mdédniho marketingu
— prehlidkami na molech, slavnymi modelkami, elitafstvim, a nesmi chybét charismaticky mluvci
znacky. Panovacny a napadity Worth byl muzem, jenz se dokéazal z naprosto neznamého cloveka
stat bohem téch nejbohatSich — nez 10. bfezna 1885 zemftel, ustanovil vzor, ktery méli vSichni
budouci navrhati nasledovat. Worth bezpochyby vykazoval velkou davku uméleckého nadéni,
zejména byl vSak prvni mezi krej¢imi své doby, kdo dokazal zaobalit své jméno pohadkou a prodat

ho se ziskem.

POIRET ZVYSUJE SAZKY

Jediné, co se ve svété mddy neméni, je potieba neustalé zmény. Ackoliv Worth odkézal
byznys schopnym rukdm svych dvou syni, Gastona a Jean-Philippa, jeho znacka sté¢zi mohla zistat
v popfedi mody navzdy. Neznamena to vSak, ze by si nevedla dobfe. Jeji stdnek na Svétové vystave
v Pafizi roku 1900 zaznamenal obrovsky odbyt a slava jména Worth doznivala jesté pres cela 20.
1éta (znackovy parfém Worth byl uveden na trh az roku 1925). V té dobé vSak drzel davno
pochoden n¢kdo jiny, jiz tieti v pofadi.

Mlady navrhat Paul Poiret, kterého do mdédniho domu Worth ptibral Jean-Philippe, se brzy
zacal vymykat konzervativnéj§imu stylu svych mistrii. Byl synem obchodnika s textiliemi a
ptvodné se vyucil destnikdfem. Ve volném cCase zacal experimentovat s hedvabim na deStniky a
vytvaiel z n¢ho oblefeni pro panenky. Poiret cht¢l Zeny zbavit az pfili§ slozitych odévi, které
zatézovaly horni cast téla. Nakonec zcela zavrhl korzety, coZz znamenalo revoluci v ddmském
oblékani. Francois Baudot ve své knize Mode du Siecle (1999) poznamenava: ,,[Do té doby] se
zadna moderni Zena pii Snérovani korzetu, ¢i snaze vyklouznout z tohoto krunyte, nemohla obejit
bez pomoci dalsi osoby. Az s ptichodem Poireta se zeny dockaly Satl, které by si mohly obléct
samy.*

Jak uz to tak byva, Poiretovi zaméstnavatelé nebyli ochotni pfijmout jeho revolucionaiské
napady, a tak si roku 1904 zalozil vlastni obchod v ulici Rue de Faubourg Saint Honoré. V
nasledujicich letech Poiret zménil koncepci damského obleceni jednou provzdy. Nejprve prisel s

vlastnim pojetim empirové linie — dlouhymi, uzkymi a rovné€ stfiZenymi Saty s vysokym pasem,
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ktery zdaraznoval poprsi. Dale vymyslel ztzenou sukni se stithem tak uzkym, Ze v ni nositelka
mohla jen cupitat (coz pon€kud odporuje tvrzeni, ze jeho obleceni zeny ,,osvobodilo*). Poiret hledal
inspiraci 1 v Orientu ¢i u neokoukané baletni skupiny Ballets Russes a navrhoval Saty, které byly
variacemi na kimono ¢i volné harémové kalhoty. Ty volaly velké pozdvizeni, jelikoz bylo
nemyslitelné, jak v modé, tak ve vztazich, aby zeny byly témi, kdo nosi kalhoty. Poiret i nadéle
stiral hranice mezi moédou a uménim, oslovoval malife, jako byli Georges Lapape ¢i Raoul Dufy,
aby ilustrovali jeho katalogy, a svlij obchod vyzdobil ve stylu, ktery ptedznamenal Art Deco.

Podobné jako kdysi Worth i Poiret pfistupoval prakticky a zarovenn velmi dimysIné k
propagaci svych vyrobki. Roku 1911 uvedl jako prvni navrhar vlastni znackovy parfém, ktery
pojmenoval Rosine po své nejstarSi dceti. Vybral si vini a navrhl pro parfém lahvicku, obal 1
reklamu. Téhoz roku uspotadal velkolepou party nazvanou ,,Tisici a druha noc®, okazaly maskarni
ples, kam hosté¢ pfiSli odéni jako pfisluSnici perské kralovské rodiny ¢i ¢lenové druziny princezny
Seherezady. Sam Poiret stavél na odiv svij sludivy zlaty turban. Ve¢irku se zacastnili
nejpopularnéjsi osobnosti Evropy spole¢né s vybranymi zastupci tisku.

Poiret oteviel ve vSech vétSich méstech Francie znackové butiky a se svymi piehlidkami
cestoval po celé Evropé€. Navrhoval Saty pro herecku Sarah Bernhardt, svou muzu mezi celebritami.
Kdyz se pozdéji rozhodl prestat dodavat Saty jedné ¢lence vlivné dynastie Rothschildi — ktera se
patrné odvazila zkritizovat jednu jeho ptehlidku — postaral se, aby o jeho rozhodnuti védéli vSichni.

Poiret svymi marketingovymi tahy ovSem nesledoval pouze své vlastni z4jmy. V dobé¢
nejvetsi slavy v roce 1911 oteviel dilnu, kde se patizské divky pochdzejici ze ,,skromného
prostiedi ucily vyrobé textilii, koberct, stinidel na lampy a dalSich dopliki pro domécnost. Ty se
prodévaly v butiku a né€kolika obchodnich domech pod Poiretovou dcefinou znackou ,,Martine®,
pojmenovanou tentokrat po jeho nejmladsi dcefi.

Navzdory svému vlivu, talentu a marketingovym dovednostem vsak Poiret nemohl zastavit
pokracujici vyvoj mody. Jeho hvézda zaala uhasinat jiZ po prvni svétové valce a ve 20. letech se
dostal do hotkého sporu se zenou, jez se pozdéji stala mddni ikonou své doby — Gabrielle ,,Coco*
Chanel. Guillaume Erner ve své knize Victimes de la Mode (2004) uvadi, Ze Poiret nazyval Coco
,strijkyni své bidy“. Kdyz jednoho vecera narazil na Coco v ¢erném uboru, zvolal: ,,Vidim, ze
drzite smutek. Ale za koho?*‘ na coz mu tdajné Chanel odvétila: ,,Za vas, drahy.*

Poiret vSak nebyl ochoten jen tak vyklidit pole. Béhem vystavy Art Deco v roce 1925 si
pronajal tfi obrovské vyletni lodi na Sein€. Prvni proménil v restauraci, druhou v kadeinicky saléon a
tieti v butik, kde se prodavaly jeho parfémy a mddni dopliiky. M¢l to byt jeho posledni vystiedni

kousek — slovy Ernera: ,,Zatimco lod¢ se udrzely na hlading, jeho obchod Sel ke dnu.*
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CHANEL, DIOR A DALSI

Gabrielle Chanel se domnivala, ze Poiretovy Saty byly spise kostymy nez obleceni, a jako by
ji stale vice Zen déavalo za pravdu. ,,Vystiednost byla pasé — mimochodem jsem doufala, ze i ja ji
pomohla zabit.” cituje Chanel Paul Morand ve své knize L'Allure de Chanel (1996). Jesté piisypala
sl do rény, kdyZz dodala, ze je pro Zenu snadné upoutat pozornost, pokud je nastrojend jako
Seherezada, na druhou stranu jednoduché &erné 3aty jsou ukazkou lepsiho vkusu. , Extravagance
zabiji osobitost, prohlasila.

At uz se svymi vyroky méla pravdu, ¢i nikoliv, jisté je, Ze Chanel posunula modu do 20.
stoleti. Tento skok byl vSak ve skutecnosti vyvolan zménami ve spolecnosti. Behem prvni svétove
valky Zeny pracovaly v tovarnach a na polich a zvykly si nosit jednoduché uniformy. Po valce byly
zeny podvyzivené, ale zaroven houZevnaté, a nechtély se vratit do své tradicni role hospodynky-
bohyné. (Mnoho z nich totiz valka pfipravila o manZela ¢i snoubence.) Toto obdobi se také
vyznacovalo rozmachem automobilli, coz vedlo k vice praktickému pfistupu k modé — nosily se
krétce stiizené vlasy, sukn& nad kolena a tvidové t¥i¢tvrtedni kabaty pro motoristy. Zeny obledenim
davaly méné€ najevo svou Zenskost. Chanel a dal$i navrhaii — zejména Jean Patou — vzali novy
androgynni styl za svj a dale jej rozvinuli.

Coco svym proslulym davtipem a uménim byt vzdy na spravném misté a ve spravny cas
dokonale zapada do naseho pojeti d&jin mody — které klade diraz na marketingové schopnosti.
Nezapomenutelny je jeji parfém pojmenovany jednoduse No. 5, jelikoz byl paty v fadé vzorki, z
nichZ si méla vybrat. Vyjimecny byl zejména proto, Ze se jednalo o prvni oteviené synteticky
parfém, coz pfispélo k jeho ztélesnéni modernosti. Podle Frangois Baudota je parfém dodnes
»opravdovym zlatym dolem, ktery v sobé¢ i nadale nese, v té nejkondenzovangjsi mozné forme, styl,
kouzlo a vahu osobnosti... srovnatelné s Picassem, Stravinskym ¢i Cocteauem*.

Zatimco Chanel si omotavala modni pisatele kolem prstu, jini nadvrhafi ukazovali, Ze rovnéz
znaji par reklamnich trikii. Ackoliv se svou znackou neudrzela na scéné tak dlouho jako Chanel
(coz, priznejme si, dokazal madlokdo), stala se Elsa Schiaparelli jeji silnou piredvale¢nou
konkurentkou. Na svych modelech Satti spolupracovala se Salvadorem Dalim — ktery navrhl
pfedevsim troufaly potisk humra — a vyrazna lahvicka jejiho parfému s ndzvem Shocking byla
udajné navrzena podle nader amerického sex-symbolu, herecky Mae West. Tyto reklamni tahy vSak
bohuzel jeji znacku nedokazaly udrzet pii zivoté béhem ponurych let ctyticatych.

Po vélce samoziejm¢ opét nezlstal kdmen na kameni. Ackoliv se v Pafizi za okupace
objevilo nékolik mdédnich domil, mezi nimi Jacques Fath ¢i Nina Ricci, pochoden prevzaly Spojené

staty. Diive si Americ¢anky, co chtély jit s modou, kupovaly drahé Saty dovezené z Patize, ¢i jejich
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levnéjsi napodobeniny usité blize jejich domovu. Newyorsti vyrobci ze Sedmé Avenue zacali jiz
pred valkou experimentovat se syntetickymi tkaninami, rychlej§imi zplUsoby vyroby a
jednoduchymi, obménitelnymi ¢astmi obleceni. Tento vyvoj se jesté urychlil v letech Ctyficatych a
New York se tak stal kolébkou konfekce. Po uzavieni miru se postaveni Pafize jako hlavniho mésta
mody zacalo otfasat. Valecné inovace ukazaly, ze ,,byt Sik nemusi nutné¢ znamenat mit osobniho
krejciho €1 ,,nosit haute couture®. Moda tak poprvé piestala byt doménou pouze bohaté elity.

Pafiz vSak neztratila na vyznamu. Padesata 1éta byla svédkem vzestupu Christiana Diora,
muze, jenz svym zapalem pro reklamu prevysil vSechny své ptedchiidce. Stejné jako vizionarskym
navrhafem byl tento tvlirce tzv. New Look (,,nového vzhledu®) i strojem na penize. Roku 1947
predstavil sviij prvni parfém a v roce 48 oteviel v New Yorku svilij obchod s konfekei. Ke konci
desetileti proptj¢il svou znacku fad€ kravat a puncoch a nésledné oteviel pobocky po celém svéte,
od Londyna po Havanu. Pied svou predCasnou smrti v roce 1957 mél pod sebou vice jak tisic
zaméstnanct — situace do té doby u navrhaie nevidana. Dior si uvédomoval 1épe nez kdokoliv pred
nim, ze luxusnimu zbozi 1ze dat novy kabat a zacit ho masové prodavat. Nejen ze si tuto skutecnost
uvédomoval, ale také ji povazoval za kli¢ k pieziti a ziskovosti znacky. Erner uvadi, ze Dior jednou
tekl: ,,Vite, jak to chodi ve svét mdédy — jeden den jste na vysluni a druhy den se ocitnete na ulici,” a
dale: ,,Znam spoustu recepti a jednoho dne... se mozna budou hodit. Sunka Dior? Rostbif Dior?
Kdovi?“

Asi neni prekvapenim, Ze znacku Dior dnes vlastni impérium LVMH (Louis Vuitton — Moét
Hennessy) — nejvetsi prodejce luxusniho zbozi na svéte.

Diktatorstvi znacky se zacalo uplatiiovat i mimo dim Dior. I v 60. letech, kdy doslo k
demokratizaci mody a kazdy uplatiioval pravo na vlastni styl, méli hlavni slovo marketéfi. Kdyz
byla Mary Quant dotdzana, zda vymyslela minisukni ona ¢i francouzsky navrhair Andrés Courréges,
Quant diplomaticky odpovédéla: ,,Nikdo — je to vytvor ulice.“ Nicméné Quant patii do skupiny
navrhait, kteti vyuzili kulturu mladych lidi 60. let pro zisk, a to se znacnym tspéchem.

Dal§im takovym navrhafem, avSak v upln¢ jiném méfitku, byl Pierre Cardin, muz, pro n¢hoz
bylo rozSifovani znacky témét kiiZovou vypravou. Tento chrdnénec Christiana Diora si
pochopiteln€ velmi brzy vsiml upadku haute couture a rozpoznal potencial konfekéni mody (prét-a-
porter). Oteviel dva obchody, prvni pojmenoval Adam a druhy Eve. Pozadal, aby mu v parizském
obchodnim domé Printemps vyclenili prostor vyhradné pro jeho znacku, a dostal ho. Cardin byl
milackem médii, po vzoru Diora proptjcoval svou stdle ziskové&jsi obchodni identitu dalSim
vyrobkim a dnes jich jeho jméno nese po celém svété pies osm set. Teri Agins ve své knize The
End of Fashion (1999) poznamenava: ,,Vzdy se naSel néjaky vyrobce ochotny nalepit ,Pierre
Cardin‘ na své fény, budiky, bidety a panve. ,Mé jméno ma vétsi vahu nez ja sam,* prohlasil jednou

Cardin.” Agins dale cituje Henriho Berghauera, ktery pomahal vést Cardinovo impérium v 50.
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letech: ,,Pierre si brzo uvédomil, Ze chce byt spiSe nalepkou nez navrharem. Chtél byt jako
Renault.*

Ackoliv mu tato strategie pfinesla soukromy majetek obfich rozmérti, rovnéz oslabila
exkluzivnost, jez tvoii hlavni hodnotou kazdé luxusni znacky. Od 90. let Cardinova znacka trpéla v
oCistci nemodernosti a zablesky jejiho vzkiiSeni se objevuji aZ dnes. Jeji budoucnost bude asi
zéaviset na tom, zda — v dob¢ vzniku této knihy dvaaosmdesatilety — Cardin uspé&je pii prodeji svého
podniku — tfebaze zdjemci o koupi zjevné couvli pied pozadovanou cenou 400 milionu eur, jak
uvadi francouzsky denik Le Monde (v ¢lanku L'homme d'affaires chercherait a vendre son empire z
2. fijna 2004). V ¢lanku se dale uvadi, ze Cardinovi pfinaSeji licence na uZzivani jeho jména staly
rocni zisk okolo 36 milion eur. S takovym obratem si Cardin miize dovolit pustit z hlavy naiceni,
ze jeho znacka jiZ neni popularni.

Neni mozné hovofit o0 modnich znackach 60. —ba i 70. let — aniZ by padlo jméno Yves Saint
Laurent. Pivodn¢ byl nastupcem Diora, zahy se vSak vydal svou vlastni cestou a brzy ukazal, Ze se
dokéaZe nazrat tak, aby koza zistala celd. Zatimco hosté jeho piehlidek ho vychvalovali jako génia
haute couture, Laurent dokézal zaroven naldkat zdkazniky do svého obchodu s ,luxusni prét-a-
porter, Saint Laurent Rive Gauche, v pafizské ¢tvrti Saint Germain. YSL také hojné poskytoval
licence na svou znacku, avSak na rozdil od Cardina si spolu se svym obchodnim partnerem, Pierrem
Bergém, peclivé vybirali, komu ji ud€li. Nejvétsim hitem se stal jeho parfém Opium, ktery se zacal
prodavat roku 1978 a zlstava populérni i dnes.

V 70. letech pokracovala rychlym tempem demokratizace mody. Umélecké skoly chrlily do
svéta mladé rebelujici ndvrhate, rockefi si oblibili avantgardni oblecCeni, s médnim tiskem se roztrhl
pytel a prvni generace stylistil — onéch dobrotivych odévnich diktator — zacala fikat lidem, co maji
nosit a jak to maji nosit.

S tim, jak prét-a-porter ziskala pfevahu a streetwear ¢ili moda ulice nabyla na eleganci, byl
»stary rezim francouzské haute couture prudce zasazen nedostatkem sebeduvéry. Francouzsti
navrhati také Celili nové vyzve z poza Alp, kde italsti obchodnici s textiliemi a kiizi zacali zakladat
své vlastni znacky. Ve sbirce eseji Reperes Mode (2003), vydané institutem Institut Frangais de la
Mode, Ampelio Bucci uvadi: ,,Béhem pouhych dvaceti let (1970—1990) dosahly [italské znacky]
proslulosti na celosvétové urovni a vybudovaly si pozici na vSech hlavnich trzich.*

Jiz v roce 1965 zacal italsky podnik s kozenym zbozim a kozeSinami Fendi spolupracovat s
mladym talentovanym navrhafem Karlem Lagerfeldem, jenZ pomohl tuto malou spole¢nost
proménit ve vynikajici znacku. Fendi vSak nebyl jediny italsky trumf v rukdvu — dale to byly
Armani, Gucci, Cerruti, Krizia, Missoni a mnoho dalSich. Také Londyn se v 70. letech honosil
spoustou neotielych napadi spojenych se jmény jako Ossie Clark, Anthony Price, Zandra Rhodes ¢i

s koncepénim obchodem Biba, ktery byl brzy zavien, avSak skutecni budouci tahouni se utvareli v
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Milané. Nez francouzsky magnat Bernard Arnault polozil v 80. letech zéklady pro LVMH,
Milanané jako by drZeli monopol na obchod s luxusnim zbozim. Byli rozenymi obchodniky a

dokazali skloubit uméni a obchod tak, jak to mnoh¢ francouzské znacky viibec neumély.

KONEC MODY

Kdy moda piestala byt mddni? Parafrazovali-li bychom Hemingwaye, pfiSlo to zvolna a
pokracovalo velmi rychle. Upadek nastal pravdépodobné v druhé poloving 80. let nasledkem
nestabilni ekonomiky a ptichodu nemoci AIDS jako tragického symbolu pro opozdénou kocovinu,
jez nasledovala po letech sedmdesatych. Dopady AIDS byly skute¢né désivé, jak se nemoc prohnala
skrz tviir¢i prumysl a piipravila jej o neékteré z nejzarivéjSich noveé vznikajicich hvézd.

Toto ponuré desetileti vSak nebylo zcela bez nadéje. Na molech vzbuzovala jednoznacné
nejvetsi zajem prét-a-porter s pozoruhodnymi modely od navrhati jako Jean-Paul Gaultier, Thierry
Mugler ¢i Kenzo. Soucasné tu byl Karl Lagerfeld, jenz mél plné ruce prace s ozivenim domu
Chanel — kam ho jmenovali roku 1983 — a dale Christian Lacroix stavéjici na odiv své okazalé
modely Satll inspirované jeho laskou k opefe, folkloru a dobovym kostymim. Jednalo se
koneckoncti o0 obdobi novoromantismu v mode. V tomto obdobi rovnéZ prorazili japonsti navrhari,
zejména Yohji Yamamoto ¢i Rei Kawakubo (se znackou Comme des Gargons), kteti ve svych
¢terickych Cernych kouscich kombinovali minimalistickou strohost s futuristickymi variacemi na
tradicni obleceni. Jejich odévy ptipominaly spiSe kostymy a slouzily jako inspirace pro
jednobarevnost a jednoduchost, jez byly charakteristické pro uplny konec 80. let.

Nejtypictéjsi jsou nicméné pro tuto éru tzv. japici, mladi lidé usilujici o kariéru a vzestup na
spoleCenském zebiicku, ktefi demonstrovali sviij ispéch zptisobem oblékani — tzv. Power dressing
se stal modernim pojmem. Jako znamka uspéchu se nosily neformalni, avSak snadno
identifikovatelné kostymy a obleky od Giorgia Armaniho. Ve Spojeném kralovstvi zdsoboval nobl
mladiky z londynského City svymi vystfednimi ztvadrnénimi obleku zhotoveného na miru Paul
Smith — jeho heslo znélo ,klasika s kapkou vystfednosti“ — jez také objevil Filofax, ,,0sobni
organizér vazany v kuzi, vyrabény malou firmou v londynské ¢tvrti East End. Smith tento diar a
adresaf v jednom naznacujici, Ze jeho majitel musi vyfidit mnoho pochiizek, zpopularizoval, a
vybavil tak japiky doplitkem, bez kterého se nemohli obejit.

Jeho ptibéh o prodeji odévll boh4¢iim byl jiz mnohokrat zpracovan, stoji vSak za to ho zde nastinit.

Tento Americky navrhar, jenz udélal nejvétsi kariéru, se narodil jako Ralph Lifshitz roku

1939 v rodiné Zidovskych imigrantii z Ruska sidlicich v Bronxu. Jeho otec byl pokojovy malii a
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piijal jméno Lauren, kdyz Ralph jesté chodil do skoly. Ralph vyrostl na hollywoodskych filmech
40. a 50. let, a vryl si tak do paméti obrazy Caryho Granta a Freda Astaira, aby mohl pozd¢&ji znovu
ozivit jejich styl. K mdédnimu byznysu se poprvé dostal u Brooks Brothers, kde prodaval obleky,
pozdéji zalozil velkoobchod s kravatami a rukavicemi v newyorské zon¢ mody. Zahy zacal sam
navrhovat vazanky a pro svou znacku vybral ndzev ,,Polo* pro aristokratické asociace, které¢ hra
polo vzbuzuje. Laurenovy stylové doplnky na krk se staly velkym hitem manhattanského
obchodniho domu Bloomingdale, kde si Ralph roku 1970 vyhradil koutek pro prodej rozsahlého
sortimentu luxusniho obleceni.

Teri Agins piSe: ,,Lauren se zapiSe do d&jin mdédy diky tomu, Ze zavedl v obchodnich
domech koncept ,propagace zivotniho stylu‘... Lauren navrhl [svou] prodejni zékladnu tak, aby
vypadala jako klub pro gentlemany, se sténami obleZenymi mahagonem a pfisluSenstvim z mosazi.*
Déle uvadi, ze Laurenovy obchody ,,probudily v lidech vSechny mozné touhy, sen o prestizi,
bohatstvi a exotickém dobrodruzstvi, ktery sdileli vSichni, kdo usilovali o spoleCensky vzestup®.
Ralph Lauren je vSak vyznamnou osobnosti 1 z jiného diivodu. Evropské luxusni znacky si v oblasti
marketingu zakladaji na svém ,,dédictvi“ a odvolavaji se na tradici vysoké femesIné kvality, aby
naldkaly zakazniky a ospravedlnily vysoké ceny (viz Hermes, Louis Vuitton, Dunhill ¢i Asprey).
Lauren si témét bezdééne uvédomil, Ze ve Spojenych statech na historické tradici nesejde. Amerika
je preci zem¢ Hollywoodu, zemé¢, kde se prodavaji sny.

Lauren vytvofil aristokraticky svét dobrého vkusu, jednalo se vSak o Cisty vymysl. Zalozil
tak sviij uspéch na kvalit¢ odévi a brandingovych schopnostech. Laurenovy obchody pfipominaly
filmové scény a jeho reklamni kampané — focené Brucem Weberem — byly jako fotografie z filmi,
které nikdy nikdo nenatocil. Neni ptekvapujici, ze Lauren navrhl kostymy pro film Velky Gatsby. V
mnoha ohledech totiz ptfipominal Jaye Geatsbyho — muze, ktery stvofil sdm sebe.

Znacka Ralph Lauren dokonale zapadala do 80. let, kdy se moda stala méné dilezitou nez
»Zivotni styl“. Proto jako by se také se vzestupem fenoménu top modelky zac¢ala média zajimat vice
o to, jak modelky ziji, nez jak se oblékaji.

V 90. letech se modeé seviel hrudnik a na néjakou dobu zkolabovala. Teri Agins ve své knize
The End of Fashion tvrdi, ze Zeny ztratily zajem o moddu, protoze se soustiedily hlavné na svoji
kariéru: ,,... zacaly se chovat vice jako muzi tim, ze si zvolily vlastni uniformu — sukné, sako a
kalhotovy kostym — diky ¢emuz vypadaly vice autoritativné, uhlazen¢ a vlivné.*

Patizskd mola navic ztratila své postaveni tvaii v tvatf MTV kultufe a streetwear. Levi's,
Nike a Gap byly, zdd se, mnohem blize kazdodenni realit€¢ nez ngjaka éterickd zjeveni na
piehlidkovych molech. Novymi ikonami se stali rappefi v tepldkové soupravé a diky internetové
hore€ce 1 pocitacovi maniaci v platénych kalhotach; co se se pracovniho obleceni tyce, ,,lezérnim

patkem® se stal kazdy den v tydnu. Obchody prodavajici pohodlné, avSak nenarocné odévy,
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povétSinou usité lacino v Asii, zpisobily, ze lezérni obleCeni se stalo nejen cenoveé dostupné, ale 1
piipustné. Elitarsky postoj, ktery kdysi znacky zastavaly, najednou pisobil rigidné a — co je jesté
supermodelky pfestaly vypadat tolik ,super”. Kate Moss se svou prvotni image u$Smudlané
pubertacky nepusobila ani trochu jako femme fatale. Calvin Klein vybudoval veletspésnou znacku
na plakatech s Kate Moss ¢i mladymi lidmi neurcitelného pohlavi majicich na sob¢ jen a pouze
plandavé dZiny; jednalo se o zdsadu ,,jednoduché elegance umocnénou na n-tou.

Mnohé moédni domy byly nakonec odkoupeny velkymi korporacemi ¢i se v né piimo
proménily a zaCaly prodavat obleCeni, dopliikky, li¢idla 1 nabytek. Teri Agins vysvétluje: ,,Tyto
modni domy jsou obvykle rovnéz vefejné akciové spolecnosti, které si musi udrZzovat staly,
predvidatelny rist kvili akciondiim... Mdda... vyZaduje uréitou miru kreativity a ochoty riskovat,
coz na Wall Street nevysvétlite.” Dale podotyka, ze diky prakti¢nosti a nezajimavosti obleceni 90.
téméf kazdy obchod v nakupnim stifedisku podsouval zdkaznikiim stejny typ obleceni.*

Dnes branding zGstava stejn¢ dilezity jako kdysi, avSak jeho hlavni poslani se zménilo. Od
vydani knihy autorky Teri Agins uplynulo devét let a moda se — nevyhnutelné — znovu proménila.

Prestala se stydét.

MODNI RENESANCE

Tovarna na krasu se koncem 90. let stahla do ustrani, nicméné nezahalela a stale se
pripravovala na své vzkfiSeni, zatimco primyslovi pozorovatelé se obavali stoupajiciho trendu
,hedbalé elegance®. Nova vlna luxusnich znacek méla pfijit z Mildna a PafiZe; zpravy o skonu
francouzské metropole byly ocividné siln¢€ piehnané.

Pfi pokusu nastinit d€jiny modniho brandingu, se nelze vyhnout jednomu jménu — Tom
amerického navrhare, fika: ,,Je jisté, Ze historii mody lze roz€lenit na obdobi pfed Fordem a po ném.
Ford patiil mezi prvni novodobé navrhare, kteii opravdu pochopili silu marketingu. Na svou praci
nepohlizel jako snob — cht¢l jit na odbyt.*

Ptibéh znacky Gucci se podoba opete, piekypuje pozlatkem, zavisti a vrazdami. O tom se
vSak zminime pozdé&ji, prozatim staci fict, Ze Ford si uvédomoval (stejné jako vSichni proziravi
navrhafi, od Wortha az po Laurena), ze klicem k uspéchu mddni znacky nejsou jen odévy, ale i
,,svét“ vytvofeny kolem nich. Ci jak uvadi Roitfeld: ,,Ford vytvofil snovy svét.®

V zimé roku 1995 se Ford blysknul piehlidkou kolekce rafinovaného, sexy obleceni, které

zaujalo 1 Madonnu ¢i Gwyneth Paltrow. Jesté lepSim tahem bylo, kdyz vratil na scénu kabelky s
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bambusovou rukojeti, se kterymi piisel v 50. letech jako prvni Gucci. Ford rovnéz vytvofil pro
znacku Guceci novy design, a to na vSech rovinach — od tisténé reklamy aZ po obchody, aby zajistil,
ze se vSe bude navzajem dopliovat a tvofit ,,ideal” toho, co jméno Gucci piedstavuje. Podle
Guillauma Ernera ,,tento Texasan obratil styl znacky Gucci naruby — vSe s nalepkou Gucci bylo
drive hnéd¢, jemné a zaoblené. S ptichodem Forda naopak Cerné, ostré a hranaté.*

Co tedy presné znamenalo jméno Gucci? Odpoveéd’ zni sex. Ford vratil do médy chti¢ diky
fad¢ oteviené erotickych reklam, které zahy dostaly cejch ,,Sik porno®. Zndmy je extrémni piiklad
muze, jenz kle¢i pfed Zenou a zird na logo Gucci vyholené v jejim pubickém ochlupeni —
samoziejmé na krasné fotografii. Tuto novinku vSechna vyznamna média navenek odsuzovala,
zéaroven se vSak touto novou chlipnou image mody velmi bavila. Je zndma véc, Ze sex prodava za
jakychkoliv okolnosti, a mnoho zakazniki se toho vSeho chtelo ucastnit. I ti, kdo si nemohli dovolit
koupit dziny od Gap, si nasli extra penize na pasek Gucci. Roitfeld podotyka: ,,[Ford] tvofil
obleceni, které lidi chtéli nosit, a také jim vysvétlil, Ze pokud si nemohou dovolit Saty, mohou si
alespon koupit jeho bryle.”

Ford nebyl jediny, kdo ustédtil rozbfedlému svétu mddy tolik pottebny kopanec do zadku.
Byla to i Miuccia Prada, jez se — za pomoci svého manzela a obchodniho partnera Patrizia
Bertelliho — snazila oprasit stary rodinny podnik na vyrobu zavazadel v Milan¢€. Prada rovnéz
pochopila, Ze poselstvi zna¢ky musi byt viditelné jak z reklamy, tak z obleceni i prodejnich mist.
Miuccia se vydala opaénym smérem nez Gucci zobrazujici vSude erotiku a svou znacku
vyprofilovala jako kreativni, delikatni a politicky angazovanou. Newyorské intelektudlky a
londynské byznysmenky si ji thned zamilovaly. Kabelka Prada nahradila didf Filofax jako symbol
vybranosti, stejné tak brzy na to 1 jeji boty a obleceni.

Co se mezitim odehravalo v Pafizi? Koncem 90. let stdlo mésto ddvno ve stinu svych
haute couture a prudkym vzestupem milanskych navrhaia, nemluvé o dominantnim postaveni pop
kultury USA a vlivu americkych navrhati. A¢ se to muaze zdat jakkoliv nepravdépodobné,
znovuvzkiiSeni Pafize jako nejoslnivéjSiho mésta svéta lze ptisoudit jednomu asketickému a
podcenovanému obchodnikovi.

Bernard Arnault byl na vzestupu jiz roku 1984, kdyz ziskal do svych rukou znacku Christian
Dior. O dvacet let pozdé&ji byl jiz prezidentem nejen znacky Dior, ale i spole¢nosti LVHM s jejim
hvézdnym portfoliem znacek jako Céline, Kenzo, Thomas Pink, Givenchy, Leowe, Fendi, Pucci,
Marc Jacobs ¢i Donna Karan — nemluvé o samotné zna¢ce Louis Vuitton. A ackoliv maji oba muzi
zcela odliSnou naturu, Arnaultova strategie se té Fordové v lecem podoba.

»Seznamil jsem se s Bernardem Arnaultem roku 1985 a jiz v té dobé si pohraval s

pfedstavou luxusni znacky, ktera by byla zaroven relativné dostupnd,” vzpomina poradce pro modni
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marketing Jean-Jeacques Picart, jenz pracuje rovnéz jako Arnaultiv osobni poradce pro
komunikaci. ,,Znac¢ka Dior ma nyni 310 butikd po celém svété, takze nelze fici, Ze by se jednalo o
luxusni znacku v tradi¢nim slova smyslu implikujicitho exkluzivitu. [Arnaultovym] genidlnim
napadem bylo zavést marketingové metody do svéta, jenz dosud tvrdil, Ze je nepotiebuje.*

Co se tyCe znacky Dior, Arnaultovym nejgenidlnéjSim napadem bylo jmenovani
charismatického navrhare jménem John Galliano. (Vypravi se, ze Arnault si vybral tak, ze
zorganizoval setkani nejpirednéjSich modnich Zurnalistl svéta a zeptal se jich, koho povazuji za
nejvice tvircitho zijictho navrhate.) Galliano se do spolecnosti Dior dostal nepfimou cestou —
nejprve ho jmenovali ndvrhafem u Givenchy poté, co odtamtud po dlouhé dob¢ odeSel do ustrani
prosluly Hubert de Givenchy. Zdéalo se vSak, jako by Galliana celou dobu jen pfipravovali na
kariéru u Diora; kdyZ mdodni dim opustil italsky navrhai Gianfranco Ferré, nabidli Gallianovi, aby
jej nahradil. Do jeho stale horké Zidle u Givenchy vklouzl londynsky rebel Alexander McQueen,
ktery jest¢ vice demonstroval Arnaultovu zélibu rozvifovat konzervativni svét francouzské haute
couture, coZ mu zaru€ovalo obrovskou medidlni publicitu. Arnault tuto taktiku pouzil znovu, kdyz
oslovil novatorského newyorského navrhare Marca Jacobse, aby zcela proménil image znacky
Louis Vuitton.

Jean-Jacques Picart tvrdi: ,,Jedna z véci, diky kterym miiZze znacka vyniknout, je porusovani
stavajicich tendenci. Na konci 90. let, kdy se moda priklan€la k minimalismu, vtrhl John na scénu
se svou vlastni vizi inspirovanou minulosti a dobovymi kostymy. Jeho modely kloubily barokni
styl, pfemrsténost, hiejivost, bohatost, okazalost, sdlaly dekadenci a erotikou. To bylo v naprostém
rozporu s tehdej$i image znacky Dior. Jako by se ¢lovék dival na ohniostroj.*

Gucci, Prada, Dior a jejich mladistvé, originalni obleceni a cenové dostupné dopliiky, spolu
s agresivnim marketingem, zdé se, dokéazaly ozivit u lidi jejich vnitini obét mddy. Ford i Galliano
byli sami o sob¢ fotogenicti a zajimavi — svym zpisobem bavili vefejnost podobné¢ jako rockové
hvézdy. S pfeménou dfive skomirajicich znacek ptisli Stastnou ndhodou zrovna v dobé¢, kdy u meédii
rostla posedlost kultem celebrit a kdy byly na vzestupu bulvarni ¢asopisy typu Heat ¢i OK!. Kdyz
paparazzi vyfotili Victorii Beckham ¢i Jennifer Lopez odéné od navrhafe urcité znacky, jejich
obleceni chtély napodobit miliony mladych zen.

Jak jiz bylo feceno, samoziejmé jen malo obyc¢ejnych lidi si mohlo dovolit oblek Prada ¢i
Saty Dior. A pokud si mohli doptat alespont kabelku ¢i bryle, kde shanéli obleceni, které by se k
témto doplnkiim hodilo? Piece u Zara, H&M a Topshop — znacek pro Sirokou vefejnost, jez
zamg&stnavaji mladé talentované navrhate tvofici zdbavné a sv€zi oblefeni, za néZ by se nemusela
stydét ani Pafizska mola, kterymi se obCas pfimo inspiruji. (Viz Kapitola 3: Haute couture pro

Sirokou vetejnost) Koncem tisicileti se tak moda znovu stala atraktivni.
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PREKONANI KRIZE

Modni znacky se ve své posledni roli obchodnikii se sny jevi az piekvapive stabilni. Kolem
741 2001 znepokojovala po ne€kolik mésicti pozorovatele tohoto odvétvi mensi bitva. Spor postavil
proti sobé Bernarda Arnaulta a jiného francouzského obchodnika, Francoise Pinaulta, majitele
konglomeratu maloobchodt a zésilkovych obchodi Pinault-Printemps-Redoute (PPR). Pfedmétem
sporu byla znacka Gucci.

Arnault nendpadné skupoval akcie firmy Gucci, aby mohl pievzit jeji vedeni. Kolem roku
1999 jiz vlastnil 34% podil. Avsak Tomu Fordovi ani vykonnému fediteli Gucci, Domenicu De
Solovi, se nelibila predstava, ze by jejich firmu spolkl konglomerat LVMH, jelikoz se domnivali, Ze
by tak ztratili kontrolu nad svou znackou. Jejich bilym rytifem se stal Frangois Pinault, ktery pro
sebe urval 40 % akcii Gucci. Rovnéz ziskal kosmetickou spole¢nost Sanofi, jez vlastnila znacku
Yves Saint Laurent. Né&kolika bleskovymi tahy tak Pinault vytvofil Gucci Group, potencialni
konkurenci LVMH.

Nasledovala vlna skupovani na obou strandch piipominajici souboj miliardait — hru
Monopoly v praxi. Zatimco skupina LVMH pokracovala se svou rychlou expanzi, Gucci Group
dostala do svych rukou modni domy Boucheron, Bottega Veneta a Balenciaga a podepsala dohodu o
spolupraci s Alexandrem McQueenem (ktery odeSel od Givenchy a Sokoval tak LVMH) a Stellou
McCartney. Mezitim tento rozvasnény spor o to, kdo ma pravo ptevzit Gucci, roziesily soudy v
Nizozemi, kde byly akcie této znacky kotovany.

Uprostied hospodarského upadku zplsobeného prudkym poklesem akcii internetovych
firem Arnault — téméf jako by tuSil, ze musi Setfit své zdroje kvili té¢Zkému obdobi, které mélo
nasledovat — tento zépas vzdal. Dne 10. zaii 2001 prodal své akcie Gucci, a umoznil tak svému
uhlavnimu soupefi ziskat do vlastnictvi celou spolecnost. Tato ,,valka o luxus®, jak ji nazyvala
francouzska média, byla u konce.

Vsichni vime, co se udéalo nasledujiciho dne. V New Yorku se chystal tyden mody
predstavujici kolekce pro jaro/léto. Prostfedim, ve kterém probihala velka cast piehlidek, se staly
obii zahradni stany vzty¢ené v Bryant Park, prakticky v dohledu od budov Dvojcat. Moda se tak
stala svédkem oné hrozivé udalosti, jezZ méla pozdéji zptsobit jeji posledni nervové zhrouceni.

Zda se byt skoro hulvatstvim snazit se tak tragickou a dalekosahlou udélost jako 11. zafi
2001 zasadit do kontextu mddy. Neni vSak bez zajimavosti, ze po dramatické krizi vysla z této
katastrofy moda ve vysledku 1épe, nez by kdo predpokladal.

Britsky list The Independent v ¢lanku z 19. prosince 2001 informoval: ,,Zisky spole¢nosti

Guceci klesly na polovinu, italsky gigant neocekava obrat k lepSimu dfive nez na konci roku 2002.%
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Skoc¢ime-li v Case, titulek v listu The Guardian z 16. tijna 2003 zn€l: ,,Mdda je opét v mode, prode;j
u Gucci prudce roste.” Pozdéji (23. ledna 2004) znovu The Independent. ,Zisky LVMH se
vymanily z poklesu.” Tydenik 7imes otiskl na podzim 2004 v ptiloze o stylu a designu ¢lanek
nadepsany ,,Horecka po luxusu®, ve kterém se uvade¢lo: ,,I pies vzriistajici irokovou miru, zavratné
ceny energii... a veskeré projevy nespokojenosti po celém svété, je okazald spotieba zpét.*

Boufti vsak nepieckaly bez thony jen luxusni znacky. V prosinci 2003 uvedla spolecnost
Mintel zabyvajici se priizkumem trhu, Ze znacky pro Sirokou vefejnost H&M, Zara a Mango
dokézaly vSechny tfi od roku 1998 do konce roku 2002 zdvojnasobit prodej 1 pies zpomalujici
expanzi. [ v dob¢ vzniku této publikace hlasily stale tyto firmy s tzv. rychlou mdédou slusny nartst v
prodeji a otevirani novych a novych obchodu.

Takova je piitazlivost médy. Cas od Gasu si od ni musime odpocinout, avsak dfive nebo
pozdéji se k ni stejn€ zase vracime. A naSe oblibené znacky, pokud jsou dostatecné prozirave, na nas
navrat trpélivé cekaji.

(40 869 znak)
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3. PREKLADATELSKA ANALYZA ORIGINALU

Nasledujici kapitola obsahuje ptekladatelskou analyzu vychoziho textu. Jednotlivé ptiklady
jsou uvadeény v uvozovkach a kurzivou, ptipadné s tu¢n€ vyznacenym jevem, v zavorce nasleduje

oznaceni O (original — vychozi text) spolu s ¢islem stranky, na které se citovany piiklad nachazi.

3.1. Styl a funkce komunikatu

Uzitou formou komunikdtu je forma psand, se kterou jsou spojeny dalSi vlastnosti
komunikatu jako pripravenost a monologicnost, jeho raz, tedy verejnost a jista oficialnost, a rovnéz
nepiimy, zprostfedkovany kontakt v komunikaci. Ackoliv se jedna o samostatnou publikaci, z
hlediska funk¢nich stylt 1ze text zatadit do stylu publicistického. Se stylem popularné nau¢nym ma
text, kromé& popularni formou podanych informaci, spolecnou rovnéz skutecnost, ze nevyzaduje
piedchozi odborné znalosti z oboru ve védomi Ctenare. Ze slohovych postupti pfevazuje postup
informacni, ktery se v prekladané kapitole uplatiiuje na ose postupu uvahového (autor se zamysli
nad jistymi otdzkami) a vykladového (autor prezentuje historii ur¢itého jevu). S ptehledem déjin
souvisi pouziti nékterych prvki postupu vypraveéciho. Na omezenych usecich textu se uplatituje 1
postup popisny. Syntax textu se vyznacuje zejména kratSimi az stfedn¢ kratkymi vétami a
mnozstvim parentezi, které plni funkci vécné poznadmky ¢i vyjadiuji vztah autora ke sdélované
informaci a které jsou pro publicistické texty charakteristické. (viz 3.3.4. Syntax) Podobné je pro
dany styl charakteristické uziti lexikalnich prosttedkl z riiznych jazykovych vrstev anglictiny, dale
pritomnost frazeologismu, idiomu a také vyrazi modnich. (viz 3.3.5 Lexikum) Jako atribut
zurnalistického stylu lze oznacit 1 metatextovost — text cituje rozli¢né publikace, novinové ¢lanky a
osoby, a zejména dvoji funkci textu.

Podle Jakobsonova déleni je dominantni funkci textu funkce referenéni (¢i informativni),
hlavnim cilem dané kapitoly je informovat Ctenafe o vyvoji brandingu v oblasti mody, tj. referentem
je vnéjsi, objektivni realita, tedy kontext. Druhou hlavni funkei textu je konativni funkce (¢i
apelativni, persvazivni), ktera se orientuje smeérem k adresatovi, a v textu projevuje latentné v jisté
snaze autora piesvédCit Ctenafe o tom, ze moda je hlavné o marketingu, rovnéz vSak piimo
prostfednictvim imperativu — ,,Enter Zara, H&M and Topshop [...]* (O: 22). Apelativni funkce se
projevuje 1 v nadpisech podkapitol, které maji za cil upoutat pozornost podobné jako titulky
novinovych ¢lankt — ,,THE DEATH OF FASHION* (O: 17). Podobn¢ u prvni véty textu, kterd je
kratka a dynamicka a tim ¢tenafe ziskdva, aby Cetl dal. Persvaze se dale projevuje i vhodné uZzitou

intertextovosti, tedy citacemi z jinych publikaci, jejichz sibjektivni volbou autor pfispiva ke
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sdélovanému obsahu, a rovnéz u fecnickych otazek, které¢ usmérnuji nazor ctenare — ,,Can it really
all be about marketing?* (O: 8). V textu se také objevuji jako subdominantni i dalsi funkce. Funkce
expresivni, tedy vlastné¢ sebevyjadieni mluvciho, se projevuje latentn€ v subjektivite textu, tedy
zejména ve slovech hodnoticich. Na né¢kolika mistech plni text funkci metajazykovou (tj.
referentem se stdva kod komunikace) — ,,The very word* fashion” comes from the French: facon
means to work in a certain manner, and travaux a facon is the traditional French term for
dressmaking.” (O: 7); ,,[...] sosies, or doubles’, [...]* (O: 10). Faticka funkce, ktera se zamétuje na
kontakt, a tim na udrzeni komunika¢niho kanélu, se projevuje v uZiti inkluzivniho pluralu, kterym
autor hned na zacatku textu ¢tenate ,,kontaktuje®, aby udrzel jeho pozornost; podobné je tomu u
nekterych vsuvek dale v textu — ,,(and, lets face it, few did)* (O: 14). A konecné poetickou (¢i

estetickou) funkci vdzanou na vlastni sdéleni maji obrazna vyjadieni a pfirovnani, jez se v textu

vyskytuji.

3.2. Vnétextové faktory

3.2.1. Vysilatel, autor

Autorem a zaroven vysilatelem textu je britsky Zurnalista Mark Tungate specializujici se na
oblast marketingu, médii, komunikace a lifestylu. Svymi ¢lanky z téchto oblasti pfispiva napt. do
francouzského Casopisu Stratégies, modni a lifestylové agentury Worth Global Style Network a fadé
periodik jako The Times, The Telegraph, CNN Traveller ¢i Luxure. Zarovei je autorem publikaci z
oblasti mody, reklamy a marketingu, kam patti 1 knitha Fashion Brands: Branding Style From
Armani to Zara, jejiz prvni kapitolou se zabyvame. Pracuje rovnéz jako ptekladatel a vyucujici.
Jeho sidlem se stala Patiz, kde vznikala i publikace Fashion Brands, pro kterou zde sbiral material.
Samotny autor byl pfed napsanim knihy amatérem v oblasti médy, coz mu umoznilo jednak mit
jisty nadhled ¢i odstup, ktery se projevuje v textu pouzitim ironie, a jednak napsat knihu tak, aby
nevyzadovala Siroké predchozi znalosti ve védomi piijemce. Se specializaci autora je spjata volba
tématu, tj. marketing v modnim priimyslu, a s jeho profesi novinaie je spojen novinaisky raz stylu
textu. Prekladatelskéd prace autora se v textu projevuje v jeho metatextovosti (¢i intertextualité) —

Tungate uvadi ptelozené citace z francouzsky psanych publikaci.

3.2.2. Médium, misto, ¢as

Kapitola A4 histroy of seduction je soucasti publikace Fashion Brands: Branding Style From
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Armani to Zara vydané nakladatelstvim Kogan Page, které se soustiedi zejména na naucnou
literaturu z oblasti marketingu, byznysu, financi, vzdélavani a podobnych obori, coz potencialné
naznacuje 1 povahu a rozsah adresatd textu a jejich ocekdvani vzhledem k obsahu textu. Médiem
zprostfedkovavajicim komunikaci je tiSténad kniha, psand forma komunikace implikuje vétsi miru
misto neverbalnich prostfedkii mluvené komunikace. Na médium a jeho vnéjsi grafickou upravu
jsou pak vazany reklamni strategie nakladatele, ty jsou vSak pro nasi analyzu irelevantni, jelikoz
jsem nepiekladal nazev celé¢ publikace.

Kniha byla vydéna v Londyné, vznikala vSak v Patfizi. Do obsahu knihy tak zasahuje kromé
kultury anglo-americké také kultura francouzska. V textu se vyskytuji i redlie z dalSich kultur, napf.
italské. Primarnim mistem recepce textu je vzhledem k mistu vydani, nakladatelstvi a plivodu
autora Spojené kralovstvi, sekundarné pak diky globalizaci cely anglofonni svét.

Publikace Fashion Brands vysla poprvé v roce 2005, druhé vydani pak v roce 2008. Kniha
je tematicky i obsahové spjatd s dobou, ve které vznikla, autor uvadi nékteré informace aktualni v
dobé& vzniku textu a dokonce na tuto dobu v textu saim odkazuje — ,,[...] the designer, aged 82 at the
time of writing, [...1 (O: 15); ,,Two decades later, he is president of [...]* (O: 21) (zde se nejedné o
historicky prézens, nybrz o informaci platnou v dobé vzniku knihy). Doba vzniku se projevuje i v
uziti lexika, napf. u médnich slov utvorenych ad-hoc typu ,,iiber-hip* (O: 7). Vétsina informaci ma
vSak nadcasovou platnost ¢i je platna vzhledem k dobé vzniku knihy, kterou je nedavna minulost —
zacatek tisicileti, ve kterém se nachazime i dnes, a jeSt€ né¢jakou dobu budeme. Proto pokud ma
¢tenatf informaci o Case vzniku publikace na paméti, pak je pfipadnd neaktualnost nckterych

informaci irelevantni.

3.2.3. Motiv komunikace, zamér vysilatele, funkce textu

Motivem komunikace se stala pfedev§im vyznamnd role mody v dneSni spolecnosti a
skute¢nost, ze se jednd o velky byznys, coz autora fascinovalo (jak piSe v tvodu knihy). Pfispéla
jisté také autorova pritomnost v Patizi, pfezdivané hlavni mésto mody, spolu s autorovym zajmem o
marketing — syntézou téchto dvou oblasti vznikla tématika textu. Zamérem autora je podat jiny thel
pohledu na médni primyslu, tj. z hlediska marketingu. Dané kapitola mé zaroven za cil seznamit
Ctenafe se struénym piehledem historického vyvoje mody z brandingového hlediska. Kloubi se zde
zamér referenéni a zdm¢r operativni. Kyzenym efektem u ¢tenéfe je totiz pfijeti autorova pohledu a
zarovenl pouceni o tom, jak funguje reklama, a to zabavnou, popularni formou, kterd se projevuje
vybérem zajimavych informaci, pouzitim ironie, modnich slov apod. S ocekavanym ucinkem jsou

spjaty dominantni funkce, které jsou v textu pfitomny. Funkce textu — viz 3.1.
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3.2.4 Adresat

Adresatem vychoziho textu je primarné anglosasky ¢tenat, ktery se zajima o marketing a o
modu, ptipadné jen o jeden z téchto oborl. Sekundarnim ¢tenafem se pak mize stat kdokoliv, kdo
ovlada anglictinu, jelikoz text klade minimalni naroky na odborné ¢i pfedchozi znalosti. Na druhou
stranu text pfedpokladd urcité védomosti z oblasti anglosaské a francouzské kultury, vétSinou se
vSak jednd o redlie, které jsou svétoveé proslulé, €i je autor vysvétluje, nebo jejich vyznam plyne z
kontextu (viz. napf. uvedeni ¢isla popisného u nazvu ulice, jméno Kate Moss v kontextu hovoticim
o top modelkach apod.). Lze rovnéz fici, Ze se text primarné zaméiuje na Ctenaie mladsiho az
sttedniho véku, uz kvili vybéru tématu a uziti modernich, hravych ¢i ad-hoc utvorenych slov — na

ty je vSak i star$i anglosasky Ctenar z publicistiky zvykly.

3.3. Vnitrotextové faktory

3.3.1. Téma, obsah

Samotny ndzev Fashion Brands: Branding Style From Armani to Zara napovida, ze
tématem knihy budou moédni znacky a jejich brandingové strategie. Dle Levého déleni se jedna o
nazev popisny, z ¢ehoz vyplyva, Ze poukazuje na mnoZinu mimojazykovych skutecnosti, které
muze Ctendf v textu oCekavat, je tedy zcela transparentni pro cilového ¢tenéie. Pro prekladatele je
pak tato skutecnost dllezitd z hlediska splnitelnosti jeho ukolu. Téma Uzce souvisi s autorovou
specializaci a také mistem vzniku textu. Nazev prvni kapitoly A history of seduction naznacuje, ze
obsahem bude situace v minulosti. Podobné tituly jednotlivych subkapitol nastifiuji jejich obsah.
Celému obsahu dominuje zminéné téma a text je tak zcela koherentni, lexikalni prostiedky a
informace v textu obsazené tak vytvaii izotopické fetézce podiizené hlavnimu tématu. Prechody
mezi dil¢imi subtématy jsou signalizovany nadpisy jednotlivych podkapitol, u nejmensich motivi
pak délenim na odstavce. V prvnich dvou podkapitolach autor zdtvodiiuje postaveni Pafize v
médnim primyslu a ukazuje pfi¢inu toho, ze méda hraje v naSem zivoté takovou roli. Nasledujici
subkapitoly udéavaji piehled vyvoje médy z hlediska marketingu od prvni znacky az po soucasnou
situaci. Obsah je zalozen na faktech, tedy skutecnostech objektivni reality, ackoliv nedilnou slozku

tvofi rovnéz subjekt autortiv.

3.3.2. Presupozice
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Jak jiz bylo feceno vyse, text neklade velké naroky na pfedchozi znalosti na strané ¢tenare.
Pouzitych terminti z oblasti marketingu a médy neni mnoho, resp. se povétsinou jedna o obecné
uzivané terminy — marketing, haute couture, retail chains apod. U redlii, které mohou byt
anglosaskému ¢tenéfi cizi, autor uziva vétSinou explickaci prostiednictvim obecného substantiva —
»|...] the department stores of Printemps and Galeries Lafayette [...]* (O: 18). Pokud tomu tak
neni, jsou realie vétsSinou definovany kontextem — ,,[...] along the Rue du Faubourg Saint Honoré
(also home to the French edition of Vogue) [...]* (O: 7) — zde se v ptipadé neznalosti mistniho
nazvu da z ptedlozky a informace uvedené v zdvorce odvodit skutecnost, Zze se jedna o ulici.
Podobné pak dale v textu ¢tenai pozna ulice diky pouziti ¢isla popisného ¢i analogii ndzvi ,,Rue®.
Povahu jinych realii mize anglosasky ctenat dedukovat na zakladé jazykové podobnosti — ,,the
Musée de la Mode*, ,,Avenue Montaigne*. V textu ziistava nevysvétlen jeden kulturni jev — ,,dotcom
boom* a ,dotcom crash* — autor tedy pomérné logicky ptredpoklada, Ze tyto udalosti anglosasky
Ctenaf zaznamenal, jelikoZ se hojn¢ objevovaly v tisku. Presupozice jisté znalosti francouzskeé
kultury u adreséata se projevuje mimo francouzskych realii 1 u aluze na stary francouzsky rezim,
»In France, the ancien régime of haute couture [...]“ — zde se vSak v ptipadé neznalosti tohoto
oznaceni da opét anglosaskym ¢tenafem odvodit smysl na zékladé jazykové podobnosti anglictiny a

francouzstiny, tiebaze aluze zmizi.

3.3.3. Kompozice, koheze a koherence

V ramci makrostrukturni kompozice celé publikace ma kapitola A history of seduction
vzhledem ke svému obsahu logické umisténi na zaCatku knihy jako kapitola prvni. Samotna
kapitola je pak uspotfaddana rovnéz logicky. Prvni dvé podkapitoly plni funkci ivodu a nastinuji,
jaky pohled na modu autora bude zajimat. Nasledujici subkapitoly pak sleduji chronologicky vyvoj
mody z hlediska marketingu. Posledni odstavec kapitoly pak plni funkci zavéru. Na roviné
makrostruktury textu se setkdvame s metatextovosti celych usekil textu v podobé¢ citaci, jejichz
funkce je vétSinou informativni, jedna se o nazory odbornikii z oboru ¢i svédectvi. Metatextovost je
rovnéZ pritomna v nadpisech, které napovidaji o obsahu kotextu uvedeného pod nimi (jsou tedy
zaroven navzdjem koherentni), a dale v nékterych autorovych komentatich, které odkazuji na text
samotny — ,,Later we’ll turn to New York and Milan [...]* (O: 7) Navaznost jednotlivych odstavct je
zajisténa koheznimi prostredky, pfitomné samoziejme i na rovin¢ mikrostruktury, a text je tak zcela
koherentni. Vyuziva vSech koheznich prostfedkli typickych pro vystavbu vétSiny textll.. Jedna se

zejména o gramatickou kohezi (determinace, fizenost aj.), referenci deiktickou (anaforické a
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kataforické odkazovani), substituci proformou, elipsu, spojovaci vyrazy, suprasegmentalni kohezi v
podobé& interpunkce, tématicko-rématické navazovani textu a lexikalni kohezi (mnoziny slov ze
stejnych sémantickych poli, opakovani slov, synonymie, antonymie, hyperonymie, hyponymie,
kolokace apod.). Jednotlivé Casti textu jsou spolu svdzany i sémanticky svym tématem. Kohezi
uvnitt véty nékdy naruSuji vsuvky, které vSak nesou dopliujici informace ¢i postoj autora a

piispivaji tak k celkové koherenci sd€leni.

3.3.4. Syntax

Vzhledem k publicistickému razu autorova stylu je text tvofen zejména kratSimi az stfedné
dlouhymi vétami. V textu se neobjevuji bohaté rozvitd souvéti s mnozstvim slozitych vztah,
dlouh¢ véty vznikaji jen na mistech vyctli. V ramci vétné stavby se totiz v textu hojné vyskytuje
volnd apozice, juxtaponované konstrukce a vsuvky, jejichz vélenéni do dlouhych souvéti by
naruSovalo syntaktickou, a tim i1 vyznamovou, transparentnost textu: ,,/t takes in the glittering
boutiques along the Rue du Faubourg Saint Honoré (also home to the French edition of Vogue),
the tiber-hip designer outlet Colette, the department stores of Samaritaine, Printemps and Galeries
Lafayette, and several branches of the hyper-successful retail chains H&M and Zara — not to
mention acres of billboard space promoting lingerie, perfume, bags or sunglasses, depending on
the season.”“ (O: 7). S tim je spojeno hojné uziti pomlcéek, které znaci syntaktické pferuSeni, autor je
pouzivé pro emfazi i na mistech, kde by bylo mozné pouzit ¢arku — ,,Hoop skirts were replaced by
the infinitely more seductive ‘ sheath’ dress — albeit garnished with bustles and trains that required
cascades of expensive fabric.” (O: 10).

Podle Quirkova déleni se v textu vyskytuje volna apozice vyjadiujici vztah ekvivalence:
apelace — ,,[...] his two sons, Gaston and Jean-Philippe, [...]“ (O: 11), designace — ,,[...] Princess
Metternich, wife of the Austrian ambassador to Paris, [...]* (O: 10), identifikace (klasifikacni) —
»l.-.] Christian Dior, a man whose fervour [...]“ (O: 14), reformulace — ,,[...] whom he called
sosies, or ‘doubles’, [...]“ (O: 10); dale vztah atribuce — ,,[...] party called ‘The Thousand and
Second Night’, a fancy-dress extravaganza [...]“ (O: 12); a inkluze (exemplifikace, vycty) — ,,4/l
the trimmings of our industry — the shows, the advertising, the celebrities, the media coverage —
[...](0:9).

Dalsi pouzivanou syntaktickou strukturou je francouzsky doplnék, ktery Quirk fadi mezi
verbless adverbial clauses — ,,A darling of the media, he followed [...]* (O: 15), ,,The son of a
fabric merchant, Poiret had started |[...]* (O: 11).

Jak jiz bylo uvedeno vyse, pro text jsou rovnéz priznacné parenteze, které maji rtznou

funkci — podavaji dopliujici informaci, piiklad, hodnoceni ¢i komentar autora, plni emfatickou
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funkci atd. — ,,Later, when he refused to sell any more dresses to a certain member of the Rothschild
family — who had apparently dared to mutter a criticism at one of his shows — he made sure the
decision was widely broadcast.” (O: 12), ,,(Many of them had, in any case, lost husbands and
fiancés.)” (O: 13), ,,[...] the designer, aged 82 at the time of writing, succeeds [...]* (O: 15), ,,[...]
to talk about the fashion brands of the 1960s — or indeed the 1970s — without mentioning |[...]* (O:
16), ,,[...] eccentrically reworked interpretations of the tailored suit — his trademark‘ classics with
a twist’ — Paul Smith also discovered the Filofax [...]* (O: 17), ,,[...] justifving elevated prices
(think of Hermés, Louis Vuitton, Dunhill and Asprey).© (O: 18), ,,[...] his advertising campaigns —
shot by Bruce Weber — were stills from movies [...]* (O: 18), ,,[...] began to look stuffy and —
horror of horrors — old-fashioned. (O: 19).

V textu se samoziejmé rovnéZz objevuji polovétné konstrukce jako typicky kondenzacni
prostiedek anglictiny — ,,He would also identify fashionable women on whom he could place his
dresses, knowing they would create a buzz [...]* (O: 10), Eventually he would banish the corset
altogether, revolutionizing the way women dressed. (O: 11), ,Inspired by fantasies of the Orient
and the exotic Ballets Russes, Poiret devised [...]* (O: 12). Stejn¢ tak vyuziva text prostifedky
aktudlniho clenéni vétného, které jsou tomuto analytickému jazyku vlastni, tedy slovosled,
determinaci, pasivizaci, existencialni vazby, polovétné konstrukce a rovnéz inverzi — ,,Beyvond Dior,
the dictatorship of the brand took hold.” (O: 15) a vytykaci konstrukce — ,,It was here that he
developed an eye for [...]“ (0:9).

3.3.5. Lexikum

Téma a obsah pieddefinovavaji do velké miry mnozinu lexikalnich jednotek, které mohou
byt v textu pouzity. Z hlediska vyznamovych vztaht tvoii lexikalni jednotky spadajici do stejnych
sémantickych poli izotopické fady a vstupuji do vztahli synonymie, antonymie, hyperonymie a
hyponymie, ¢imz pfispivaji ke koherenci celého textu.

Na pozadi neutralnich, Cist€ nociondlnich lexikalnich prosttedkl se v textu objevuji prvky
stylisticky pfiznakové. S publicistickym razem textu je spojeno uziti slov z rtznych rejstiikt
anglictiny. V textu se tak vyskytuji slova z formalni jazykové vrstvy — slovniky uvadi jako formal:
métier, haute couture, precipitate, descend, apace, devoid of, quotidian, elide, replete with, nurture
an idea, penchant, moribund, transpire, fervour aj. Vedle nich se v textu nachdzi vyrazy knizni ¢i
psané (written Ci literary). prodigious, moustachioed, hegemony, relinquish, ravishing, garb,
cascades of aj. Dale spojeni typicka pro hovorovy jazyk (informal): hotspots, fashionista,
curvaceous, ordinary folk, acres of, natty, vCetné frazovych sloves, ktera jsou charakteristicka pro

mluveny jazyk: run up, do away with, slip away, spring up, rake in, file away, keel over, lean
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towards, swallow up, snap up, tie up aj; ¢i slova oznaCovana ve vykladovych slovnicich jako slang:
buzz, hip, un-hip, rag, grungy, kick up the rear aj. Autor rovn€z vytvaii své vlastni neologismy,
resp. kompozita ad-hoc, kterd jsou v publicistickych textech modni zaleZitosti: hyper-successful,
tiber-hip, boom-to-bust, rag-trade-to-riches, chino-clad-super-nerds, sex-drenched aj. V textu se
objevuje Castené 1 terminologie, avSak vétSinou se jednd o terminy obecné uzivané — social
anthropologist, retail chains, marketing, Venus flytrap, drapery, need, demand, aj; a jina slova, jez
se terminiim pouze blizi — branding, haute couture, ready-to-wear, streetwear aj. S tématem textu je
pak spjat vyskyt chrematonym (n4zvy znacek, ,,Filofax‘), proprii a tautonym.

Mnohé slova uvedend v predchozim odstavci nesou expresivni konotace, at’ uz inherentni
kladné a zaporné, ¢i adherentni. Z expresivnich lexikalnich jednotek nalezneme v textu intenziva,
(ta jsou rovnéz typickd pro publicistické texty s persvazivni funkci): terribly, surely, fiendishly,
pure, very, infinitely, pretty, somewhat, entirely, entire, terrifyingly, vast, greatly, indeed aj;
intenzifikacni pfedpony — hyper-, iiber-, super-, ¢i slovesa, ktera znaci inherentné intenzitu: ,,[...]
the fashion press exploded [...]* (O: 16), ,,Art schools pumped out rebellious young designers |...]*
(O: 16). Expresivni konotace nesou i subjektivni hodnotici vyrazy: prodigious, fabulously,
ravishing, over-the-top, ultimate aj., vcetn€ nékterych autorovych vsuvek — ,[...] — horror of
horrors — [...]“ (O: 19), ,,[...] — those benign dictators of dress — [...]* (O: 16). Expresivita se

projevuje 1 uzitim ironie a obraznych vyjadieni (viz 3.3.7.)

3.3.6. Neverbalni prostredky, suprasegmentalni prvky

Neverbalni prostfedky hraji v textu minimalni roli, text neni doplnén zadnymi fotografiemi,
ilustracemi ani jinymi symboly. Suprasegmentdlni prvky jsou v textu reprezentovany
interpunkénimi znaménky, uzitim kurzivy, tu¢ného fontu a majuskule. Nadpis kapitoly je jako
nejdulezitéjsi element, ktery upoutd pozornost ¢tenate jako prvni, zvyraznén tucné a je psan
nejvetsim fontem. Pod nim je umisténa vybrand citace (jez svou zajimavosti plni persvazivni
funkei, jelikoZ poutd pozornost Ctenaie dale do textu) v uvozovkach a kurziveé. Podnadpisy jsou pak
v tuéném fontu mensim a psané majuskuli. Cizi slova prevzata z francouzstiny autor uvadi v
kurzivé — ,facon®, ,ancien régime*, ,sosies, ,guerre du luxe”; stejn¢ tak ndzvy veskerych
citovanych publikaci, ndzvy novin a ¢asopist. Citace jsou znaCeny uvozovkami a autor vzdy uvadi
jejich zdroj. Uvozovky déle autor uzivd ve vyznamu ,tak zvany*“ — ,, ‘sheath’ dress* (O: 10),
» hobble’ skirt” (O: 12), ,, ‘Power dressing ™ (O: 17); a dale u n¢kterych obrazné pouzitych slov —
»l-..] dwell on their ‘heritage’ [...] (O: 18), ,,[...] but in the ‘universe’ surrounding them.“ (O:
20). S kratkymi vétami je pak spojeno rychlé tempo textu. Vétny prizvuk na sebe Casto poutaji

intenzifikatory, vsuvky ¢i emfaticka hodnoceni (fiendishly, — inevitably —, fabulously).
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3.3.7. Frazeologie, figury a tropy

S publicistickym razem stylu textu je spojeno i uziti frazeologie, zejména idiomi a jejich
modifikaci, a také obraznych vyjadieni ¢i slovnich hiicek a ironie. Hlavni funkci téchto prostiedkii
je ozvlastnéni textu, zaroven nesou casto expresivni konotace, ¢i jsou nositeli ironie a humoru. Z
troptl se v textu vyskytuji metafory — ,,Fashion is a factory that manufactures desire (O: 8), ,,[...]
corset [...] her carapace [...]“ (O: 11), ,,[...] was a moneymaking machine [...]* (O: 14), ,,[...] the
city was a shadow of its former self [...]* (O: 21); metonymie — ,,[...] replaced the Filofax [...]* (O:
21), personifikace — ,,Paris still perspires fashion.” (O: 7) ,,Fashion clutched its chest and keeled
over [...]“ (O: 13), ,,Style has come out of the closet.” (O: 13); pfirovnani — ,,[...] the fashion zone
opens like a jewelled fan [...]* (O: 7), ,,The activity during the sales season in Paris is like a cross-
breed of rugby and boxing [...] (O: 8), ,,[...] branding has been around almost as long as Venus
fytrap.* (0O:9), ,,[...] around them, rather like a scaffolding.” (O: 9). Ptiklady (modifikovanych)
frazémi — ,[...] is a thread running through the history [...]“ (0: 9), ,,[...] it's all smoke and
mirrors [...]* (O: 8), ,,[...] he developed an eye for [...]* (0:9), ,,[...] to put the bread on the family
table [...]“ (0:9), ,,[...] from head to toe [...] (O: 10), ,,[...] the torch had been passed not once
[...]1° (O: 11), ,,[...] weathered the storm.“ (O: 24), a dalsi hiicky — ,,The one constant of fashion is
constant change.“ (O: 11), ,,When did fashion stop being fashionable?* (O: 17). Z figur pak
fecnické otazka — ,,So why do we keep buying clothes? Can it really all be about marketing?* (O:
8), ,,The question is — why?* (O: 8) a hyperbola — ,,[...] infinitely more seductive [...]* (O: 10).
Mnoha mista textu protkdva autor ironii ¢i sarkasmem, ¢i minimdlné je mozné je chéapat jako
ironickd — ,,[...] the iiber-hip designer outlet [...]* (O: 7), ,,[...] people drooling over [...]* (O: 8),
It all sounds fiendishly modern.“ (O: 9), ,,[...] (somewhat undermining claims that his clothes
‘liberated” women).” (O: 12). ,,[...] — who had apparently dared to mutter a criticism at one of his
shows —[...]“ (O: 12), ,,His rag-trade-to-riches story [...] (O: 18), ,,[...] and — horror of horrors —
old fashioned.” (O: 19).

4. METODA PREKLADU A PREKLADU VE VZTAHU K ORIGINALU

Cilem piekladu je zachovani funkéni ekvivalence s vychozim textem, preklad mé tedy
origindl funk¢éné reprezentovat. Pro pieklad jsem si predstavil fiktivni komunikaéni situaci

probihajici prostfednictvim stejného média, tj. stejné publikace prevedené do jiného kodu, jejiz
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soucasti by byla prvni kapitola, ktera byla predmétem piekladu. Casovy odstup mezi vznikem
originalu a piekladu neni velky, text je navic na dobu svého vzniku vazan, proto nebylo tfeba a ani
mozné cely text aktualizovat. Fiktivnim adresdtem pro mne byla podobnd mnoZina primarnich
¢tenail jako u textu vychoziho, av§ak s odliSnou narodnosti a tim i kulturnimi prostiedim. To vedlo
k potiebé vyrovnavat rozdily ve védomi adresata ptivodniho a adresata piekladu, coz se v piekladu
projevilo zejména u pievodu realii a kulturnich jevil, které jsem v z4djmu zachovani porozuméni
vétSinou explikoval pouzitim vnitini vysvétlivky. Vzhledem k moZnostem cestiny a ¢eskému uzu ve
stylu podobnych publikaci pak nebylo mozné zcela ptevést styl vychoziho textu (napf. uziti slov z
riznych vrstev angliCtiny ¢i kompozita utvoiena ad hoc), dochézelo tak ke védomym posuniim na
rovin¢ stylistické, syntaktické 1 lexikalni. VSechny ptekladatelské postupy pifi praci s textem
vychézely z pirekladatelské analyzy vychoziho textu, obsah a tématika origindlu a piekladu se
shoduji, v prekladu zlstava maximalné zachovan invariant textu vychoziho, trebaze mirné vzrostla

jeho informativni funkce.

5. TYPOLOGIE PREKLADATELSKYCH PROBLEMU

Tato kapitola je vénovana hlavnim problémuim, které pfi prekladu nastaly, a feSenim, které
jsem pro né zvolil. Systém uvadéni piikladh zistava stejny jako v pfedchozi kapitole prace. Zkratka

P znaci cilovy text — pieklad, stranka piekladu odpovida strance prace.

5.1. Kulturni neekvivalence

Z rozdilnych kultur adresata ptivodni komunikacni situace a adresata piekladu pramenila
potfeba vyrovnat rozdily ve védomi ctenafd. Tato skutecnost rovnéz souvisi s rozdilnymi
presupozicemi autora a prekladatele — ackoliv se situace znalosti anglického jazyka v Ceském
prostfedi méni, pro pteklad jsem nepredpoklddal vétSi znalost angliCtiny na strané adresata,
podobné jsem vzhledem k vétsi vzdalenosti francouzské a Ceské kultury a jazykl pii prekladu
nepocital se znalosti francouzstiny a francouzskych realii a s moZnosti odvodit smysl na zakladé
jazykové podobnosti. Proto bylo potfeba na nékterych mistech textu, zejména u redlii a cizich
termind (ty viz 5.5.), pouzit vnitini vysvétlivky ¢i ptfekladatelské vsuvky, aby bylo zaruceno
pochopeni smyslu, chtél jsem se také vyhnout méné obratnym poznamkam pod €arou.

VeétSinu redlif autor ve vychozim textu vysvétluje prostifednictvim apozice, na vSech mistech,

kde tomu tak neni, jsem pro ceského Ctenare systematicky doplioval obecné jméno a tvoftil tak
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tésné apozice, 1 z divoda vyhnuti se predlozky pfimo pred cizim nazvem — ,.from the fulcrum of the
Musée de la Mode* (O: 8) — ,kolem muzea Musée de la Mode* (P: 9), ,including the Avenue
Montaigne, Saint Germain and Le Marais.“ (O: 8) — ,jako ulice Avenue Montaigne, Ctvrté Saint
Germain a Le Marais.” (P: 9), ,,in the town of Bourne, Lincolnshire* (O: 9) — ,,v méstecku Bourne v
hrabstvi Lincolnshire.” (P: 11), ,,at a drapery firm called Swan and Edgar in Piccadilly* (O: 9) —
,»ve vyrobné textilu Swan & Edgar v ulici Picadilly. (P: 11) atd. Na mist¢ narazky na francouzsky
nahradil ¢eskym a dal jej do uvozovek, aby byl zachovan hlavni smysl — ,,/n France, the ancien
régime of haute couture (O: 16) — ,,,,stary rezim* francouzské haute couture (P: 16). Podobné
jsem pielozil a dal do uvozovek 1 francouzské oznaceni pouzité v textu jako citace —,,The guerre du
luxe, as the French press had termed the conflict” (O: 23) — ,,Tato ,,valka o luxus*, jak ji nazyvala
francouzska média‘“ (P: 22). Dalsim problémem bylo pfevedeni udalosti ,,dofcom boom* (O: 19) a
dotcom crash® (O: 23) — tyto jevy jistd zasahly i Cesko a ¢eska média, jejich zakotvenost v
povédomi Ceského Ctenare je vSak otdzkou, proto jsem rad€ji volil vlastni opis — ,,internetova

horecka* (P: 18) a ,,prudky pokles akcii internetovych firem* (P: 22).

5.2. Vlastni jména a prechylovani

Vlastni jména, ¢i propria, v textu nesou informativni funkci a oznacuji skuteéné konkrétni
osoby, proto nebylo mozné je pievadét. Ceskou verzi jména jsem pouzil pouze u historické
osobnosti, ktera je 1 v Ceském kulturnim prosttedi oznacovana ceskym ekvivalentem svého jména —
~Empress Eugénie (O: 7) — ,,cisarovnu Evzenii* (P: 9). Stejn€ jsem postupoval i u tautonym — u
mistnich ndzvi, pro které existuje cesky ekvivalent, jsem pouzil ¢eskou verzi jména (Londyn, Pariz
atd.). Tam kde Cesky ekvivalent neexistuje, byl pochopitelné ponechan nazev pivodni (New York,
Lincolnshire apod.)

V souvislosti se jmény Zen vyvstala otdzka, zda ptechylovat, ¢i nikoliv. Tato problematika je
pfedmétem mnoha diskuzi, plivodné jsem v textu ptechyloval, dokud jsem nedoSel ke jménu
Gabrielle Coco Chanel — zde se mi koncovka -ovd jevila siln€ nepfirozend, zejména vzhledem k
nazvu znacky, ktery by meél byt se jménem identicky, proto jsem nakonec zvolil moZnost

nepifechylovat, a to na ploSe celého textu.

5.3. Prekladatelské problémy na stylistické roviné

Pro publicisticky raz stylu textu je u anglictiny charakteristické pouziti slov z raznych
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stylistickych vrstev jazyka. Autor pouziva slova stylové neutralni a vedle nich 1 slova stylisticky
ptiznakova. Typické je naptiklad uzivani frazovych sloves evokujicich mluveny projev, ¢i slova
konotujici neformalnost a jako vyvazujici protipol vyrazy evokujici formdlnost, psanost, kniZznost
apod. Tato rozmanitost se v ¢eském Uzu publicistickych a popularné nauc¢nych textd projevuje v
mnohem mensi mife, ¢eStina je v ramci spisovného projevu na slova z riznych rejstiikti mnohem
citlivgjsi. Cesky &tenaf navic na tuto stylistickou rozmanitost neni v nauéné literatute zvykly, i
vzhledem k moznostem ceStiny jsem tedy text o tyto konotacni slozky ochudil. V prekladu tak

vzrostl pom¢&r denotativni slozky vyznamu a tim se cilovy text stal ¢aste¢né€ vice informativni.

5.4 Prekladatelské problémy na roviné syntaxe a tektoniky textu

Na rovin€ vétné stavby textu vyvstala otazka, zda ptili§ kratké véty slucovat v delsi useky.
Vzhledem ke skutecnosti, ze kratsi véty jsou pro text natolik pfiznacné a tvoii svérazny dynamicky
styl, jsem se rozhodl maximaln¢ zachovat ptivodni vétné rozdé€leni textu. Pouze na né€kolika mistech
jsem spojil dveé véty, které spolu byly az ptili§ tzce spjaty. V nésledujicim piipadé jsem se rovnéz
chtél vyhnout spojeni ,,v té dobe, které se v prekladu nékolikrat opakuje — ,,For our purposes,
fashion originated in Paris at the end of the 19" century. That was when the first designer label was
created.” (0: 9) — ,,Moda tak, jak nads zajimad, se zacala utvaret v Parizi na konci devatendctého
stoleti, kdy vznikla prvni navrharska znacka.* (P: 10). V druhém ptipadé se mi jevila samostatna
uvozovaci véta bez slovesa nepftirozena — ,,It was to be his last extravagance. In the words of
Erner, * While the barges stayed afloat, the business sunk.’** (O: 13) — ,Mél to byt jeho posledni
vystiedni kousek — slovy Ernera: [...]* (P: 13). Podobné jsem kopiroval tektoniku vychoziho textu,
pouze na jednom misté jsem piikrocil k pfipojeni véty k odstavci predchazejicimu, jelikoz se tato
véta jevila pro Cesky uzus az prili§ kratkd na to, aby tvofila samostatny odstavec, navic tzce
souvisela s vétou predchazejici — ,,At the beginning of the 21% century, it’s terribly trendy to be
fashionable.[odstavec| The question is — why?” (O: 8) — ,,Na pocatku jednadvacatého stoleti je
ohromné ,,in* sledovat trendy. Otdzka zni — proc?* (P: 9).

Syntaktickou strukturu vychoziho textu jsem se rovnéz snazil zachovat kopirovanim
struktury vSech apozic a vsuvek. U téch jsem vétSinou pouzival i stejnd interpunkéni znaménka,
totiz oddéleni ¢arkami, pomlckami ¢i zdvorkami — jejich pouziti je u vsuvek a volnych apozic v
obou jazycich podobné, zavisi spiSe na mife samostatnosti doddvané informace, ¢i vyraznosti
predé€lu, jejich kopirovanim jsem se tak snazil pfiblizit zZdméru autora.

V souvislosti s interpunkci bylo rovnéZz na né€kolika mistech potfeba nahradit dvojtecku za
pomlcku, vzhledem k riznému pouziti t€chto interpunkcnich znamének. V Cestiné se mi na vSech

mistech, kde se nachazel dvojtecka, jevila jako pfirozena a zapadajici do kontextu pomlcka — ,,And
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this is by no means all: outside that better-known fashion zone, there are many other significant
style hotspots, including the Avenue Montaigne, Saint Germain and Le Marais.” (O: 7) — ,,A to neni
zdaleka v§e — mimo tuto nejproslulejsi zonu se zde nachadzi dalsi vyznamna mista, ktera prekypuji
stylem, jako ulice Avenue Montaigne, ctvrté Saint Germain a Le Marais.* (P: 9), ,,* The very word “
fashion” comes from the French: fagon means to work [...] (O: 7) — ,,Samotné anglické slovo pro
modu fashion pochazi z francouzstiny — fagon znamenda urcity zpisob [...]“ (P: 9). Podobn¢ jsem na
n¢kolika mistech nahradil stifednik v kontextu vhodné&jSim interpunkénim znaménkem — ,j[...]
dressmakers did not create styles or dictate fashion; they were mere suppliers, who [...]* (O: 9) —
wl...] krejci neutvareli styl ani nediktovali modu, nybrz pouze dodavali kopie satut [...]* (P: 10),
»And Fendi was not the only Italian player; among the many others were Armani, Gucci, Cerruti,
Krizia and Missoni, to name but a few.“ (O: 16) — ,,Fendi vsak nebyl jediny italsky trumf v rukavu —
dale to byly Armani, Gucci, Cerruti, Krizia, Missoni a mnoho dalsich.* (P: 16).

5.5 Prekladatelské problémy na roviné lexika, idiomatiky a obrazi

Na roving lexika byla prvnim problémem stylistickd neekvivalence (viz. 5.3.) a dale pievod
kompozit, frazém, obraznych vyjadieni a zejména cizich termind.

Co se tyCe frazeologie, bylo vétSinou mozné nalézt ekvivalentni idiomatické spojeni i1 v
cestin€ — ,,[...] dressed from head to toe in velvet [...]“ (O: 10) — ,,[...] od hlavy aZ k paté obleceny
do sametu [...]* (P: 12), ,,Rubbing salt into the wound |[...]* (O: 13) — ,,Jesté prisypala sul do rany
[...]° (P: 14), ,,While Chanel was busy twisting the fashion writers around her little finger |[...]"
(O: 14) — ,,Zatimco Chanel si omotdavala modni pisatele kolem prstu | ...]* (P: 14). Na mistech, kde
tomu tak nebylo, jsem volil pteklad podle smyslu — ,./n our hearts, we know it's all smoke and
mirrors [...] (O: 8) — ,,Rozumu je jasné, Ze se jedna pouze o trik [...]* (P: 10), ,,Assuming that it
was now up to him to put the bread on the family table [ ... (O: 9) — ,,Charles se poté domnival, Ze
je na nem, aby Zivil rodinu [...]* (P: 11).

Podobné bylo moZzné zachovat vét§inu obrazil, na nc¢kterych mistech jsem vSak obrazné
vyjadreni ¢i hricku vypustil — ,,Paris still perspires fashion.” (O: 7) — ,,Pariz modou oplyva i
nadale.”“ (P: 9), ,,[...] the fast fashion’ brigade [...]* (O: 24) — ,,[...] tyto firmy s tzv. rychlou modou
[...]¢ (P: 23).

Povaha angli¢tiny autorovi rovnéz umoznuje pouziti kompozit (ad hoc), které jsem do
¢estiny musel prekladat jinou strukturou. Kromé ptipadua ,,hyper-successful® a ,,iiber-hip* (O: 7) —
wmegauspesny* a ultrastylovy (P: 9), bylo nutné rozdélit je do vice slov ¢i zkondenzovat do
jednoho slova — ,,His rag-trade-to-riches story* (O: 18) — ,Jeho pribéh o prodeji odévii bohacum*

(P: 18), ,,boom-to-bust economy* (O: 17) — ,,nestabilni ekonomika* (P: 17), ,,chino-clad super-
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nerds (O: 19) — ,,pocitacovi maniaci v platéenych kalhotdach* (P: 18).

Asi nejveétsi problém byl pireklad cizich slov €1 terminii. Anglicky termin ,,branding* se v
oblasti marketingu pouziva i v ¢esting€, jeho vysvétleni bych vSak umistil k prvni zmince tohoto
slova v ramci publikace, coZ je hned v tvodu knihy, proto jsem jej v dané kapitole nevysvétloval.
Francouzsky termin ,,haute couture se pouziva mezinarodn¢, pieklady ,,vysokd moda* ¢i ,,vysoké
siti* se v Ceskych médiich témétr nepouzivaji, proto jsem jej ponechal v plivodnim znéni. Termin
wprét-a-porter je v textu pouzit pro oznaceni francouzské konfekce jako odliSeni od konfekce
americké (,,ready-to-wear®), v textu navic autor synonymitu téchto slov vysvétluje ,.the potential of
ready-to-wear (prét-a-porter).“ (O: 15), proto jsem toto rozliSeni rovnéz zachoval. Nazev Diorova
nového stylu obleceni ,,The New Look* jsem uvedl v origindle a do zavorky ptipojil preklad — ,,tzv.
New Look (,,nového vzhledu“)*“ (P: 15). Pojem ,streetwear* se hojné vyskytuje i v Ceském
prostiedi, avSak vzhledem k vySe zminénym presupozicim, jsem doplnil u prvni zminky v textu i
pieklad ,.¢ili moda ulice* (O: 16) (P: 16). U pojmu ,,Power dressing* jsem danou vétu napojil na
vetu predchazejici, aby bylo jasné, k ¢emu se tento pojem vztahuje — ,,[...] whose clothing signified
success. Power dressing’ became a buzz phrase.” (O: 17) — ,[...] demonstrovali sviij uspéch
zpiisobem oblékani — tzv. Power dressing se stal modernim pojmem.*“ (P: 17). U pojmu ,,Casual
Friday* jsem pouzil Cesky preklad a pro jistotu naznacil vyznam amplifikaci textu — ,,[...]° casual
Friday’ elided into the vest of the week.” (O: 19) — ,[...] co se se pracovniho obleceni tyce,
lezérnim patkem* se stal kazdy den v tydnu.* (P: 18). Rod u téchto cizich slov jsem volil na
zaklad¢ jména obecn¢ho — napt. prét-a-porter je v textu vysvétlena jako konfekce, proto Zensky

rod.

5.6. Intertextualita

Jak jiz bylo uvedeno vyse, v textu se vyskytuje fada citaci, které tvoii velkou ¢ast textu a
pfispivaji tak k jeho intertextualit&, ¢i metatextovosti. Zadna z citovanych publikaci dosud nebyla
ptelozena (a pokud tomu by tak bylo v prib¢éhu zpracovéavani této prace, nejednalo by se o preklad
vyrazné zazity v kulturnim podvédomi), proto nebylo nutné pieklady dohledavat a pouzil jsem
preklad vlastni. Podobné jako autor vychoziho textu, jsem nazvy vSech publikaci v textu, véetné
Casopisll a novin, uvadél v kurzivé. Problémem se staly citace z novinovych ¢lankl, uvedené na
posledni strané vychoziho textu. Vzhledem k informativni hodnoté obsahu téchto citaci, ktera
prispiva k vystavbé sdé€leni, jsem citace a titulky ¢lankl pouze pielozil, aniz bych uvedl pavodni
nazev ¢lanku. Pro pfipadny zdjem cCtenafe si tyto ¢lanky dohledat (ktery vSak nebyl soucasti mych
presupozic, jelikoz jsem u adresata neptredpokladal Sir§i znalosti angliCtiny) povazuji uvedené

datum vydéani za dostatecnou informaci. Jiny pfipad byl na strané¢ 15 — ,[...] according to the
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French newspaper Le Monde (‘L ’homme d’affaires chercherait a vendre son empire’), 2 October
2004).© — zde se jednd o odkaz na zdroj v pravém slova smyslu, proto jsem nazev clanku

nepiekladal.

6. TYPOLOGIE POSUNU

Z ptedchazejici kapitoly z velké Casti vyplyva charakter posuni, ke kterym pti piekladu

doslo. Dle Levého déleni se jednalo piedevsim o stylistickou nivelizaci a intelektualizaci.

6.1. Intelektualizace

Intelektualizace se projevila zejména u realii a cizich termint ¢i pojmu, které bylo potieba
explikovat pouzitim vnitini vsuvky, ¢i amplifikaci textu (viz 5.1. a 5.5.). S jazykovym charakterem
anglictiny je pak spojena moznost pouzivani polovétnych vazeb, které bylo do CeStiny potieba
pfevést strukturou vétnou, coz vedlo nékdy k explicitaci logickych vztahli mezi vétami
prostfednictvim spojek — ,,Assuming that it was now up to him to put bread on the family table,
Charles headed for London [...]* (O: 9) — ,,Charles se poté domnival, Ze je na ném, aby zivil rodinu,
a tak se odstéhoval do Londyna [...] (P: 11), ,,He would also identify fashionable women on whom
he could place his dresses, knowing they would [...]* (O: 10) — ,,Dokazal rozpoznat elegantni Zeny,
které by mohl obléct, a vedel, ze [...]* (P: 11). Podobné v nasledujicim ptipadé, kde jsem vzhledem
ke kontextu nahradil stfednik Carkou, abych se vyhnul fetézeni vedlejSich vét ptivlastkovych —
»Before he came along, dressmakers did not create styles or dictate fashion; they were mere
suppliers, who [...]“ (O: 9) — ,,Pred jeho prichodem krejci neutvareli styl ani nediktovali modu,
nybrz pouze dodavali kopie satii, které [...]* (P: 10).

6.2. Nivelizace

Ke stylistické nivelizaci, ¢i neutralizaci, dochdzelo na mistech, kde nebylo mozné pievést —
at’ uz z duvodu jazykovych ¢i pragmatickych — lexikum ekvivalentem s adekvatnimi konota¢nimi
slozkami, a dale na mistech, kde jsem byl nucen pro frazémy a obrazna vyjadieni volit preklad
podle smyslu (viz 5.3.a5.5.).

Dalsi dil¢i posuny byly pfedevsim konstitutivni, tj. dané rozdilnou povahou obou jazyku

(napft. jiny slovosled za ucelem dosazeni stejného aktuadlniho ¢lenéni vétného, transpozice apod.).
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Vsechny ostatni mensi individudlni posuny byly dany, pokud bychom parafrazovali O. Fischera,

potiebou jisté miry volnosti za G¢elem vérnosti.

7. Zavér

Publikace Fashion brands: branding style from Armani to Zara mne zaujala zejména
tématikou a na prvni preteni zajimavym stylem, ktery se blizi publicistice. Tento charakteristicky
styl se v Ceském kulturnim prostiedi objevuje pravé zejména v prekladané literatute, proto jsem se
snazil jej prevést v ramci moznosti do Cestiny, ackoliv je zde mensi moznost si ,,vyhrat™ s vyrazy z
riznych jazykovych vrstev. Pii piekladu bylo nutno dohledavat realie anglické a francouzské
kultury a ¢eské ekvivalenty termint a slov z oblasti marketingu, krejcovstvi, médniho navrharstvi a
mody viibec v nejriznéjSich sekundarnich zdrojich, avsak tato skutecnost je v profesi prekladatele
automatickd. Nejveétsim piinosem pii zpracovavani této prace shleddvam v nutnosti uvédomélé
sebereflexe pii celém piekladatelském procesu, ktera by méla byt v praxi prekladatele uplatiiovana
rovnéz automaticky. Text jsem se snaZil pteloZit jako celek — zachovat invariant v ném obsaZeny a

jeho celkovou funkci. VE&fim, Ze se mi to alespoil do urcité miry podafilo.
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Resumé

Tato bakalarskd prace zahrnuje pieklad prvni kapitoly publikace britského autora Marka
Tungata Fashion brands: branding style from Armani to Zara doplnény o komentat rozdéleny do
Ctyf ¢asti. Prvni Céast obsahuje prekladatelskou analyzu daného vychoziho textu, tj. vnétextové
faktory tykajici se piivodni komunikacni situace a vnitrotextové faktory popisujici samotny text.
Druhd c¢ast komentafe zahrnuje popis prekladatelské metody, kterd byla zalozena primarné na
funk¢ni ekvivalenci vychoziho textu a piekladu. Treti ¢ast klasifikuje typy prekladatelskych
problémi a jejich konkrétni feSeni. Posledni ¢ast komentare tvoii typologie posund, ke kterym pfti

prekladani muselo dojit.

Resumé

This bachelor thesis presents a translation of the first chapter from Mark Tungate's
publication Fashion brands: branding style from Armani to Zara, complemented by a commentary
comprising four parts. The first part contains an analysis of the source text for the purpose of
translation, i.e. the extratextual factors forming the original communication situation and the
intratextual factors related to the written text itself. The second part of the commentary describes
the translation method which was primarily based on functional equivalence between the source and
the target texts. The third part is formed by a typology of problems that occurred during the
translation and shows the particular solutions used. Finally, the last part classifies the main shifts

that have been made necessarily in the target text.

41



Seznam zkratek

O — text originalu

P — text prekladu
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A history of seduction

‘Fashion is a factory that manufactures desire.’

Everything began in Paris. Later we’ll turn to New York and Milan, to
London and Tokyo, but most experts agree that fashion, as we know it
today, was born in the French capital.

From the days when the couturier Worth designed dresses for Em-
press Eugénie, the wife of Napoleon III, to the final episode of Sex and
the City — surely the most fashion-conscious television series of recent
times — Paris has been a byword for style. As Bruno Remaury, social
anthropologist and lecturer at the Institut Francais de la Mode, the
leading French fashion school, points out, ‘The very word “fashion”
comes from the French: fagcon means to work in a certain manner, and
travaux a fagon 1is the traditional French term for dressmaking.’

Paris still perspires fashion. On the Right Bank, historically the
commercial heart of the city, the fashion zone opens like a jewelled fan
from the fulcrum of the Musée de la Mode, housed in a wing of the
Louvre. It takes in the glittering boutiques along the Rue du Faubourg
Saint Honoré (also home to the French edition of Vogue), the iiber-hip
designer outlet Colette, the department stores of Samaritaine, Printemps
and Galeries Lafayette, and several branches of the hyper-successful
retail chains H&M and Zara — not to mention acres of billboard space
promoting lingerie, perfume, bags or sunglasses, depending on the
season. And this is by no means all: outside that better-known fashion
zone, there are many other significant style hotspots, including the
Avenue Montaigne, Saint Germain and Le Marais.
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In all of these places you’ll find queues in front of waiting rooms and
people drooling over window displays, branded handbags slung over
their arms. Those who work in the fashion industry will tell you it’s in
crisis, but on the streets there is little evidence to back up this claim. The
activity during the sales season in Paris is like a cross breed of rugby
and boxing, without the nice manners. At the beginning of the 21st
century, it’s terribly trendy to be fashionable.

The question is — why?

STYLE ADDICTS

Fashion brands employ many techniques to persuade us to part with our
hard-earned cash in return for the transient thrill of wearing something
new. In our hearts, we know it’s all smoke and mirrors — most of us have
plenty to wear, and none of it is going to fall apart for a while yet. So
why do we keep buying clothes? Can it really all be about marketing?

As fashion scholar Bruno Remaury points out, ‘Traditional marketing
is based on need. You take a product that corresponds to an existing
demand, and attempt to prove that your product is the best in its cate-
gory. But fashion is based on creating a need where, in reality, there is
none. Fashion is a factory that manufactures desire.’

Many of those who work in the fashion business seem surprised — or
at least mildly amused — by consumers’ willingness to be seduced.
Fashion consultant Jean-Jacques Picart, who has worked with brands
such as Christian Lacroix and Louis Vuitton, comments as follows: ‘For
the people who are genuinely obsessed with fashion, it’s a sort of drug.
This is a personal theory, but I believe it’s because they equate exterior
change with interior change. They feel that, if they’ve changed their
“look”, they’ve also evolved emotionally.’

He hints that a preoccupation with fashion reveals a level of insecur-
ity. ‘The most extreme fashionistas have a vulnerable quality about
them. It’s as if they are worried about being judged. They live in a state
of perpetual anxiety about their appearance.’

With disarming frankness, Picart describes his job as “a little cynical,
a little perverse’. ‘The metier of fashion has a sole objective: to create
brand appeal, in the same way that one might try to create sex appeal.
Everything we do is designed to make people fall in love with our
brand. All the trimmings of our industry — the shows, the advertising,
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the celebrities, the media coverage — all of these things work together
so that, if we’ve done our job well, somebody will push open the door
of a shop.’

It all sounds fiendishly modern. But of course, although the bait has
grown in sophistication, fashion branding has been around almost as
long as the Venus flytrap.

THE FIRST FASHION BRAND

For our purposes, fashion originated in Paris at the end of the 19th
century. That was when the first designer label was created. Although
its main market was France, its founder was English.

Charles Frederick Worth changed the rules of the game. Before he
came along, dressmakers did not create styles or dictate fashion; they
were mere suppliers, who ran up copies of gowns that their wealthy
clients had seen in illustrated journals, or admired at society gatherings.
The clients themselves chose the fabrics and colours, and dresses were
constructed around them, rather like scaffolding. Worth was the first
couturier to impose his own taste on women — in effect, he was the
prototype celebrity fashion designer.

Worth was born in the town of Bourne, Lincolnshire on 13 October
1826. Like many of today’s most flamboyant designers — Galliano,
Gaultier, McQueen — he came from a relatively humble background.
(Indeed, the desire to escape a humdrum existence via sumptuous
dresses and beautiful women is a thread running through the history of
fashion.) He was the son of a local solicitor, William Worth, who
appears to have run into financial difficulties when Charles was just a
boy. Assuming that it was now up to him to put bread on the family
table, Charles headed for London, where he became an apprentice and
later a bookkeeper at a drapery firm called Swan and Edgar in Picca-
dilly. It was here that he developed an eye for sumptuous fabrics, and
showed the prodigious flair for salesmanship that was to serve him so
well. At the age of 20, and by now burning with ambition, he left for
Paris.

Worth got a job at the drapery house of Gagelin and Opigez at 83 Rue
Richelieu. When he was not busy attending to the needs of his clients,
he designed dresses for his new French bride, Marie Vernet, who also
worked in the store. Soon, customers began to notice these elegant
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creations, which, although adhering to the bottom-heavy style of the
day, seemed to have an extra dash of cut and colour. Worth was given
a small department at the back of the establishment in which to display
his designs. These could be made to measure for customers who ad-
mired them.

Gagelin and Opigez were unwilling to let Worth expand his business,
so, with the backing of a wealthy young Swedish draper called Otto
Bobergh, he branched out on his own. Worth & Bobergh was estab-
lished at 7 Rue de la Paix in 1858. Although Worth had a number of
influential clients, his big break came when he designed a gown for
Princess Metternich, wife of the Austrian ambassador to Paris. Empress
Eugénie spotted the dress at a ball in the Tuileries Palace, and sum-
moned its designer.

Worth was soon dressing the world’s most glamorous women. Unlike
his predecessors, he was not a fawning servant, forced to make imita-
tions of gowns his clients had seen elsewhere. As far as he was con-
cerned, he had a better idea of how to enhance their looks than they did.
Slowly but surely, he did away with bonnets and crinolines and begun
cutting dresses closer to the body. Hoop skirts were replaced by the
infinitely more seductive ‘sheath’ dress — albeit garnished with bustles
and trains that required cascades of expensive fabric.

More to the point, Worth was a marketing genius. Previously, dress
designs had been displayed on wooden busts. (Scaled-down versions
were sewn minutely on to dolls, which were sent out to potential clients
as promotional devices.) Worth was the first couturier to sit his clients
down and give them a little show — having first dressed a series of
attractive young women he called sosies, or ‘doubles’, in his creations
— thus inventing the concept of the fashion model. He would also
identify fashionable women on whom he could place his dresses, know-
ing they would create a buzz as they mingled in high society. In private,
he contemptuously referred to them as ‘jockeys’.

In addition, Worth looked and acted like a proper fashion designer.
Dapper and moustachioed, dressed from head to toe in velvet, a beret
perched on his head, a cigar between his ostentatiously be-ringed
fingers, he would greet clients while reclining on a divan. He had a
capricious temper, too — there are reports of him furiously ripping half-
finished garments to pieces because they were not exactly as he had
envisaged them. Potential clients could be turned down, existing cust-
omers banished.
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Here, already, we have many of the ingredients of contemporary
fashion marketing: runway shows, celebrity models, elitism, and, of
course, a charismatic brand spokesman. Dictatorial and flamboyant, this
was a man who rose from obscurity to become deified by the fabulously
rich — by the time he died, on 10 March 1885, Worth had established a
pattern for all other designers to follow. Certainly, he exhibited a high
level of artistry, but of all the dressmakers of that period, he was the first
to wrap his own name in a fairytale, and resell it at a profit.

POIRET RAISES THE STAKES

The one constant of fashion is constant change. Although Worth left his
business in the capable hands of his two sons, Gaston and Jean-Philippe,
his brand could not remain at the forefront of style for ever. This is not
to say that it didn’t have a pretty good run. A stand at the Paris Exposi-
tion of 1900 did a roaring trade, and the Worth name continued to
resonate up to and beyond the 1920s (with a branded Worth perfume
being launched as late as 1925). By then, though, the torch had been
passed on not once, but twice.

The young designer Paul Poiret, recruited to Maison Worth by Jean-
Philippe, soon began to challenge the restrictive styles of his masters.
The son of a fabric merchant, Poiret had started out as an apprentice
umbrella maker. In his spare time he had begun using umbrella silk to
dress dolls in experimental designs. Poiret wanted to free women from
the over-complicated structures that encumbered the upper body. Even-
tually he would banish the corset altogether, revolutionizing the way
women dressed. As Frangois Baudot comments in his (1999) book
Mode Du Siecle, ‘[Before then] no fashionable woman would, or could,
lace herself into or escape from her carapace without the aid of a second
person. They had to wait for Poiret before the appearance of clothes
they could put on by themselves.’

As is often the case, Poiret’s employers weren’t ready to embrace his
radical ideas, and in 1904 he opened his own shop in the Rue du Fau-
bourg Saint Honor¢. In the years that followed, Poiret altered the outline
of women’s clothing for good. First came his interpretation of the
Empire line: long straight dresses falling from a high waist that empha-
sized the bust. Then there was the ‘hobble’ skirt, cut so straight and
narrow that its wearer could take only tiny steps (somewhat undermining
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claims that his clothes ‘liberated” women). Inspired by fantasies of the
Orient and the exotic Ballets Russes, Poiret devised variants of the
kimono and baggy harem pants. The latter caused a sensation because,
in fashion as in relationships, women were not expected to wear the
trousers. Poiret went on to blur the boundaries between art and fashion,
recruiting painters such as Georges Lapape and Raoul Dufy to illustrate
his catalogues, and decorating his store in a style that prefigured Art
Deco.

Like Worth before him, Poiret had a practical yet sophisticated
approach to promoting his products. In 1911 he became the first cou-
turier to launch a branded perfume, which he called Rosine, after his
eldest daughter. Poiret picked out the fragrance and designed the bottle,
the packaging and the advertising. That same year, he threw a lavish
party called ‘The Thousand and Second Night’, a fancy-dress extrava-
ganza to which guests came as Persian royalty or cohorts of Schehera-
zade. The designer himself sported a natty gold turban. The most fash-
ionable names in Europe were there, along with selected members of
the press.

Poiret opened branded boutiques in major French cities, and organ-
ized travelling fashion shows. He designed dresses for the actress Sarah
Bernhardt, his very own celebrity muse. Later, when he refused to sell
any more dresses to a certain member of the Rothschild family — who
had apparently dared to mutter a criticism at one of his shows — he made
sure the decision was widely broadcast.

Not all of his marketing efforts were entirely self-serving, however.
In that golden year of 1911, he opened an atelier in which Parisian girls
‘from modest backgrounds’ were trained to produce fabrics, rugs,
lampshades, and other accessories for the home. These were sold in a
boutique and several department stores under the Poiret sub-brand
‘Martine’, this time named after his youngest daughter.

But despite his talent, his marketing prowess and his influence, Poiret
could not halt the onward march of fashion. His star was already de-
scending after the First World War, and by the 1920s he was locked in
bitter rivalry with the woman who was to become the fashion icon of
the era, Gabrielle ‘Coco’ Chanel. According to Guillaume Erner in the
book Victimes de la Mode? (2004), Poiret referred to Coco as ‘the inven-
tor of misery’. Bumping into Chanel in her black ensemble one evening,
Poiret exclaimed, “You must be in mourning! But for whom?’ Chanel is
reputed to have replied, ‘For you, my dear.’
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Poiret wasn’t quite ready to slip away. In 1925, during the Art Deco
Exposition, he hired three vast Seine barges. The first he turned into a
restaurant, the second a hairdressing salon, and the third a boutique
selling his perfumes, accessories and furnishings. It was to be his last
extravagance. In the words of Erner, ‘While the barges stayed afloat, the
business sunk.’

CHANEL, DIOR AND BEYOND

Gabrielle Chanel considered that Poiret’s dresses were costumes rather
than clothes, and a growing number of women seemed to agree with
her. ‘Eccentricity was dying: I hoped, by the way, that I helped to kill
it,” she said, as quoted in the book L’A/lure de Chanel by Paul Morand
(1996). Rubbing salt into the wound, she added that it was easy to
attract attention dressed as Scheherazade, but a little black dress showed
more class. ‘Extravagance kills personality,” she pronounced.

Whatever the truth of these claims, there is no arguing with the fact
that Chanel took fashion into the 20th century. But the move had actu-
ally been precipitated by social change. During the First World War,
women worked in factories and fields, and grew accustomed to the
simplicity of uniforms. When it was all over, they were underfed but
hardy, and unwilling to slip back into the traditional housewife/goddess
role. (Many of them had, in any case, lost husbands and fiancés.)
This was also the era of the automobile, which led to a more practical
approach: short hair, skirts above the knee and tweed car coats. Women
became less overtly feminine. Chanel and others — notably Jean Patou
— adopted and embellished the androgynous style.

With her quotable wit and her talent for mixing with the right crowd,
Coco fits right in to our alternative history of fashion — one that empha-
sizes the power of marketing. We certainly shouldn’t forget her per-
fume, simply named No.5 because it was the fifth in a series of samples
she had to choose from. It was notable for being the first unabashedly
synthetic scent, which contributed to its image of modernity. Even
today, according to Frangois Baudot, ‘A veritable gold mine, [the scent]
continues, in the most condensed form, to propagate the style, the allure
and the resonance of a personality. . . to equal Picasso, Stravinsky or
Cocteau. . .
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While Chanel was busy twisting the fashion writers around her little
finger, other designers were demonstrating that they also knew a promo-
tional trick or two. Although her brand did not prove as resistant as that
of Chanel (and, let’s face it, few did), Elsa Schiaparelli was a formidable
pre-war competitor. Salvador Dali collaborated on her dress designs —
notably providing a cheeky lobster print — and the curvaceous bottle
containing her perfume, Shocking, was supposed to have been modelled
on the bust of the actress Mae West. Unfortunately, such publicity coups
could not sustain her business through the dark years of the 1940s.

War, of course, changed everything again. Although a number of
fashion houses sprang up in occupied Paris, Jacques Fath and Nina
Ricci among them, the focus shifted to the United States. Until that
time, fashionable American women bought expensive gowns that had
been imported from Paris, or had more affordable copies run up closer
to home. Even before the war, manufacturers on Seventh Avenue in
New York had begun experimenting with synthetic fabrics, faster pro-
duction techniques and light, interchangeable garments. This develop-
ment accelerated in the 1940s, and New York became the birthplace of
ready-to-wear. By the time peace broke out, the hegemony of Paris as
the world’s fashion capital was being challenged. Wartime innovations
had shown that ‘chic’ need not mean personal dressmakers or ‘haute
couture’. For the first time, fashion was no longer the preserve of the
wealthy elite.

Not that Paris had relinquished its importance. The 1950s saw the rise
of Christian Dior, a man whose fervour for promotion outstripped even
that of his predecessors. As well as being a visionary designer, the
inventor of ‘The New Look’ was a moneymaking machine. He launched
his first perfume in 1947 and a ready-to-wear store in New York in
1948. By the end of the decade, he had licensed his brand to a range of
ties and stockings. He opened branches all over the world, from London
to Havana. By the time he died prematurely, in 1957, he was employing
over a thousand people — a situation previously unheard of for a cou-
turier. More than anybody before him, Dior realized that luxury could
be repackaged as a mass product. Not only that, he considered it the key
to the survival and profitability of a brand. As quoted by Erner, he once
commented, ‘You know fashion: one day success, the next the descent
into hell,” adding, ‘I know lots of recipes, and one day. . . they might
come in useful. Dior ham? Dior roast beef? Who knows?’



A History of Seduction 15

Perhaps it’s no surprise that, today, the Dior brand is owned by the
LVMH (Louis-Vuitton Moét Hennessy) empire — the ultimate expres-
sion of luxury as big business.

Beyond Dior, the dictatorship of the brand took hold. Even in the
1960s, when fashion was democratized and everyone claimed the right
to be stylish, the marketers had the upper hand. When asked who in-
vented the mini-skirt, herself or the French designer André Courréges,
Mary Quant replied generously, ‘Neither — it was invented by the street.’
Nevertheless, Quant was one of several designers who translated Sixties
youth culture into profit, with considerable success.

Another such designer, on an entirely different scale, was Pierre
Cardin, a man for whom extending the brand was little short of a cru-
sade. A protégé of Christian Dior, naturally, Cardin noted very early on
the decline of haute couture and acknowledged the potential of ready-
to-wear (prét-a-porter). He opened one store called Eve and another
named Adam. He demanded, and got, a corner of the Parisian depart-
ment store Printemps reserved exclusively for his brand. A darling of
the media, he followed Dior’s example by licensing his increasingly
marketable 1dentity, and today more than 800 different products around
the world bear his name. In her (1999) book The End of Fashion, Teri
Agins comments, ‘There was always a manufacturer somewhere who
was ready to slap “Pierre Cardin” on hair dryers, alarm clocks, bidets,
and frying pans. “My name is more important than myself,” Cardin
once said.” Agins goes on to quote Henri Berghauer, who helped to
manage Cardin’s empire in the 1950s: ‘Pierre realized early that he
wanted to be more of a label than a designer. He wanted to be Renault.’

Although this strategy generated a vast personal fortune, it also
undermined the sense of exclusivity that is the core value of any luxury
brand. The Cardin label has languished in the purgatory of the un-hip
since the 1990s, and is only now seeing the first glimmer of a resurg-
ence. The future of the brand could depend on whether the designer,
aged 82 at the time of writing, succeeds in selling his business — al-
though buyers have apparently balked at the €400 million asking price,
according to the French newspaper Le Monde (‘L’homme d’affaires
chercherait a vendre son empire’, 2 October 2004). The same article
suggests that Cardin’s licences continue to rake in around €36 million
a year. With that performance, he can afford to dismiss accusations that
his brand name is no longer fashionable.
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It’s impossible to talk about the fashion brands of the 1960s — or
indeed the 1970s — without mentioning Yves Saint Laurent. Initially the
successor to Dior, Saint Laurent quickly broke away to follow his own
path, and it soon transpired that he was able to have his cake and eat it
too. He was hailed as a genius of haute couture by the runway-watchers,
while at the same time luring shoppers to his ‘luxury prét-a-porter’
store, Saint Laurent Rive Gauche, in Paris’s Saint Germain district. YSL
was keen on licensing, too, but, along with his business partner, Pierre
Bergg, he kept a closer eye on quality control than Cardin had done. His
biggest hit was a perfume, Opium, which launched in 1978 and remains
popular today.

Throughout the 1970s, the democratization of fashion continued
apace. Art schools pumped out rebellious young designers, rock fell in
love with avant-garde clothing, the fashion press exploded and the first
generation of ‘stylists’ — those benign dictators of dress — told con-
sumers what to wear and how to wear it.

In France, the ancien régime of haute couture experienced a parox-
ysm of self-doubt, as prét-a-porter took the high ground and streetwear
usurped aristocratic glamour. The French also faced a new challenge
from across the Alps, where the Italian textile and leather merchants
began developing their own brands. In Reperes Mode 2003, a collection
of essays published by the Institut Francais de la Mode, Ampelio Bucci
makes the following note: ‘In only 20 years (from 1970 to 1990), [the
Italian brands’] notoriety had risen to a global level and they had
established a presence in all the principal markets.’

As early as 1965, the Italian leather goods and fur business Fendi was
working with a talented young designer called Karl Lagerfeld, who
helped to turn the small company into a ravishing brand. And Fendi was
not the only Italian player; among the many others were Armani, Gucci,
Cerruti, Krizia and Missoni, to name but a few. The London of the
1970s boasted plenty of fresh ideas, associated with names such as
Ossie Clark, Anthony Price, Zandra Rhodes, and the short-lived concept
store Biba, but the real powerhouses of the future were being created in
Milan. Until a French tycoon called Bernard Arnault began laying the
foundations for LVMH in the 1980s, the Milanese seemed to have the
monopoly on luxury as a business. They were traders at heart, and they
knew how to marry art with commerce in a way that many French labels
hadn’t quite grasped.
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THE DEATH OF FASHION

When did fashion stop being fashionable? To paraphrase Hemingway,
it happened slowly, and then very quickly. Probably the rot set in around
the mid- to late 1980s, provoked by a boom-to-bust economy and the
emergence of AIDS as a powerful metaphor for the delayed hangover
that followed the 1970s. The effect of the disease was terrifyingly real
as it tore through the creative economy, robbing it of some of its bright-
est emerging stars.

Not that this grim decade was entirely devoid of hope. By now the
most interesting thing on the catwalk was definitely in prét-a-porter,
with extraordinary creations from Jean-Paul Gaultier, Thierry Mugler
and Kenzo. Elsewhere, Karl Lagerfeld was busy revitalizing Chanel —
where he was appointed in 1983 — and Christian Lacroix was showing
flamboyant dresses inspired by his passion for opera, folklore and the
history of costume. This was, after all, the time of the New Romantic.
The period also saw the emergence of the Japanese designers, notably
Yohji Yamamoto and Rei Kawakubo (of Comme des Gargons), whose
ethereal black numbers combined minimalist rigour with futuristic
interpretations of traditional garb. More costume than dress, they served
as inspiration for the monochrome severity that characterized the tail
end of the 1980s.

More than anything, though, this was the era of the yuppie, the young
upwardly mobile professional, whose clothing signified success. ‘Power
dressing’ became a buzz phrase. Giorgio Armani’s unstructured but
easily identifiable suits were worn as a badge of success. In the UK,
while providing flashy City boys with eccentrically reworked inter-
pretations of the tailored suit — his trademark ‘classics with a twist’ —
Paul Smith also discovered the Filofax, a leather-bound ‘personal
organizer’ manufactured by a tiny East End company. By popularizing
this combination of address book and diary, which implied that its user
had people to see and places to go, Smith handed the yuppies their
ultimate accessory.

Meanwhile, on the other side of the Atlantic, Ralph Lauren had been
steadily building one of the ultimate fashion brands. His rag trade-to-
riches story has been told many times before, but it’s worth briefly
repeating here.
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Born Ralph Lifshitz in 1939, America’s most upwardly mobile de-
signer was the son of Russian Jewish immigrants from the Bronx. His
father was a house painter, who changed the family name to Lauren
when young Ralph was still at school. Ralph was brought up on the
Hollywood movies of the 40s and 50s, mentally filing away images of
Cary Grant and Fred Astaire so that he could recreate their style. He got
his start in the fashion business selling suits at Brooks Brothers, and
later became a wholesaler of ties and gloves in New York’s garment
district. Soon he began designing his own ties, choosing the name ‘Polo’
for its aristocratic associations. The stylish neckwear proved a big hit at
Bloomingdale’s, and by 1970 Ralph had taken over a corner of the
Manhattan department store with an entire range of upmarket apparel.

According to Ter1 Agins, ‘Lauren will go down in fashion history for
introducing the concept of “lifestyle merchandising” in department
stores. . . Lauren designed [his] outpost to feel like a gentlemen’s club,
with mahogany panelling and brass fixtures.” She goes on to say that
Lauren’s stores ‘stirred all kinds of longings in people, the dream that
the upwardly mobile shared for prestige, wealth and exotic adventure’.
But Ralph Lauren is important for another reason. European luxury
brands frequently dwell on their ‘heritage’ for marketing purposes,
using a tradition of craftsmanship as a way of seducing consumers and
justifying elevated prices (think of Hermes, Louis Vuitton, Dunhill and
Asprey). Almost subconsciously, Lauren realized that, in the USA,
history was irrelevant. This was the land of Hollywood, of fantasy for
sale.

Lauren created a world of aristocratic good taste, but it was pure
invention. In the end, his success rested on the quality of his clothes and
his knack for branding. Lauren’s shops were film sets, and his advertis-
ing campaigns — shot by Bruce Weber — were stills from movies that had
never been made. It’s no surprise to learn that Lauren designed the
costumes for the film 7The Great Gatsby. In many ways, Lauren was Jay
Gatsby — the man who created himself.

Ralph Lauren was the perfect brand for the 1980s, when fashion
became less important than ‘lifestyle’. In fact, with the rise of the
supermodel, the media seemed more interested in how the models lived
than in the clothes they wore.

Fashion clutched its chest and keeled over some time in the 1990s. In
The End of Fashion, Teri Agins suggests that women lost interest in
fashion because they were more concerned about their careers: ‘[They]
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began to behave more like men in adopting their own uniform: skirts
and blazers and pantsuits that gave them an authoritative, polished,
power look.’

In addition, the Paris catwalks had lost their relevance in the face of
MTYV culture and streetwear. Levi’s, Nike and Gap seemed a lot more
connected to quotidian reality than some ethereal vision on a runway.
Tracksuit-wearing rappers and the chino-clad super-nerds of the dotcom
boom were the new icons; ‘casual Friday’ elided into the rest of the
week. Stores selling comfortable but unchallenging garments, mostly
run up on the cheap in Asia, made dressing down not only affordable,
but acceptable. The elitist stance once taken by fashion brands began to
look stuffy and — horror of horrors — old-fashioned. Clothing became a
commodity, spare and functional. Even supermodels began to look less
‘super’. Kate Moss, in her first incarnation as a grungy teenager, had
nothing of the femme fatale about her. Calvin Klein built a phenomen-
ally successful brand around posters featuring Moss and other androgy-
nous youths sporting baggy jeans and nothing else; it was the ‘simple
chic’ ethic taken to the nth degree.

Finally, many fashion houses were acquired by or grew into vast
corporations, selling clothing, accessories, make-up and furniture. As
Teri Agins explains, ‘Such fashion houses just also happen to be pub-
licly traded companies, which must maintain steady, predictable growth
for their shareholders. . . Fashion. . . requires a certain degree of risk-
taking and creativity that is impossible to explain to Wall Street.’
Further, she observes that the utilitarian blandness of Nineties clothing
made marketing more important than ever. Branding played a critical
role ‘in an era when. . . just about every store in the mall [was] peddling
the same styles of clothes’.

Today, while branding remains as crucial as ever, its raison d’étre has
changed. Six years on from the publication of Agins’ book, fashion has
— inevitably — transformed itself again. Style has come out of the closet.

THE REBIRTH OF FASHION

The glamour factory had been plotting its resurgence all along, hum-
ming away in the background throughout the late 1990s, while industry
observers fretted about the rising tide of ‘smart casual’. The next wave
of upmarket fashion brands would come from Milan and from Paris;
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clearly, reports of the death of the French capital had been greatly
exaggerated.

There is one name you can’t escape when you attempt to write a
history of fashion branding: Tom Ford. As Carine Roitfeld, the editor of
French Vogue and a one-time collaborator of the American designer,
says, ‘In the history of fashion, there’s definitely a pre-Tom Ford and a
post-Tom Ford period. He was one of the first contemporary designers
who really understood the power of marketing. He was not a snob about
his work — he wanted to sell.’

The story of Gucci resembles an opera, replete with glamour, envy
and murder. More on that later, but for now it’s enough to say that Ford
realized (like all the smartest designers, from Worth to Lauren) that the
key to a successful fashion label lay not just in the garments, but in the
‘universe’ surrounding them. Or, as Roitfeld puts it, ‘He created a dream
world.’

It was fine that in winter 1995 Ford showed a collection of sexy,
sophisticated clothes that attracted the attention of Madonna and Gwyneth
Paltrow. Even better that he reintroduced the bamboo-handled bags that
had been the making of Gucci back in the 1950s. But he also redesigned
every aspect of the brand, from print advertisements to stores, ensuring
that everything gelled to create an ‘ideal’ of what the Gucci name
meant. According to Guillaume Erner, ‘The Texan turned the style of
the brand upside down: previously everything that bore the Gucci name
had been brown, soft, and rounded. With him, it became black, hard,
and square.’

So what did the Gucci name mean, exactly? It meant sex. Ford
brought lust back into fashion with a series of overtly erotic ads that
were quickly tagged ‘porno chic’. A famously over-the-top example
showed a crouching man gazing at the Gucci logo shaved into a woman’s
pubic hair — beautifully photographed, of course. While outwardly
deploring the trend, the mainstream media had great fun with fashion’s
filthy new image. Sex, as everyone knows, always sells, and many
consumers wanted in. Even those who could only afford to buy their
jeans from Gap found some extra cash for a Gucci belt. As Roitfeld
observes, ‘[Ford] created clothes people wanted to wear, and then he
explained to them that if they couldn’t afford the dress, they could at
least buy the sunglasses.’

Ford was not the only one giving the rarefied world of fashion a
much-needed kick up the rear. At the same time, Miuccia Prada — with
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the aid of her husband and business partner Patrizio Bertelli — was
blowing the dust off the old family luggage firm in Milan. Prada, too,
understood that the brand message had to be carried right through from
advertising to clothing to store. Taking the opposite stance to Gucci’s
sex-drenched imagery, Miuccia positioned her brand as creative, sensi-
tive and politically engaged. New York intellectuals and London busi-
nesswomen loved it. The Prada bag replaced the Filofax as the status
symbol of choice, and the shoes and clothing quickly followed.

But what was happening in Paris? By the end of the 1990s the city
was a shadow of its former self, its image as the world’s fashion capital
eroded by the slow decline of haute couture and the rapid ascent of
Milan, not to mention the dominance of US pop culture and the influ-
ence of American designers. As unlikely as it may seem, the resurrec-
tion of Paris as the world’s most glamorous city can be credited to one
ascetic, understated businessman.

Bernard Arnault was already on the rise in 1984, when he acquired
Christian Dior. Two decades later, he is president of both Dior and
LVMH, with a glittering portfolio of brands that includes Céline, Kenzo,
Thomas Pink, Givenchy, Loewe, Fendi, Pucci, Marc Jacobs and Donna
Karan — not to mention Louis Vuitton itself. And although the two men
have radically different personalities, Arnault’s tactics are not dissimilar
to those of Tom Ford.

‘I met Bernard Arnault in 1985, and he was already nurturing the idea
of a luxury brand that would be, at the same time, relatively accessible,’
recalls the fashion marketing consultant Jean-Jacques Picart, who is also
Arnault’s personal communications adviser. ‘Dior now has 310 bou-
tiques around the world, so it can’t be described as a luxury brand in the
classic sense of the term, which implies exclusive. [Arnault’s] stroke of
genius was to bring marketing techniques to a world that had previously
claimed to have no use for them.’

As far as Dior was concerned, Arnault’s most inspired move was the
appointment of a charismatic designer named John Galliano. (Legend
has it that Arnault made his choice by arranging a meeting of the world’s
top fashion journalists, and asking them who they thought was the
world’s most creative designer.) Galliano didn’t arrive at Dior directly:
he was first appointed at Givenchy, following the reluctant retirement
of the illustrious Hubert de Givenchy. But it seemed as though he was
being groomed for Dior all along; when the Italian designer Gianfranco
Ferré left the fashion house, Galliano was brought in to replace him.
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Rebellious Londoner Alexander McQueen then slid into the hot seat at
Givenchy, further illustrating Arnault’s penchant for shaking up the
conservative world of French high fashion, and reaping plenty of media
exposure in the process. Arnault would repeat the trick by bringing in
hip New York designer Marc Jacobs to revamp Louis Vuitton.

In the opinion of Jean-Jacques Picart, ‘One of the things that can
enable a fashion brand to stand out is transgression. At the end of the
1990s, when fashion leaned towards the minimalist, John exploded on
to the scene with a personal vision inspired by history and costume. It
was baroque, excessive, warm, rich, flamboyant, brimming over with
decadence and sex. It was also completely at odds with the existing
image of Dior. It had the effect of a firework display.’

Gucci, Prada and Dior’s formula of young, inventive clothes and
affordable accessories, plus aggressive marketing, seemed to reanimate
the public’s inner fashion victim. Ford and Galliano were personally
photogenic and exciting — as entertaining in their own way as rock stars.
Fortuitously, their makeover of previously moribund brands coincided
with the media’s increasing obsession with the cult of celebrity, and the
rise of magazines like Heat and OK! When the paparazzi captured
Victoria Beckham or Jennifer Lopez swathed in designer brands,
millions of young women wanted to imitate them.

Of course, as we’ve already pointed out, few ordinary folk could
afford a Prada suit or a Dior dress. Even if they could stretch to a
handbag or a pair of sunglasses, where did they get the clothes to
match? Enter Zara, H&M and Topshop — high-street brands employing
talented young designers who produced fun, fresh creations that wouldn’t
look out of place on the Paris runways, and were sometimes directly
inspired by them. (See Chapter 3: When haute couture meets high
street.) By the end of the millennium, fashion was glamorous again.

SURVIVING THE CRASH

In their latest incarnation as dream merchants, fashion brands seem
curiously resilient. In September 2001, a minor war had been preoccu-
pying industry-watchers for several months. The conflict ranged
Bernard Arnault against another French businessman, Frangois Pinault,
owner of the retail and mail-order conglomerate Pinault-Printemps-
Redoute (PPR). The disputed territory was Gucci.
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Arnault had been stealthily buying shares in Gucci with the intention
of taking over the company. By 1999 his stake had reached 34 per cent.
But neither Tom Ford nor Gucci CEO Domenico De Sole liked the idea
of being swallowed up by LVMH, where they suspected they would
lose control of the brand. Their white knight arrived in the form of
Frangois Pinault, who snapped up 40 per cent of Gucci’s shares. He also
acquired beauty and cosmetics company Sanofi, which owned Yves
Saint Laurent. In a couple of swift moves, Pinault had created Gucci
Group, a potential rival to LVMH.

The flurry of acquisitions that followed on both sides looked like a
duel between billionaires — Monopoly played for real. As LVMH con-
tinued its rapid expansion, the Gucci Group took possession of
Boucheron, Bottega Veneta and Balenciaga, and signed partnership
deals with Alexander McQueen (who left LVMH’s Givenchy amid
considerable tongue-wagging) and Stella McCartney. Meanwhile, the
bitter dispute over who had the right to take control of Gucci was tied
up in court in the Netherlands, where Gucci’s shares were listed.

Finally, in the economic dip provoked by the dotcom crash — and
almost as if he sensed that he needed to conserve his resources for the
difficult period ahead — Arnault gave up the fight. On 10 September
2001, he sold his Gucci shares, allowing his arch-rival Francois Pinault
to take full ownership of the company. The guerre du luxe, as the French
press had termed the conflict, was over.

We all know what happened the next day. In New York, the fashion
carnival was in town for the spring-summer collections. The huge
marquees that would be the setting for many of the shows had been
erected in Bryant Park, practically within view of the Twin Towers. The
industry was therefore witness to the horror that was to cause its latest
nervous breakdown.

It seems almost churlish to try to place an event as tragic and far-
reaching as 11 September 2001 within the context of fashion. But the
interesting fact is that, after a dramatic slump, the industry emerged
from the disaster in rather better shape than anyone had a right to
expect.

On 19 December 2001, an article in The Independent reported,
‘Profits fall by half at Gucci and Italian fashion giant predicts no upturn
until late 2002°. Fast-forward to 16 October 2003, and a headline in 7he
Guardian: ‘Fashion back in fashion as Gucci sales surge’. Later (23
January 2004), again in The Independent: ‘LVMH’s luxury defies the
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downturn’. In 7ime magazine’s autumn 2004 Style and Design supple-
ment, an article headlined ‘Luxury Fever’ commented, ‘Despite rising
interest rates, staggering energy prices. . . and the general state of unrest
in the world, conspicuous consumption is back.’

And it’s not just the luxury brands that have weathered the storm. In
December 2003, market researcher Mintel pointed out that high-street
fashion brands H&M, Zara and Mango had all managed to double their
sales between 1998 and the end of 2002, despite slowing growth. At the
time of writing, the ‘fast fashion’ brigade continued to announce healthy
sales increases and new store openings.

Such is the magnetism of fashion. We need to take a break from it
occasionally, but sooner or later we come back for more. And if they’ve
been smart enough, our favourite brands are waiting for us.

Tungate, Mark: Fashion Brands: Branding Style from Armani to Zara (2nd
Edition). London, GBR: Kogan Page, Limited, 2008.



