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PREF
FOURTH

E TO THE
{MPRESSION

In the six years since I wrote Decod; ,
have been developments both i :gvfffi‘; ertis
critical context for work like this, whic, | fe";g 5
comment. I have no urge to up-date the boo €l warrap, . ‘e
be seeing it as a permanent expression of e Self: thyyy,
the kind of notion this preface is intended to dis ' leas, €Xagy)
is the product of certain things coming '°Seth£: - Any b°0k
time. For me, these were my background of left- n
and a delight in ‘popular’ media, meeting the w
and others in my student days - a meetin
original foreword. But I now want to g3 more ah,,
theoretical context which, at that time, simply meant | the
reading outside my academic syllabus, but Wwithin w:_ts of
found my own work firmly placed as soon as this bOOleh l
: W,
published. a4

I still believe what I said in that foreword, that Mary:
and anyone who wants radically to change our worlq iy
afford to reject some of the basic stmcturalist-semio ;
theories. In emphasising how meaning is Produced o
theories move away from the old idealism of essene-&
meanings, of fixed values taken for granted, of social ph
nomena seen (conveniently) in isolation, not as part of A
systems. They stress that meanings are specific for particyly,
societies, classes, periods of history: not God-given and
immutable. This has challenged the whole academic traditiop
of a knowledge that is out there to be discovered, like Moupt
Everest — with the majority of people stuck flounderip
around on the lower slopes. Knowledge is not just ‘out there’
it is something we produce in our social relations (so runs the
theory).

It might seem unnecessary to spell this out, but what is $0
shocking in the academic world is the way theoretical work
can be used as a weapon of intimidation: as if understandip
theories was an end in itself, and the more difficult this end,
the more superior those who claim to have reached it. And the
more people grasp one theory, the more urgent it becomes to
manufacture a different model, fast, so that you are still ahead
in the great race to be ahead - which so uncannily resembles
competitive capitalism. For these ins and outs of theoretical
fashion are not arbitrary, but are linked to wider changes.

New approaches of any lasting significance always, even-
tually, slip out of the academic net and into the world where
meanings are produced, not analysed. And semiotics, for
example, appeared, metamorphosed, on the streets of 1977
(the year after I wrote this book) in the self-conscious
structuring of ‘stolen’ and inverted symbols which was Punk.

ork of Ba'v‘sm

g describeg i;‘hes



‘Bricolage’ - originally a term used by Lévi-Strauss (see p.

101) - was employed in Punk dress, music and performance
with a deliberation which, if not the direct resulf of semiotic
studies, certainly marked a parallel consciousness of , and skill
in, ‘decoding’ and re-using social meanings.

And advertising also began to show far more skilful,
self-conscious use of ‘semiotics’ (whether under that name is
irrelevant), so that many of the formal practices of advertising
which in this book I felt I was teasing out as implicit in the ads,
are now explicit. When I talked of ads ‘hollowing out’ a social
space and inserting the product in it, I had no idea that Benson
and Hedges would soon be using a cigarette packet as a
Pyramid or an electric plug - or on a larger scale, that we
would see Central Park replaced by a Winston packet: both
literal manifestations of what I had seen as merely a formal
theory. Form is becoming far more important in the overt
‘content’ or meaning of ads: on p. 22 I show the connection of
creamy coffee with a ‘mild’ cigarette, effected by picturing the
two together. Today, Silk Cut can make a similar reference by
using the colour and typography of a Cadbury’s Dairy Milk ad
(purple swirls) thereby evoking, through form alone, the
famous ‘glass and a half of full-cream dairy milk’ which,
another ad has told us, go into Cadbury's chocolate. All this is
the semiotician’s dream — and also her or his nightmare. For
where do you go next, when the notions that some of us
struggled over years ago in Saussure and Barthes now seem to
be part of public imagery and a source of increasing refine-
ment in, not just academia, but the media?

The answer, some think, is onward and upward, always one
step ahead of the object of study, always with something more
difficult up one’s sleeve. But the increasing bulk of stuff that
gets written in academic journals and so on means that the
distance is ever widening between those whose careers depend
on honing down theories finer and finer, and those ‘non-
specialists’ who come across, and need, the structural-semi-
otic approach as part of a way of seeing society in-general. It
would be more radical at present to try to close that gap, not
widen it.

For although advertisements have indeed changed over the
last decade, their increasing semiotic refinement has not made
the least difference to their basic function. At the end of this
book I said that the point is not to change ads, but to change
society. I would now add, neither is the point to improve
theory as if the world depended on it: it is more important to
change the relations in which theoretical work exists.

Most of the correspondence I have received year after year



alstome as an ‘expert’ on ‘advertising’. It is a measure of
how little self-confidence the education system allows people,
that they cannot believe they are perfectly capable of drawing
valid conclusions about anything. The books I read before
writing this book are in the extremely short bibliography on
180: they are not all easy to read but anyone who struggles
I did. My interest has never

through them can work out what
been so much in adverts, as in what they show about our
society and ways of seeing ourselves. Advertisements intend

to make us feel we are lacking; it would be terrrible if
«theoretical’ books about advertisements had the same effect

December 1982



FOREWORD

I want to say how and why this book was written: to give it a
context. The introductory section to follow gives a basic outline
of Is content, and explains its structure and subtitle.

I first submitted this as a project for a course in popular
culture at the University of California, Berkeley. It consisted
simply of advertisements and a formal analysis of each one. But
in the course of my analysis conclusions emerged which formed
the basis of the theory which 1 present here. The book in its
present form has been entirely rewritten and re-structured in
terms of that theory.

But the reasons for its being written at all go much further
back. I arrived in Berkeley with a bulging file of advertisements
collected over many years. 1 had been tearing them out of
magazines, and keeping them with a vague hope of coming to
terms with their effect on me. As a teenager, reading both Karl
Marx and ‘Honey' magazine, I couldn't reconcile what 1 knew
with what I felt. This is the root of ideology, I believe. I knew 1
was being ‘exploited’, but it was a fact that I was attracted.
Feelings (ideology), lag behind knowledge (science). We can
learn from their clash. We move forward as the revolutionary
becomes the obvious.

This process can be reversed, however. When I looked at
advertisements and wrote my Berkeley project, my conclusions
seemed obvious and clear to me; they explained, although they
did not explain away, my reactions to advertisements. But when
I read structuralist thinkers, indeed, some modern Marxist
thinkers, I found my project placed in quite a new context. It
seemed as if people were getting excited about, and taking as
unusual, certain aspects of structure and relationships. These
are essential, but they are not new. Of course relations between
things are important: of course systems are important.

Thus it seems that recently, the very obvious (for example,
structure) has become ‘revolutionary’. This s in fact retrograde.
We should be trying to see new things both in society and in
ourselves, our own feelings and reactions. I could not have
written this, theoretical though it has turned out in its final
version, without that battle throughout my teenage years, and
still now, between the desire for magazine glamour and the
knowledge that I will never achieve it, that it is a myth. So what
made me want it? A real need—but falsely fulfilled: in fact,
sustained by its perpetual unfulfilment.

This is personal, because much of my book is impersonal. 1
value a theory and formal structure of approach precisely
because it can be shared. Yet it should also be material and
practical. I like to think of the title of this book as suggesting
‘dismantling cars’ or something—a sort of handbook. I am



n

. ient with any theory of ideology whicp, is :
!mplahtilzmpruc(ica"yw the material factors whic, i"?lul lieg,
an{. sgour lives, our images of ourselves, “Nice
l'e{l_ll':f ;;erson"' context for' this book, whicl) I have ivey
does not fundamentally 'dlffer from t.h'e wider eason, l’\c;,
below for studying advertisements. Pollths Is the lm.ers‘:cuob.g
public and private life. This book deals with a pupy, forp, 1
one which influences us privately: our own private '°'alio.',s w
other people and to ourselves. 1("hc ;(lieology of inter e l',:
relations (the supply and deman f 5 0):, c,Bfor cxample) isln?
subject for quite another kind of wor : ut these dy
influenced by advertising, and it is in them that the stfugg?
against false consciousness is at once most bitter, ang mo:
concealed. This struggle does not take place in the, ‘ u(,~l
every day all around us; however, to forn') atheory of adye, isin&
(one which I have since found ‘works’ for Other.'dm'%!l
forms, television, film, etc.), breaks through the I15olatjo, of
individual strugpie, '8 U 1E1p 10 UL DErspnal reactioy 4
scientific basis, and its very impersonality is what validate the
Pag;g:las';’ for this reason, I believe that structural anayq -
a clear theory of popular media are crucial to 5 Politiey
understanding of media, I must acknowledge my deby
structuralist thinkers. But I have used pther people’s ideag on}
as tools: 1 have taken the tools 'Wthh have been usefy] j,
‘decoding’ advertisements and rejected the others, | beliey
Marxists cannot afford totally to reject Structuralism: ag yp,
subtlety of capitalism’s ideological processes increases, so does
the need for subtlety in our understanding of them. We cappy,
afford to let any tool that might be useful slip through oy,
hands. This is not being ‘eclectic’ but being practical.

Having attempted both to locate my own subjectivity in (i
work and to place it in relation to current intellectual trengs |
must point out that in its rudimentary form it is a.lready overa
year old, and is in no way a final statement. I} 18, rather, ap
attempt to find a shareable method of dealing with the ideology
with which we are bombarded.

Iwould like to thank Katherine Shonfield and Leslie Dick for
helping me out with some of the typing: Janet Gray, who typed
the whole of the final copy: Gerard Duveen for finding the last
two advertisements in the book and sending them to me in
America: and Chris Hale, whose arguments kept me mentally

alert and whose encouragement gave me moral support
throughout the time | was writing this,

O

Berkeley-Brighton
10767



INTRODUCTION:
MEANING AND IDEOLOGY’

‘The process, then, is simply this: The product
becomes a commodity, i.c. a mere moment of
exchange. The commodity is transformed into
exchange value. In order to equate it with itself as
an exchange value, it is exchanged for a symbol
which represents it as exchange value as such. As
such a symbolized exchange value, it can then in
turn be exchanged in definite relations for every
other commodity. Because the product becomes
a commodity, and the commodity becomes an
exchange value, it obtains, at first only in the
head, a double existence. This doubling in the
idea proceeds (and must proceed) to the point
where the commodity appears double in real
exchange: as a natural product on one side, as
exchange value on the other.

Karl Marx, Grundrisse

Advertisements are one of the most important cultural
factors moulding and reflecting our life today. They are
ubiquitous, an inevitable part of everyone's lives: even if you do
not read a newspaper or watch television, the images posted over
our urban surroundings are inescapable. Pervading all the
media, but limited to none, advertising forms a vast
superstructure with an apparently autonomous existence and
an immense influence. It is not my purpose here to measure its
influence. To do so would require sociological research and
consumer data drawing on a far wider range of material than the
advertisements themselves. | am simply analysing what can be
seen in advertisements. Their very existence in more than one
medium gives them a sort of independent reality that links them
to our own lives; since both share a continuity they constitute a
world constantly experienced as real. The ad ‘world’ becomes
seemingly separate from the material medium—whether screen,
page, etc.—which carriesit. Analysing ads in their material form
helps to avoid endowing them with a false materiality and letting
the ‘ad world' distort the real world around the screen and page.

It is this ubiquitous quality and its tenacity as a recognisable
‘form’ despite the fact that it functions within different technical
media and despite different ‘content’ (that is, different messages
about different products) that indicates the significance of
advertising. Obviously it has a function, which is to sell things to
us. But it has another function, which I believe in many ways

11



replaces that traditionally fulfilled by art or religion, |,
structures of meaning. _ Creyy,

For even the ‘ob\.'nous funct‘lon. ofadvcrtising ~the g,
above, ‘to sell things to us™—involves meaning u,,,""‘
Advertisements must take into account not only the ; "0ty
qualities and attributes of the products they are trying , Crey,
but also the way in which they can make those pmmﬂie‘o e

. Mg,
something 1o us. ) U

In other words, :t}lvcrllsclncnls have to translate Statep,
from the world of.thmgs. forexample, that a car willdo g, Cny,
miles per gallon, into a form th:s! means something iy, ter :n,
people. Supposc that the car did a high mpg: this coulg of
translated into terms of_ tllrnrlnncs§. tl?c user being 4 + o
saver, in other words, being a certain kind of persop, Or. iflch:
mpg was low, the ad could appeal to the ‘above Mon
pettiness', daredevil kind of person who is too ‘trendy’ ‘02
economising. Both the statements in question could be Made o,
the purely factual lcYcl of a ‘use-value’ by the simple figure o
*50 mpg’ and ‘20 mpg". The advertisement translates these "thiny
statements LO us as human' statements; they are given 3 humamy
symbolic ‘exchange-value’. .

Thus advertising is not, as might superficially be SUpposed ,
single ‘language’ in the sense that a language has Particylg,
identifiable constituent parts and its words are predetermineg
The components of advertisements are vanzzble (@s will be seq,
in Part II) and not necessarily all part of one ‘language® or $0cig]
discourse. Advertiscm_ents rather provide a structure which j
capable of transforming the language of objects to tha of
people, and vice versa. The first part of this book attempts to
analyse the way that structure functions. The second part looks
at some of the actual systems and thmgs. that it transforms

But it is too simple to say that advertising reduces people o
the status of things, though clearly this is what happens whep
both are used symbolically. Certainly advertising sets up
connections between certain types of consumers and certaip
products (as in the example above); and having made these links
and created symbols of exchange it can use them as ‘given’, and
socanwe. Forexample: diamonds may be marketed by likening
them to eternal love, creating a symbolism where the mineral
means something not in its own terms, as a rock, but in human
terms, as a sign. Thus a diamond comes to ‘mean’ love and
endurance for us. Once the connection has been made, we begin
to translate the other way and in fact to skip translating
altogether: taking the sign for what it signifies, the thing for the
feeling.

So in the connection of people and objects, the two do



become interchangeable, as can be scen very clearly in ads of two
categories. There are those where objects are ma(!c to
speak—like people: ‘say it with flowers'; ‘a little gold says it all’,
etc. Conversely there are the ads where people become identified
with objects: ‘the Pepsi People’ and such like. (See below,
chapters | and 2.) This aspect of advertising's system of meaning
is shown in Mick Jagger's lines above. The classifications of
advertisements rebound like a boomerang, as we receive them
and come to use them. When ‘the man’ comes on in one
advertisement, the TV watcher (who, it is interesting to note,
sees all advertisements as one, or rather, sees their rules as
applicable to one another and thus part of an interchangeable
system) uses the classificatory speech from another advertise-
ment and directs this speech back at the screen. *Well he can't be
a man ’'cause he doesn't smoke/the same cigarettes as me'.
Advertisements are selling us something else besides consumer
goods: in providing us with a structure in which we, and those
goods, are interchangeable, they are selling us ourselves.

And we need those selves. It is the materiality and historical
context of this need which must be given as much attention as
that equation of people with things. An attempt to differentiate
amongst both people and products is part of the desire to
classify, order, and understand the world, including one’s own
identity. But in our society, while the real distinctions between
people are created by their role in the process of production, as
workers, itis the products of their own work that are used, in the
false categories invoked by advertising, to obscure the real
structure of society by replacing class with the distinctions made
by the consumption of particular goods. Thus instead of being
identified by what they produce, people are made to identify
themselves with what they consume. From this arises the false
assumption that workers ‘with two cars and a colour TV are not
part of the working class. We are made to feel that we can rise or
fallin society through what we are able to buy. and this obscures
the actual class basis which still underlies social position. The
fundamental differences in our society are still class differences,
but use of manufactured goods as means of creating classes or
groups forms an overlay on them.

This overlay is ideology. Ideology is the meaning made
necessary by the conditions of society while helping to
perpetuate those conditions. We feel a need to belong, to have a
social *place’; it can be hard to find. Instead we may be given an
imaginary one. All of us have a genuine need for a social being, a
common culture. The mass media provide this to some extent
and can (potentially) fulfil a positive function in our lives.

But advertising secems to have a life of its own: it exists in and
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ia, ¢ ks to us in a langyy
dia, and spea A uage ,
out of 'Oth;;[r?acvoicc we can never identify. Thls_ is acudn
rccogn_ls_i has no ‘subject’. Obwously'pcop]e inven an‘c
advertisit ﬁve"S but apart from the fact that they are ypy
produce & » .d in any case does not claim to speyy ron

and faceless, the ad 1n & o A =
and fdﬁl";m their speech. Thus there is a space, a gap Jefy Whe:n
:::";i)caker should be; and one of the peculiar featureg oer

s drawn, in to fill that gap, so
rtising is that we arc : s . Aty
adverne b?)lh listener and speaker, subject and objec, This
beco an anonymous speech, involving 4 ¢ .

in practice as . ’ g
:v:nr::ctio‘r,\s and symbols directed at us; fhen on receiving jy
use this speech, as shown in the ‘diamond’ example, or in he i

of ‘a little gold" to ‘say it all". Ultimately advertising works i,
circular movement which once Bot n mqtlop IS self.
perpetuating. It ‘works’ because it feeds qﬂ' agenuine use-vajye'.
besides needing social meaning we obviously do need materjq|
goods. Advertising gives those goods a social meaning so that
wo needs are crossed, and neither is adequately fulfilleq_
Material things that we need are made to represent other, nop,.
material things we need; the point of exchange between the ty,
is where ‘meaning’ is created.

This outlines and necessarily anticipates ground covered step
by step below. By examining the ideological function of
advertisements’ way of meaning, Part I, *Advertising Work'
seecks to understand the meaning process: this is wherc.:
structuralism has been influential and helpful. Part |j
‘Ideological Castles’, examines the ideological context in whict;
things and people are re-used in that process to create new
symbolic systems. These systems are an ideological bric-d-brac
of things, people, and people’s need for things.

_ ) nly it was not diverted, could
radically change the society we live in.



PART I
‘ADVERTISING-WORK’

‘The work which transforms the latent dream into
the manifest one is called the dream-work. The
work which proceeds in the opposite direction,
which endeavours to arrive at the latent dream
from the manifest one, is our work of inter-
pretation. This work of interpretation seeks to
undo the dream-work.

The dream-work...consists in transforming
thoughts into visual images. ... And so...does
the dream work succeed in expressing some of the
content of the latent dream-thoughts by peculia-
rities in the form of the manifest dream—by its
clarity or obscurity, by its division into several
pieces, and so on. Thus the form of dreams is far
from being without significance and itself calls for
interpretation. ... One cannot give the name of
“dream” to anything other than the product of
the dream-work—that is to say, the form into
which the latent thoughts have been translated by
the dream-work.'

Freud, Introductory Lectures on Psychoanalysis

15



Signifier, Signified, Sign

.A SIgN s quite
picture—which has
people. It is neither
together.

The sign consists of the Signifier, the material object, and the

Signified, which is irs meaning. These are only divided for

a""’-"_"‘"’l purposes: in practice a sign is always thing-plus-
meaning.

simply a thing—whether object, word, or
a particular meaning to a person or group of
the thing nor the meaning alone, but the two

“{e can only understand what advertisements mean by
finding out how they mean, and analysing the way in which they
work. What an advertisement *says' is merely what it claims to
say;itis part of the deceptive mythology of advertising to believe
that an advertisement is simply a transparent vehicle for a
‘message’ behind it. Certainly a large part of any advertisement
is this ‘message’: we are told something about a product, and
asked to buy it. The information that we are given is frequently
untrue, and even when it is true, we are often being persuaded to
buy products which are unnecessary: products manufactured at
the cost of damaging the environment and sold to make a profit
at the expense of the people who made them. A criticism of
advertising on these grounds is valid, and I would support it.
However, such a criticism is in many ways the greatest obstacle
ofall to a true understanding of the role of advertisements in our
society, because it is based on the assumption that ads are
merely the invisible conveyors of certain undesirable messages,
and only sees meaning in the overt ‘content’ of the ad rather than
its ‘form'—in other words, ignoring the ‘content’ of the ‘form".

That a “content’ of *form" should be such a paradoxical idea
draws attention to the assumptions inherent in the use of these
words. ‘Form’ is invisible: a set of relations, a scaffolding to be
filled out by ‘content', which is seen as substantial, with a
solidity of meaning. These connotations make the terms ‘form'
and ‘content’ particularly unsuited for my argument, since it is
based on the assumption that the conveyors of messages are
things—and significant things—in themselves; and that it is
messages which exist in the realm of the ideal. So having
introduced it only to make this clear at the outset, I am now
going to drop the terminology of ‘form and content’. Although
the word *form" and the word ‘content’ may usefully be used
singly, as a pair they constitute a conceptual attitude which 1
find unhelpful in any attempt to engage with meaning as a
process, rather than as the end-result of a process.

The terminology which 1 will use in place of ‘form and
content' is that of ‘signifier and signified’. This is not a simple
replacement, an updating of terms, but involves a total reversal

17



is invisible;
2 e form is 10Vist
fiers are things o ality. Further-

hasis. Signifier: 2> \ies materi
:if ncig‘c‘:ls are ideas, while content lg:gllly seen as separable and
mgore while form and content are u o (form vs. content),

i conceptual unity is on€ of oppositio rable, since they are
Sgnifr and s ified are materially T° P iali What is meant
gt the sign, which is their totality- b fromm
bound'wgmer'mniﬁcd n;ay be talked about sepg{ Y his
O e thc.ts lgthe siéniﬁcr; but an understan ":1go in fact
e ml?nsirlw.olvcs the realisation tl.lat.thc two a{;er  sior
;cc:g:r':?cd giyther in time or space: the sngmﬁ;}drés;e; e of these
nor exterior to the sign as a whole. Theirgcz e emphasises
words has in itself a very pamcular sign it -
both the materiality and the meaning O

communication. e
The role played by the signiiier ifi :
very clearly in the following advertisement for tyres:

of this advertisement is tl]al Goodyear
rformance. The written message

creating meaning is shown

Al: The ostensible mcanti)ngk_

have a very good braking p¢ T

::Z::: this: ‘Thz iet of Supersteels had a}ready done trhlrtyts;):

thousand miles when I drove onto a jetty at Bridport, Dorset ocr! 7_ oem

of braking performance. We set our marks gnl’)lr 6|? f;et z;fggr':;‘:; C:) .
teels pulled me up in hall the RIgNW:

o distance (125 fect). hgt same jetty they still held a

stopping distance (125 feet). And on t ‘ ld a
clefrf. ﬁfm line through a slalom—even after 36,000 miles of motoring.
This is a rational message: it describes actual tests and results and

gives a logical argument to show that Goodyear tyres are safe and
durable.

Now look at the picture. The jetty is supposedly here as a test of
braking power; it provides an element of risk (will the car be able to stop
before reaching the end?) in the experiment, a convenient and yet
dramatic way of measuring the maximum braking distance. It has a
place in a rational ‘scientific’ proof, and its function thus seems to arise
merely from its place in the transmission of the ‘signified’ in the ad.

However, the significance of the jetty is actually the opposite of risk
and danger and it works in a way that is not part of the rational
narrative sequence of the verbal ad; it functions in its second role as
signifier on a completely different axis from that of the signified and
cutsvertically through it. The outside of the jetty resembles the outside
ol a tyre and the curve is suggestive of its shape: the whole jetty is one
big tyre. In case we need a mental nudge to make the connection, there
are actpally some tyres attached to the outside of the jetty, on lh:: igh
hand side of the picture. The Jetty is tough and stron i't with s
water and erosion and does not wear down: becausgc' of l;1e s\?s?x‘:
resemblance, we assume that this is true of the tyre as well. In the

b
b
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{,ums oullh lcoa&mmus for conveying a message about braking speed,

almost on the 48 in itself, one that works not on the overt but

" : ::co:xsqou;lcvel; and one which involves a connection
i e, rrelation between two obi :

rational basis byt b objects (tyre and jetty) not on a

. 9 y @ leap made on the basis of rance,
Juxtaposition and conno(nliog. e

Thi.s advertisemen
meaning in an advert;
the process of creati
already emerged ths
‘manifest’ message,
for us to read as a
points here. In the

U shows how the signifier of the overt
sement has a function of its own, a place in
ng another, less obvious meaning. It has
1t this ‘latent’ meaning, unlike the open
does not simply lie completed in the words,
finished statement. There are three crucial
I first place this ‘meaning of the signifier'
!nvolvgs a correlation of two things: the significance of one (the
Jetty) is transferred to the other (the tyre). This correlation is

non-sequential; the two things are linked not by the line of an

argument or a narrative but by their place in a picture, by its
Jormal structure.

orm In the second place this transference of
significance does not exist as completed in the ad, but requires
us to make the connection; it is nowhere stated that the tyreisas
strong as the jetty, therefore this meaning does not exist until we
complete the transference ourselves. In the third place, the
transfe_rence is based on the fact that the first object (the jetty)
has a significance to be transferred: the advertisement does not
Create meaning initially but invites us to make a transaction
whereby it is passed from one thing to another. A system of
meaning must already exist, in which jetties are seen as strong,
and this system is exterior to the ad—which simply refers to it,
using one of its components as a carrier of value (in the case of
Al, strength, durability)—i.e. as a currency.

The systems which provide ads with this basic ‘meaning’
material—a grist of significance for the ad mill—are what I call
‘Referent Systems’: the subject of Part II. They are clearly
ideological systems and draw their significance from areas
outside advertising. But the way in which this material is used
and ordered inside advertisements, and is made to mean, is the
subject of this half of the book; in the course of which 1 hope it
will be made clear that this process of meaning, the work of the
signifiers, is as much a part of ideology and social convention as
the more obvious ‘signifieds’.

Therefore 1 have used the term ‘advertising-work’ de-
liberately, because of Freud's crucial emphasis, in understand-
ing dreams, on the ‘dream-work’ that is the system of creating
meaning.

I intend to start with an investigation of signifiers and their
systems in ads.

19



20

‘A sign is spmclhing which stan 1o
for something clse, in some respeg ("s:_’_'ﬂch,,.
d ;K";I!
' C. S. pc"
*That which exists for me through the
money, thatwhich I can pay for, j ¢ Wh'?

can buy, that am I, the possessor of th 1

C
M,
Karl Marx, |Ecop,,

Philosophicql Ma"’::" .

Referent
Saussure says that wi.rlz {hc- word H-O-R-S-E, Wher,
concept of horse is what is signified, the refereny js whay kl_l’k
vou. Thus the referent always means the actual thing j, the r"n
world, to whichaword or concepl points. The r'efcrcm is t’xlerm
to the sign, whereas the signified is part of the Sign. (Howey,, ¥
external ‘reality’ referred to by tl{e collection of sjgy, in
advertisement s itself @ mythological system, another g,

signs. These mythologies I call Referent Systems{cf. Par ”o{

In Al we saw how two things—an object from the ording
world (jetty) and a product (tyre)—were connected, The jey,
stood for a certain quality (strcngt}_:), and by making the Obje;
and the product interchangeable in terms of this Quality, jy,
value adheres to the product. The intermediary object, the Jetty
in representing a value which becomes attached to the progyg,
is thus a sort of currency. Currency Is something which
representsa value and in its interchangeability with other things,
gives them their ‘value’ too. It thus provides a useful metaphoy
for the transference of meaning; especially as this meaning is s
intimately connected with real money transactions.

As a preliminary to this chapter I want to start with a look a
colour in visual advertising: it provides an introduction both t
my method of analysis, to the way in which most visual adverts

function, and to various aspects of the use to which this |

functioning can be put. Although the colour cannot be
reproduced here it is described in the analyses. The next six
examples all use colour in a slightly different way, but in each

case it is the basis for a connection or connections unstated by

the verbal part of the ad, and sometimes quite— apparently—

irrelevant to it.

"From Collected Papers: quoted by Umberto Eco in *Social Life as a Sign

System' in Structuralism: An Introduction, Paladin Press, Oxford 1973.



Go where therts still room,
Enjoy 2 screwdriver made with white rum from Puceto Rico,

- e )
SN . b

R S

| Beatrifil Blue. ‘

J/Cometatife gadd taste,

A2 Colour tells a story: In this picture the colour *axis’ is the triangle of
orange-gold, formed by the two glasses of screwdrivers and the sun
bchmd. the trees. This connection already suggests a warm, natural,
pure, light quality in the drink, since it is linked to the sunlight. This
gold colour is echoed in the golden corn which surrounds the couple,
also suggesting something natural, ripe, mellow. The other colour
connection in this picture is the white of the couple’s clothes and of their
bag. One would expect this white to be a reminder of the *White Rum’
bu‘l in fact it functions differently inside the picture. It helps tell a story,
bridging time past and future. The white bag is already full of golden
corn; this *harvesting' is a piece of past consumption that hints at a
similar action in the (at present undrunk) golden screwdrivers being
placed inside, consumed by, the white couple. This hint is supported by
the additional fact that the golden sun is just about to set, to ‘go down’
Justas the drinkswill. And so, as sure as the bag is already filled, and the
sunis bound to set into the white sky, the drinks will, undoubtedly, end
up inside the white people.

This ‘story' gives a new meaning to the words beneath. The idea of
there being *still room’ now refers less to the environment (although it
obviously does this on a simple level—countryside, a field, is shown)
than to the fact that there is room inside the people for the drinks. The
theme is, in fact, filling up, like the corn in the bag—consumption
rather than expansion. It is significant that the space shown—the
‘room’ in the ‘intended’ sense—is not particularly expansive and is
almost entirely taken up with the three white, consuming figures (the
man, the woman, and the bag).

In thisway there is an almost total reversal of the meaning one might
expect, just as it is the people who are white, the consumers, not the
*White Rum’, which is in fact the thing that is ‘going where there's still
room’. A basic idea of space and extensiveness has been made to

operate through the picture in a way that really *means’ quite the
opposite: enclosure, consumption.

A3 The oral connection: *Beautiful Blue' is not, in fact, the most
important colour in this ad. The blue cigarette packet merges into
indistinctness in the blue of the denim, and the blue shopping bag. The
colour that does stand out, poking through the string bag, is the deep
red-purple of the bottle top, that exactly matches the colour of the girl's
lips. Significantly, these are all that is shown of her face: nothing else in
it matters, only the mouth, the means of oral consumption. The bottle
and the mouth are joined by colour as clearly as if there were an arrow
from one to the other. There is an obviously sexual suggestion here:
however, the connection of bottle and mouth is a parallel for that of
cigarette and mouth, which is the subject of the ad. The important word

inthe ad is‘taste’: thisis the theme of the picture and the crucial element
in selling cigarettes.
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implicit in the words chosen. There is, however,

the cigarettes that was : .
anothgcr sort of reversal here as the packet of cigarettes Is, supposedly,
an accessory to the distinguished, stylish world depicted, fitting into it

visually by colour and style; yet, in naming the world. after the
cigarettes (the world of Lambert and Butler’), and in greatly
exaggerating the features of the cigarette box in this physical world, we
see that the world and the people are actually an accessory of the
product, and not the other way round. Instead of the product being
created out of a need in the world, it creates its own world, an

exaggerated reflection of itself.
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e
Now; bronze besutifully and protect your skin!
:vions DBRONZE LUSTRE COLLECTION for Sun Lovers.

]

A7 The retinted world of the advertisement: Finally, a straightforward
example just to illustrate the wide use and significance of colour

correlations: the product and the world and the woman (the consumer)
are all reduced 10

just two colours (gold and brown)—a typical
manipulation or restatement of the world to link it to the two-
dimensionality of advertising. This shows very clearly what has been
seen in all these ads: a selecting of certain elements, things or people
from the ordinary world. and then a rearranging and altering them in
terms of a product’s myth to create a new world. the world of the
advertisement. This is the essence of all advertising: components of
‘real’ life, our life, are used to speak a new language, the
advertisement's. Its language, its terms (here, gold and brown; the
*bronze lustre’ message), are the myth: for as we have seen. they are too
full of coincidence, of colour co-ordination, to be real. The very means
of expression (as shown by colour, in this case) is the myth.
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There is very little real difference between brands of product
within any category, such as detergents, margarine, paper
towels and so on. Therefore it is the first function of an
advertisement to create a differentiation between one particular
product and others in the same category. It does this by
providing the product with an ‘lmage:; this image on}y succeeds |
in differentiating between products in so far as it is part of a
system of differences. The identity of anything depends more on
what it is not than what it is, since boundaries are primarily
distinctions: and there are no ‘natural’ distinctions between
most products. This can be seen by the fact that a group of
products will sometimes be marketed with the same ‘image’, ina
set or ‘range’ (cf. All)—these usually have names, like
‘Maybelline’ or *Spring Bouquet’ etc.: the limits of identity are
chosen arbitrarily, itis clear, because in other cases two identical
products from the very same manufacturer will be given
different names and different images. If two different bottles of
cleansing milk can have the same name— Outdoor girl’ or
suchlike, but a third, apparently similar, can appear with a
different name and therefore with supposedly different
properties, it immediately becomes apparent that there are no



logical boundaries be

essentially contain th
products w

tween most products. Surf and Daz
: ¢ same chemicals. Obviously there are
ith special qualities or particular uses, but these do
not usually need extensive advertising campaigns: the bulk of

a.dvemsmg covers exactly the areas where goods are the same:
Cigarettes, cornflakes, beer, soap.

I am taking a group of perfume advertisements—two of
which come from the same manufacturer: these provide a good
exan)ple of the creation of ‘images’ since perfumes can have no
particular significance. Thisisa type of ad which can give no real
information about the product (what information can be given
about a smell?) so that the function of differentiation rests

totally on making a connection with an image drawn from
outside the ad world.

A8: Catherine Deneuve's face and the Chanel bottle are not linked by
any narrative, simply by juxtaposition: but there is not supposed to be
any need to link them directly, they are as it were in apposition in the
grammar of the ad, placed together in terms of an assumption that they
have the same meaning, although the connection is really a random
one. For the face and the bottle are not inherently connected: there is
no link between Catherine Deneuve in herselfand Chanel No. 5: but the
link is in terms of what Catherine Deneuve's face means to us, for this is
what Chanel No. 5 is trying to mean to us, too. The advertisement
presents this transference of meaning to us as a fait accompli, as though
itwere simply presenting two objects with the same meaning, but in fact
itis only in the advertisement that this transference takes place. Chanel
No. 5 only has the ‘meaning’ or image that it shares with Catherine
Deneuve by having become associated with Catherine Deneuve
through this very advertisement. So what Catherine Deneuve's face
means to us in the world of magazines and films, Chanel No. 5 seeks to
mean and comes to mean in the world of consumer goods. The ad is
using another already existing mythological language or sign system,
and appropriating a relationship that exists in that system between
signifier (Catherine Deneuve) and signified (glamour, beauty) to speak
of'its product in terms of the same relationship; so that the perfume can
be substituted for Catherine Deneuve’s face and can also be made to

- - A T — signify glamour and beauty.
. 'N_ Using the structure of one system in order to give structure to
another, or to translate the structure of another, is a process which

must involve an intermediate structure, a system of systems or ‘meta-
system’ at the point where the translation takes place: this is the
advertisement. Advertisements are constantly translating between
systems of meaning, and therefore constitute a vast meta-system where
values from different areas of our lives are made interchangeable.
Thus the work of the advertisement is not to invent a meaning for
No. 5, but to translate meaning for it by means of a sign system we
already know. It is only because Catherine Deneuve has an ‘image’, a
significance in one sign system, that she can be used to create a new

i O e 4 B ot
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system of significance relating to perfumes. If she were not 4 film st
and famous for her chic type of French beauty, if she did not "“‘ur
something to us, the link made between her face and the perfume wou‘:(']'
be meaningless. So it is not her face as such, but its position in a syste
of signs where it signifies flawless French beauty, which makes it uscr:;
as a piece of linguistic currency to sell Chanel.

The system of signs from which the product draws its image is
a referent system in that the sign lifted out of it and placed in the
ad (in this case, Catherine Deneuve's face) refers back to it. It is
not enough simply to know who Catherine Deneuve is: this will
not help you to understand the ad. Someone from another
culture who knew that Catherine Deneuve was a model and film
star would still not understand the significance of her image
here, because they would not have access to the referent system
as a whole. And it is only by referring back to this system as a
system of differences that the sign can function: it is hollow of
meaning in itself, its signified is only a distinction rather than a
‘content’. Only the form and structure of the referent system are
appropriated by the advertisement system; it is the relationship
and distinction between parts, rather than the parts themselves,
that make an already-structured external system so valuable to
advertising. The links made between elements from a referent
system and products arise from the place these elements have in
the whole system rather than from their inherent qualities. Thus
Catherine Deneuve has significance only in that she is not, for

example, Margaux Hemingway.

A9 Babe: The ‘image’ of this ad derives its impact from the existence of
precisely such ads as A8, asitis able to ‘kick off” against the more sedate
Catherine Deneuve image and others like it. This new perfume, ‘Babe’,
has been launched in a campaign using the new ‘discovery’ Margaux
Hemingway. The significance of her novelty, youth and “Tomboy’ style,
which has value only in relation to the more typically ‘feminine’ style
usually connected with modelling, is carried over to the perfume: which
is thus signified as new and ‘fresh’, in relation to other established
perfumes. There would be no significance at all in the fact that
Margaux Hemingway is wearing a karate outfit and has her hair tied
back to look almost like a man’s, were it not that other perfume ads
show women wearing pretty dresses and with elaborately styled hair.
The meaning is not, however, generated inside the advertiscment
system: there is a meaning in terms of ‘women’s liberation’ and
‘breaking conventions' in a model's having a tough, ‘liberated’ image (in
one TV ad for ‘Babe’, Margaux Hemingway mends the car while her
boyfriend watches) rather than a passive, ‘feminine’ one. In the widest




sphere of meanin

g which the ad draws on, even outside modelling and
images, the mea

¢ ning still depends on a contrast, since the very idea of
women doing karate is only significant because most women do not and
have not done anything of the sort. (See Chapter 8.)

_ So this advertisement uses the ‘Margaux Hemingway' image, which
itself d"Pf"{dS Jor its significance on not being Catherine Deneuve's
fmage to give ‘Babe’ a distinct place in the inventory of perfumes,
emphasising its novelty (its not being like what has gone before) and its
difference from all the others. It uses a contrast made in social terms,

‘feminine’ vs. ‘liberated’, as signified by two models, to make a contrast
between products.

In the mythological system of fashion and publicity
Qathcrine Deneuve and Margaux Hemingway are mutually
differentiated and can only have value as signsin relation to each
o}her: as Saussure says: ‘in all cases, then, we discover not ideas
given in advance but values emanating from the system. When
we say that these values correspond to concepts, it is understood
that these concepts are purely differential, not positively defined
by their content but negatively defined by their relation with
other terms of the system. Their most precise characteristic is
that they are what the others are not."! Thus with Catherine
Deneuve and Margaux Hemingway it is the difference between
their significances (taking them not as women but as signs, for
this is what they are in this context) that makes them valuable in
advertising. Advertisements appropriate the formal relations of
pre-existing systems of differences. They use distinctions
existing in social mythologies to create distinctions between
products: this seems like the reverse of ‘totemism’, where things
are used to differentiate groups of people: however the
differentiating process in advertisements works in both
directions simultaneously. I have only unravelled the elements
of this process in order to make the discussion of them clearer,
focusing here on the differentiating of products, while

‘totemism’, differentiating between people, is discussed in the
next chapter.

'Saussure, Course in General Linguistics, quoted in Saussure by Jonathan
Culler, Fontana, 1976, p. 26.
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*devastatingly feminine’. It is important for Chanel to distinguish
between No. 5 and No. 19; and the difference between the ‘classical’
feminine style of Catherine Dencuve and the outspoken yet ‘feminine’
(not into karate yet by a long way) model, creates this distinction. Yet
at the same time, both Chanel products must be given a different aura
from other manufacturers’ products, and they are alike in having a
sfeminine’ very ‘French’ image, while Margaux Hemingway in the

‘Babe' ad is younger, American, more ‘way out’.
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¢ feature of the differentiation between products is
that as already mentioned, they may be given an identity not
only singly butin groups: Catherine Deneuve stands for a whole
variety of products, all linked by the name ‘No. 5’ and her image

A furthe

All: This is a perfect example of reversed ‘to ism’;
Cath_criqe Deneuve (or rather her image, what shetseirgnxﬁfr‘:zs') ?s ﬁ::ion'
the binding symbol for a group of disparate things. She is the foc of
ll_lclr ldcntlt}tl so the difference between a perfume and a ‘milk b us‘(.)f
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l::‘{’l:‘lbtrannc.ss of groups of xdeptity in advertising. Things of differe :
are given the same meaning here, while similar things, perfumel;

are given separate images.
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e structure of the referent system, by connecting
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Obviously, this ‘result’ does not take place temporally after the

ﬁrs} connection as | have implied: 1 a
logic of the advertisement’s meani
logic of th
the differe

msimply trying to undo the
ng process. And while the
¢ system, from which it derives its meaning, lies in

& ierences only (nobody would bother to find and push an

image’ for a product that was the only one of its kind on the
market), the appearance of the system is one of ‘logical

connections and similarities. After a while, we Just start to
connect Catherine Deneuve with Chanel and this takes on a sort
?f inevitability that seems to give the link status in some ‘real’ or
natural’ order. This is true of all ads but especially in those
which claim to be either natural or scientific (in either case

= objective), since both ‘Nature’ and ‘Science’ have in our
society, or rather in its ideology, an objective status. (‘Nature’
and ‘Science’ will be discussed under ‘Referent Systems’ in Part
I1.) Thus once again we see that the Jform of advertisements is a
part of ideology, and involves a false assumption which is the
root of all ideology, namely that because things are as they are
(in this case, because certain things are shown as connected in
ads, placed together etc.), this state of affairs is somehow
natural, and must ‘make sense’ simply because it exists. So when
advertisements put two things side by side so that they co-exist,
we do not question the sense of it. The form of advertisements,
and their process of meaning through our acceptance of
implications in that form, constitute an important part of
ideology. Non-senses (the illogical juxtaposition of, say, a face
and a bottle) become invisible—which is why it is important to
state what may seem very basic, and once seen, very obvious, in
this field; and sense is assumed simply on the basis of facts, that
magical word whose original meaning is merely ‘things already
done’. It is certainly a fact that Catherine Deneuve's face has
been connected with a bottle of scent, but that does not mean
that it is (logically) connected with it. But the ideology
embedded in form is the hardest of all to see. This is why it is
important to emphasise process, as it undoes the fait accompli.
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origina :j g Sl perccp(ion;althOughnt lswhatgl\festhe Produ,
bypasse ':lxn we are supposed 10 se¢ that meaning as alreaq
:;sc:eaa':"d %s"c rarely notice that !hc _corrclatmg‘- obje? and th,
prodl.xcl have no inhefent similarity, b;(t) aa 'i-o(c’i?; g: apr:.;%d
together (hence the significance of form g whiﬁ: the proces an
image/emotion ome linked in our minds, | $of
this linking is .unqonscwus.. .

However, a linking of the mternal.is ¢ cgrucial e anl;

. . . 'vev
s:;;:;t:mg i ar;g r?l?tchc)uand the need for some such
zonncction is a basic one. It has been the function of ar:’to nLake
this sort of connection, and to bridge the Romantic I?‘yss'
between subjective and objeé:uve. lﬁrﬁnrfa;n:ag:le‘;ges?i e.n::d

i i tha
seems to elevate feelings or ideas B o
independent of any

personally, to a pl :
quality and take on an ‘obj neaning ¢
subject. T. S. Eliot describes this ‘linking’ or correlating aspect
of art, as an ‘objective correlative’: ‘“The only way of expressing
emotion in the form of art is by finding an “objectl\_/c
correlative™: in other words, a set of objects, a situation, a chain
of events, which shall be the formula of that particular emotion;
such that when the external facts, which must terminate in*
sensory experience, are given, the emotion is immediately

evoked." .
It is now the function of the media to provide us with

apparently ‘objective’ correlatives and ‘meanings’ (since art has
become increasingly preoccupied with its inability to mean):
and provide them it does. The formulaic reaction implied in
Eliot’s lines is shown in countless television rituals; one might
think a Crackerjack pencil was the objective correlative for
pleasure, by the obligatory shrieks'and cheers of delight raised
by the audience at each mention of the word ‘Crackerjack’. And
the moments on ‘The Generation Game’ when Bruce Forsyth
holds his laugh like a ‘still' are timeless tributes to an
inexplicaple ‘joy’. Advertising too is based on evoking emotion
but not directly, only through a promise of evoking pleasure. lr;
fact the emotignal response is worked into the form, since it
starts off as a signifier, giving meaning to the product, not as a

signified.
Advertisements provide ‘formulae’ for emotions in so far as

'T. S. Eliot, ‘Hamlet' in Selected Essays, Faber and Faber, 1932 p. 145



(¢) Product as Signified

the ;

il ;(:)l:;i::lllons l?ctwccn feelings and things,
Taclated ¢ on dljfcremimions. come to be t
their valu;mln ; Ss syslcms.from their place i
i, tonnections gain status a

correlatives. The techni At e
: . chni
Correlate feelings, moods of Que of advertising is to

linki ; ! attributes to tangible objects,

allai'r:zglblr;osasrl.?]lclh“nm‘a'“ablc things with those that are
’ Us reassuri . tohs

reach, The myth ring us that the former are within

that happiness or other states of mind may be

directly conjured y b in obiccts i
Chapter 6, Magic):pﬁly certain objects is not at all a new one (cf.

[=lot sees it as the crux of all poetic method,
;‘ﬁ:ﬁllgfe‘gonﬁ_lauves are sufficient: what is new is that the
poisistion n ldls.crcauon of emotions is that of purchase and
fimctionie. and 1s thus dlgplaced from the advertisement,

. netioning as its referent. It is not the ad that evokes feeling, it
simply invokes the ide

. a of a feeling; it : : hich
points to the product. ing; it uses feeling as a sign whic

But then emotion is also promised when
you buy the product. So the feeling and the product become
]“,‘"Cha'!ge?ble as signifier/signified: but, as with the process of
differentiations’ turning into ‘correlatives', this is not a drawn-
out process but a two-way process where all the meanings are
involved simultaneously. However, Just as it was necessary to

imply that connections resulting from differentiations came
(temporally) to be isolated from the differentiating systems, in
order to explain the logic of the process, so in the last four
sections of this chapter I will make the relationship between the
product and the feeling/thing/person attached to it take on a
linear form, for the sake of clarity.

which are actually
aken individually.
n which they derive
s facts, *natural’ or

The product, which initially has no ‘meaning’, must be given
value by a person or object which already has a value to us, i.e.,
already means. Therefore at this stage something about the
product is being signified and the correlating thing or person is
the signifier. The following ads are all examples of products
being given meaning;in A12and A13 the correlative is simply an
object; Al4 shows a person as correlative, as with Catherine
Deneuvein A8; Al5 uses a correlative which becomes significant
in its potential absence; A16 shows an example where I think the
correlating process has defeated itself, by over-emphasising the
product, at the expense of grasping the ‘image’ of the correlative.
But all these ads use the same method of linking two objects
(even if onie of them is a person): the ‘correlative’ one acting as an
intermediary both for the abstract quality, and for the product
(which is the second object and a correlative of the abstract at
one remove).
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Cigarettes provide a good example of inherently ‘meaning-
less’ products:

A12: The John Player ad uses the expensive car as a cor{clativc for
tes. The matching colours

luxury and then correlates this to the ci'gurc( | i
perform most of the connecting function: the beige and black o : lll ;:
ious tha

cigarette packet are exactly the colours of the car. .ll is obv !
luxury on their own. The car1s

cigarettes cannot really ‘be’ or ‘mean’ :
such a classic symbol of luxury that its meaning is unquestioned, a_nd
this signifies the cigarettes as being luxurious, the car’s value carries
over on to them. . :

Notice the lay-out of this ad. It is completely malhemauca_lly logical
in terms of the process I have just described and illustrates
diagrammatically the way meaning is transferred in all ads. The gltle

refers to two different kinds of luxury: those which are easy to enjoy,
and those which are harder. It establishes the fact that everything we are
toseein the ad isa luxury. This title is outside the two ‘frames’ of the ad:
it refers to them both, links them, establishes their relationship.
Therefore it is logical for it not to be within either of them.

Now observe that each of these two identical ‘frames’ or sections of
the ad corresponds to one of the ‘luxuries’. The luxury car, the
signifying object, is in apposition to the Players cigarettes. They are
equal and coexistent, given the same spatial weight and placed side by
side in the ad.

But the car is leaning out of its rectangular frame, into the cigarettes’
section; the curve of the running board sweeps down and round
towards the cigarettes, where this curved movement is continued by the
beige curves on the cigarette packet. So the car is also what connects the
two, it has to push into the space of the cigarettes, just as its meaning is
also pushed onto them: the luxury car is carried over both literally and
initsvalue. So the implication is: ‘Here's one luxury and here's another,
but in case you're not convinced, see how this known luxury reaches out
to the unknown one.’

Finally, the conclusion, *John Player Kings—a taste of luxury at
35p’ is located in the cigarette section, the lower frame, where the
movement of the ad has been directed. This also makes sense, as only
the general statement was outside both frames; the writing referring to
each object separately is located within the appropriate frame.

So we see all of this ad’s signifying process embodied in the form, the
arrangement of signifiers: why should there be the two frames, and the
car spilling from one to the other, if not to transfer its meaning, and
why should the colours be the same? The answer does not concern
‘aesthetics’ or ‘lay-out’ in themselves, but the interchange of values and

significance.

ings. A of
H{Joim Player Kings,Ataste of koawyat
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Very St Hampshire,very Sanderson.

B N e A L O G L T —

Ald

AL3: In the Belyir 4

lasting, and inviteq (((l) \:;f] are shown foods which we know are fresh-

assumption thy € on the accuracy of this information to the

also f"‘?Sh-lusling 'co"“}'cf oral pleasure invoked, smoking Belair, is
 because of ll{c p W't‘dn d cigarette really be *fresh'? Yet it seems to

IS Cigarette ag u:;: )/\d;“m o0 thie cucumber.

USe 4 known correlative !* and also Ad (where the quality is mildness)

sell us an unknow;; : t’ acar for luxury, cucumbers for coolness—1o

of credibility ang “;‘!‘;( unproved correlative. We have to make a leap
€ words in the Bc}- : "f’“’n-C()rrclarlnx'c object is our stepping stone.

close to lWOlhingsun:;"‘ dc‘l here make no claims: they are positioned

the other? Since we know their relevance to one, why not to

he Tl'1e Simd_crson advertisement A 14 implies that the product
l'?s 4 meaning which fortunately corresponds to somebody's
tle-style, but that meaning is only created in the ad:

Al4: The Sanderson series of adverts—

Very (name of celebrity), ver
Sanderson’ shows the i Amptd

> Romantic tendency to latch personality to
something/someone outside the self: (‘Nelly, I am Heathchiff"')—an

emotional correlative. In the advertisement, Susan Hampshire is
Sanderson, and Sanderson is Susan Hampshire: they are grammati-
cally equated by being placed in apposition. The idea that the product
can be her, its identity merge with her own, illustrates just how far the
‘objective correlative’ can go: you see somebody in their wallpaper. But
Susan Hampshire is used as a correlative to give the wallpaper meaning;
she is classy, impressive, desirable, a correlative for these qualities: the
wallpaper, by connection, is classy, impressive and desirable too. Her
‘personality’ is the signified; the wallpaper is signified as having
‘personality’ as well.

However, there is a further implication in the wording of the ad: the
fact that it is an achievement for the paper to be both very Susan
Hampshire and very Sanderson, implies that Sanderson does have an
image, a quality of its own, and that by a wonderful compromise, l_his
quality can also suit another image, an individual's personality. Yetitis
from this that Sanderson derives its image in the first place. The
wording sets up Susan Hampshire and Sanderson as different, but
united in the wallpaper: but in fact they are the same, united by Susan
Hampshire since her image is what creates Sanderson’s. And this
wonderful vehicle of Susan Hampshire's self-expression, is, paradoxi-
cally, available to us all for a certain price per yard.

' Wuthering Heights by Emily Bronté.
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And two more complex attempts at transferring meaning:

ché and its fallibility as a correlative. The

ring and the bridal veil stand for marriage, and in each p:c.tul:c lll:c
strong male hand stands for *Promise, Confidence, and Security .'(’iT .
pictures are clichéd illustrations of these three words, and provide &
correlative for the building society's promise of them. But the point of
the ad is to undermine the ‘Confidence and Security' offered by the
man. . .. The future never quite takes care ofitself. ... Now and then it
needs a little help.’ The cliché of masculine security and promise 1S
exposed, to show the need for Halifax. Yet simullangou§ly. the image
of the ad, the hand and the ring etc., undermined in its literal sense of
marriage-as-security, is used in all its clichédness to represent the
promise, confidence and security offered in reparation by Halifax.
Despite breaking through the cliché of the signifier on on¢ level, at

another the ad uses it fully. —
In other words, Security, signified by the hand, becomes a szgmﬁgr.
n returned to its

in its possible absence, of the need for Halifax: it is the
original status of signified through the conduit of the product.

A15: This ad makes use of cli

Al16: The last example of this type shows an attempt at correlation
which actually clashes with our perceptions. Portobello Road marketis
a Trendy Scene, and these people (shopping at the expensive end of it)
clearly have a Bohemian but luxurious life-style. Because we like the
antique market, or rather, see it as trendy and expensive, we are
supposed to like the car, for which it is the correlative: the car is young,
bold, elegant, but not too sedate (we assume). But actually the car looks
out of place, it clashes with the environment, and is obviously parked in
a most inconvenient place and is in everybody's way. (Perhaps this is
also indicative of the owner’s life-style.) Two very different things are
connected, in my view unsuccessfully. The slogan is the connection, as
in the Belair ad A 13, since it refers to antique spotting on the overt level,
though obviously intended to refer to the car. (This ability of language
in ads to refer to two things at once is discussed in Chapter 3.)
Thus the signifier, the market, does not succeed in transferring its
meaning to the car; the car is too blatant, it is a signifier in itself and
does not signify quite the same as the market (which is crowded with
pedestrians). In this case the only possible meaning the car can derive
from the market is by an opposition: by signifying something different

from it.

In A16 the product has begun to emerge from its modest place
as signified; it is no longer purely the recipient of meaning.

the future maver  Trowm Fve diferont wwmey
e Al ollermg the opporiuras o

quite Lk oy oare of aw
s hen s M 3 comndontly CIMPCT HIAC FSum

Now 203 them £ cahy

h
ok The sort of help the Hliklos =l ahgd s thi
[

Svature Ow futote never T flag M
Qe L ox s o o a e
N wnd (e @ s o Wk of o Lot
Dt The st of Doip INC IAACn  walty o hgh epoen

- e
Vo neiioc. HALIFAX 1o
i Db T e e |omenne
AR (P g T )

The biggest in the world




\

€asy torecognise. ()

Style. ItShard to define, but

\

Morris Marina

T Mrivne Pt . v of e e L —

_ The next step, after a product has had meaning transferred to
it from another object, is th

l at the product itself comes to mean.
L may start off as g reflection of something exterior, but will
S00n come 1o represent it.

.A'l7 shows a product in the process of changing from a
signified 1o a signifier:

Al7: Here, the people

are literally reflected in the product. It is a
correlative for ‘qu

ality’ (echoes of *The Quality', i.e. upper class). for a
rich way of life. There is however something of a crystal ball element in

this reflection since most people will buy the cigarette not to reflect their
life-style but to create it. The

people could be us, if we had John Player
Special to reflect in.

A product may be connected with a way of life through being
an accessory 10 it, but come to signify it, as in the car ad which
starts, "Your way of life demands a lot of a car' and ends by
making the car signify the life-style: *“Maxi: more a way of life",

So the product and the ‘real’ or human world become linked
in the ad, apparently naturally, and the product may and does
‘take over' the reality on which it was, at ﬁr_sl. dgpcndcm for'nls:
meaning. As product merges with the sign, its ‘correlative
originally used to lmnslulc'il Lo us, one absorbs the other and
the product becomes the sign itself.

1<
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(e) Product as Generator

‘Bei anz Heinz': the product hag .
- cxamplci %c: l:lzlcn:‘fn';:izricul reality of beans, 0,;}:&:. l
over & MOROREY ‘Heinz': i.e. the Beanz meang | ally
used to explai the produt ¥ link, which is th; Heip,
loganisa reversal of the first step in the hnk, hat He,
slog . the brand name, Was Signifie

; ans. Once Heinz, the b g
means be: means beans places beans as the aniey

i ans— Heinz ‘ :
:)cc.;?i%)_t;’cb“m now beans, all beans, are complct;g “?:ccr:Of)gd by th,
signifier, HeinZ. It is the old f]lﬂ.Cl'cn’CC g OFS ar,
animals’ and sanimals are dOgs. To say tha ans megp,

lent of the latter;

Heinz' is the equiva Heinz has appropriated y, -
the meaning that was initially transferred fo 1t from the exterig,

reality of beans as signifiers: but the product ends up as th,

signifier of reality. .

gOr there are the Guinness ads: ‘As long as a country road'
where the signpost reads ‘Guinness 3 mile’ in on¢ direction, ang
‘Guinness 5% miles’ in the other. The reality is Guinness: Wha

was used or would have been used (it is implied) to provide a
e product, has now been taken over by,

meaning in reality for th ( . ' :
and signified by, the product itself. It is Guinness that means: i
is the sign on the signpost, a signifier of distance. Once, the

‘real’ distance, to mean that

signpost would have had to signify to 7
Guinness was a long drink: Guinness would be signified. But

now it is itself the signifier of length.

representing an abstract quality or

feeling, to generating or being that feeling; it may become not

only ‘sign’ but the actual referent of that sign. Itis one thing for a
product to mean happiness, it is another for it to be, or create
happiness. The product is always a sign within the ad: as long as

you are not in possession of it or consuming it, it remains a sign
and a potential referent; but the act of buying/consuming is
what releases the referent emotion itself. A bath oil may
represent excitement; this is all it can do in the advertisement,
where it is inevitably a sign, because the referent is the real thing,
Yet the ad shows us the product as generator in terms of its
internal narrative, and we are promised that the product can
create the feeling it represents; *Things happen after a Badedas
bath'. (This statement has the quality of a truism—how could
nothing happen after a Badedas bath?—a truism which is
disguised by the narrative material of the advertisement.)
To put this more simply: a product may be connected with an
emotional referent but in two very different ways: you can
: goout
and buy a box of chocolates because you feel happy; o
ot b b Yy, Or youcan
- ppy because you have bought a box of chocolates: and
ese are not the same thing. In the first case the chocolates do

A product may go from
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not prete
. nd 1o be+ .
INCrms of 4 foar: TOF¢ than a sign:
s of a feeling which v - &N they mean so i
::gt:!ng. which i ﬁ.:hrlc}l you had anyway, They ‘:T‘l:;?,?f::l:
eling, it has be, ¢ferent. But if th o :
-has become more than 5 <o ¢ product creates the
.and becomes than a sign: it enters the space of the

Start ois active j ity
L giving our fielitigs o lm’;c"ﬁl:ll;’). A18 shows how products

.4“18: Babycham s
way she wanyy
([::'s‘lfnmhly. drinking it helps

Ject, has now started to do

parkles, not

o fecl, It Just the way she feels (reflection) but the

symbolises the state she desires, and
herto achic\"c that state. The product, the
!hcrc, it stands for 4 i more |han_snmply reflect a feeling already
it *Junst the el sire fcc!mg and is seen as rotally identified with
object reflectin 2 ¥ :‘, to feel. Thxs 18 a crucial difference because an
facet of'i \\hilc%\ ;‘ ~|‘:t stract quality may fairly accurately reflect one
its. own |imilutions‘ ¢mpting to reduce the whole quality or feeling to

Once the
danger th
become i

. i??i(ljll;cctt {)}:ccgdes the fecling, as in A18, there is a
dehtifiod o lhs 'ounds for the fcglmg and the two 'WI"
but fueling in, dichts ;-1 .Sdm'c. Thg result is not onl)f spcak!ng.
drink of champagne :l'h (lrzplr}css is shampooed hair, joy 1s a
work whereby "lfglcr. ere Is a sort of Pavlov <Elog syndrome at
Setiuiris alter seeing certain products linked to certain
gs for a long time, by association the products alone come
to create, 1o "be’ the feeling. *Objective correlatives’ end up by
being, through this distortion, the very indefinable qualities they
were used to invoke: putting everything in material and limited
terms. *Happiness is a cigar called Hamlet'. The connection of a
‘thing’ and an abstraction can lead them to seem the same, in
real life.
The next example, Al9, shows both sides of the
meaning/generating process together:

A19: This Clairol ad. which deserves very careful reading, functions by
a complete reversal of the apparent meaning. ‘I found it’, she says: and
the product is named ‘Happiness’. The meaaing that one instantly
assumes. because of the words, and because of the woman's ecstatic
attitude dancing in the street, is that she has found happiness, that the
feeling is what "I found it' refers to. But actually she continues to tell us
what she did find, in small print: ‘1 found the highlights that were
missing from my hair’. Weare being told, on the grammatical level, that
she has found a new hair colour through *Happiness’ (the product). .Ycl
the real message is the reverse: she has found happiness (the fecling)
through the new hair colour. The product itself, the hair colour. is the
means of obtaining something else, and here the connection has been
made rather easy for us, asyoucan find Happiness and happinessat the

same time.
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(/) Product as Currency

Thus the product not only represenls an emqy,

. O
o I . . g
experience, but hecomes that expericnce and produces jy. in:

roles as sign and referent are collapsed together. |

A19 showed a product made imcrch'fmgcf'bz: }‘:f:lh a fecling !
When two things are made mtcrchangcdblc'.m . t.n%: €qual,,
value, they may be used as currency for 0“0"'"9‘1 c"-h' feourg,
Happiness and happiness are only seen *‘Sy'“!cl;f_ angeah),
They provide a currency on the level of sugq's‘. cCl-l's exchap,
value, because it exists in terms of signifying ( dtro.l Meap,
happiness/happiness means C !ulrol) comes to have meaning ;.
terms of real buying and selling. 'Thc Happiness hair Coloy,
represents access to happiness; itis thc::cforc a sort of mopg,
that will buy happiness. It provides an intermediary curren,
between real money and an emotion, because it has a valye in
terms of both: one, as genuine monetary price, and the Other ,
value as a sign, representing or replacing the feeling of happineg,
or whatever.

Thus as well as an external object *buying’ status for a produg
in meaning terms, the product *- ~le literally to buy status ip
the external world.

A20: The product, face cleanser, is being sold presumably for its use-
value. However the cleanser is really being advertised on the grounds of
its exchange-value, its capacity to buy something else: in this case,
crudely, a boyfriend (or three boyfriends in the case of Anne French
cleanser). The product is pushed on one level for its own sake, its
usefulness, and simultaneously on another level, not for itself at all, by,
as a currency to buy things that are intangible or hard to get.

These kinds of ads generate a connection between a produgy
and a second ‘product’, love, happiness etc. which it will buy.
‘Money can’t buy you love'—but cleansing milk can (and money
can buy cleansing milk).

Products are thus set up as being able to buy things yoy
cannot buy. This puts them in a position of replacing you: they
do things you can’t do, for you. There is an ad for frozen
vegetables which says ‘Birds Eye peas willdo anything to attract
your husband’s attention.’ Presumably, you would do anything
to attract your husband’s attention, A Woman and a Birds Eye
pea are made interchangeable; the peas represent what the
woman can’t qo. they have the same aim: to make her husband
notice something at dinner. She must buy the peas and let them
buy love for her. Theyare thus exchangeable both with love, and

. With her: they mean, and they make her mean,
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This chapter has examined signs as a currency in the way
meanings are transferred: both through a transaction within the
ad between an element of a Referent System and a product: and
also in a transaction outside the ad, buying/consuming.

‘However, since this transaction is usually also represented
within the ad, it means that a series of transactions is carried on
in its form: which takes on the status of a narrative when the
transaction is represented in time: *Things happen after a
Badedas bath'; and the status of a given logic when the
transaction is assumed by a juxtaposition of two objects
simultaneously given the same value. In neither case, however,
does the formal process take place within the closed world of the

advertisement,
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CHAPTER TWO
: Y
SIGNS ADDRESS SOMEBOD

Subject; Appellation

ssents the imagingr :
gy represents the Y Tely
.l'(:lc(i‘l:‘()]ki‘eidlmls to their real cong
0

cxis[cncc- ves

AR uh\ [

L

(hisimaginary relationisitself epg

OWQ
al existence.

y d With,
mater!

Atlideolo haslhcfunc.tio.n.(whichdcﬁn :
?g,:gﬁ?uu% concrete individuals ;¢ sl‘;jselcl:‘o‘f

Louis A“hUssc,.

A jous self’, according to the concj
A subject 2 5 C:;'If: 'r(:'l;f:n{ mean an individua| ;s'lxozz:j i
Dictionar, :y.'a"/ :gem' acting out freely llt? dictates ofac e: e"l
he or she ;;Ialiaﬂ is simply the *He i you‘ I process of ideolog,'m;
:g;;,:ﬁﬁses calling individuals *subjects’. (See belgy;, Sectio )
. es something for someone, ll'can onl
if ;‘t\ hs:f‘;;r;‘:g:e to mean fo. Therefore, a}l S180S depeng for
their signifying process on the existence of specific, copopy,
receivers, people for whom and in whoselsysgems.of belief, they
have a meaning. Moreover, signs are only signs in thejr aCtug|
process of replacing something; in other words, .ong
exchanged with it by a particular Person or people. Iy 15 in the
dialectic between the *for’ and the ‘by’ that ideology Maintajng
its momentum. ) .

The exchanging of meanings in ad§ ha.s already begy
described. An object ‘replaces’, ‘stands for » &N Image o feeliny:
then the product ‘replaces’ the original object ln.thls role, and
appropriates the meaning of that Image or feeling, However,
this description makes it sound as though the product ang

i transaction. On the basis of the
t mean something o us, itis clear
S on us, its transference must also
Thus, for the advertisement to
om signifieds into signifiers, the

Meap

depend on our co-operation,
succeed in turning products fr

“Ideology and Ideological State

Other Essays. N Apparatuses’ in Lenin and Philosophy and

Left Books, 1971,

theory, l‘ormulating ideology as a

tuses’), has provided a crucial space

fo:ua tophisticated Marxist theory of signification and concrete representational

structures.
*3rd Edition,



process shown .
the receiver- |inst|}:: gm;lous chapter, it must enter the space of
which, once started e }Vho completes the circuit through
Althusser says) a cm(aﬂd It has ‘always-already’ started, as
apparently aUtOnOm;:'sl:y(')r meaning' flows continuously and
. Therefore, ap examinati ) _
Inevitably involves mon:“tahuon ol g and dgn-systems
systems in themselves: such an la structural analysis of those
representations of sigr;if [ an? et e
dynamics of these relati ymﬁ.re i st evasts
signifier and signified lt:ens i e maec b
This space is that of th _l\z?ep what means and what it means.
simple receiver but a e.m ividual as subject: he or she is not a
4 Creator of ta creator of meaning. But the receiver is only
I ol meaning because he/she has been called upon to be
50. As an advertisement speak i ¢
that speech (it me peaks to us, we snmul(.aneo.usly create
(it wseuiis et ans (o us), and are created by it as its creators
i _ It means 10 us). Thus we are constituted as
aclive receivers' by the ad.
ithc ‘vncnpus circle’, in \_vhich we give meaning to ads, aqd lh_ey
give meaning to us, will, as usual, have to be denied its
snmultajmelty. and dismantled into linear stages, for closer
analysis and illustration. The next four sections describe, firstly,
how we create the meaning of a product in an advertisement;
secondly, how we take meaning from the product; thirdly, how
we are created by the advertisement; and fourthly, how we
create ourselves in the advertisement. The first two topics follow
very closely from the conclusion of the last chapter; the second
two take us further from the area of signs, towards the area of
psychology; although semiology and psychology. as should be
apparent by the end of this chapter, are inextricably connected.
And it is ideology which connects them, or rather, which
provides the invisible cloak in which their intermeshing is
rendered transparent: ideology is always precisely that of which
we are not aware. It is only ideology in as far as we do not
perceive it as such. And how does it become ‘invisible’, what
keeps it hidden from us? —the fact that we are active in it, that
we do not receive it from above: we constantly re-create it. It
works through us, not at us. We are not deceived by someone
else *putting over' false ideas: ideology works far more subtly
than that. It is based on false assumptions. This can be clarified
as follows: there is a big difference between saying something is
true (which admits the potential of the opposite), and saying
that the truth of something need not be qm'.vliom'(.l —which
admits nothing, and claims nothing either. In ideology.
assumptions are made about us .whlch we dq not question,
because we see them as ‘already’ true: time itsell has been
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(@) Currency Requires A Subject
To Make An Exchange

ideology in so far as it involyeg . .
appropriated as a pa"soiédgnlefiorily . The "already’ js a]‘Val;s
superior stulus.hc 'ma;/be'- (Time as an ideological Feferey,
stronger than ;scd in Part 11.) An assumption made abouy
system is dl;cuws the substance of the assumption bagk in i,
inherently Ekrlohan the moment of the assumption lls‘cl.f, :
further back 1 ss' of ‘facts’ about ourselves as mdmduals;
create an ‘alreadyne hat we have certain values, that we Will

3 y sumers, :
(hmlwtc): rctl:?nngs consume, on the basis of {h;se \‘;alu?§. ang
frcc‘{,c -|¥clrapped in the illusion of choice. ‘Freedom’is in p,,
on. We:

asic ideology. the very sub-structure of
s o_f. o OT:?;:ieb{‘hs;cstruc(urf)c’)f advertisements them'selves'
gdvcrusmﬁ;c fundamental argument always used to jugis
e - that it is part of the freedom of manufacturers
adm:rtn:lnga-n d part of our freedom, to choose .betwee;! the
c‘:m:cfs’ of that competition. The idea of freedom is essential g
Fhe maintenance of ideology. I intend !ohshow how, ml facy,
advertisements work by a process in wh.xc we are com;I) ete!y
enmeshed, and how they invite us ‘freely’ to create ourselves j,
accordance with the way in which they have already created yg

Exchanges must be made, and currency used, by somebody:
and that somebody is obviously the person for whom the
currency hasvalue‘in the first place’. Yet this value only existsin
terms of an exchange; you only find how much money is worth
when you make a transaction. In ordi ary life we do not talk
about the value of, say, food, but about the value of money,
Money would seem to be what determines value—yet itsvalue is
determined by what may be exchanged with it. Its value goes
down as prices go up.

This makes the important preliminary point that values are
not fixed and [inherent, but only exist in exchanges, or
replacements. And since a sign involves a replacement it must
not only represent but take over, perpetuate and generate the
value of whatever it replaced. Thus, currency is a system of
values emanating from exchange relations: ‘objective cor-
relatives’ are, similarly, forms of assumed values which emerge
in turning signifieds into signifiers, ‘translating’ a product in
terms of an object whose value is only ‘revealed’ in, and in fact,

derives from, its transference of meaning from one system to
another.

So as money is given its value b
ete. itwill buy, so signs are given th
use by usin our‘recognition’ of wh

Y how much food or clothes
eirvalue as currency through
at they stand for/(replace). In



Al2, in transferrin
We are acknowled
luxury, and
thinking of
that it can

g the significance of the car to the cigarettes,
, ging that the car means something to us,
su?:l:l::z‘:gh ;VC may not go around all the time
be sas uxunous.'lhls value emerges in the fact

used 1o transfer a difference—(A # B, = a # b).
us our first level of involvement in the ad's meaning is i

our * o _ gisin
recognition’ of certain signifiers from referent ‘myth’
Systems. We give Catherine De ; i i
in the ad, in that it ‘sl € : neuve's face its meaning, for use
outside the od Th' ;v ready’ means something to us in terms
Vst caria .fo : a cmsc.menl cannot claim to have created
e thga;t r kO we not kr'xo-w-ll alrea'dy? However, we do
sitatgined nm‘}’e hnow it until it is used in the ad—ideas are
e aa valum the vacuum of the abstract but through their

Therefo.re c €s exist not in things but in t}xcnr tran§fcrcnce.
¥ isoleat the;t nCt;dany system of values constitutes an ideology,
i s ani eology can only exist in that its component
eyt onstantly being regenerated by ghelr transference;

ndt e.transference of values (perpetuated in monetary terms
by buying and selling) means the same as replacement of
meanings. In other words, where the values are ideas, they are
perpetuated by our constant ‘deciphering’ or ‘decoding’ of signs.

The advertisement provides a supreme arena for this: a ‘meta-
structure’ where meaning is not just ‘decoded’ within one
structure, but transferred to create another. Two systems of
meaning are always involved: the ‘referent system’ and the
product’s system; e.g. in A8, the world of glamour, and the
world of perfumes. It has already been pointed out that the
meta-system, the actual point of transference, is itself devoid of
‘content’; a relationship (one of difference and contrast) is
translated, but not an inherent ‘quality’. So our cognition (in
relation to a particular myth system) is appropriated to lock
ourselves within a process, a ‘form of knowledge’ which is
emptied of content (cf. the Saussure passage quoted in Chapter
1) and devoid of meaning, except in so far as meaning is
constantly assumed through the form of its perpetual
translation.

Thus the ideology of the ‘Referent system’ is always being
regenerated in our relationship to the advertisement. Things
‘mean’ to us, and we give this meaning to the product, on the
basis of an irrational mental leap invited by the form of the
advertisement. In Al2 the car has meaning; by a formal
relationship that has already been discussed (see A12 analysis)
the cigarettes come to have meaning. We are .making an
exchange between signifiers; the value that emerges is that of the
common signified. Yet the very fact that we n_1akc_: the e'xchange.
that we take part in the process, is itself constitutive of ideology.
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. values, (“c""i"f. exist i , )
: ad mean, L.e. making th Clie
Jaking the & naking the rg, i,

process of 'ncr‘-’“‘ object to the product: it is no o Qi 1:.}*
the space covered by this jegy, 3 Mg,
es. We arc not puru(:lpzmls In an 'd¢0l0g ut a':;.{
We, X

i : Y uny;
its very creation. paradoxically, idcqgl" ,
gy Me T
. a”l

how 'ideas’

active within 113 _ % 5 s. subjects, i.e. "initiato
a1 we are ps s L S AR S Of
:i;cl:)::ii:crc Eith ‘freely held 'dﬁz'-s 'bB."‘ Just as "fmaq.%, I
which we hold only emerge in their being assumeq , © Valy,
L . arly we only function as sup; S alre, )
existing. so similarly we OAY Lol Subjects " \‘ady
addressed by the ad as already subjects:*appellateq' Byu, bein!
the ad has said, ‘Hey, you—you know why, . limg
Dencuve/a Rolls Royce/Susan Ha""PS.h"c means, d, .“‘frinc
wWell. this product means the same’—it has addr esm;l You)
somebody with a freely held body of know_ledgc (= fir You 4
of ideology) and as som_ebody able to think ang ac(8l Apey
perform an active part in creating something (i able 1,
meaning for the scent/car/wallpaper) on the basis of ,hs- a
held knowledge (= second aspect of ideology). In the IS freuy
the ad’s ‘saying thisand your ‘understanding’ it, lhe‘kﬁromw
referred to as anterior has been created by rerel‘enCe.OWchy
active subject has been created by assumption. (The po’ an (p,
the ‘hey, you' that Althusser describes as the eslntabom
Zp;;ellation. is that whatever you are called, yoy mmm::a;f
e. y
The relationship between ‘ideology’ and ‘subjecy
simultaneous interdependence. Thus when [ refer 1o g
this also means the creation of a subject; and when | ideology
subject, this naturally involves his *having' an ideo] Speak of
being created by it. The emergence of ideologicalogy’as‘?'ellas
transaction of significance in an ad necessaril Vglues. e
existence of a subject. However, I shall makey lmphe§ the
c.:IistiPctionhand reiterate in terms of the subject ?:t:errm(il? e
ideology, i i ¢ an
workigé of 31:, :5. . Which both am asumed in the forma|
Let us go right back t i s
CatherinegDengeuve . ‘likg ég-arl,:;)tlgmgshere even ‘says' tha
similar aura. We are given two signi - 2 Or thalt they bavey
G : gnifiers, and required
ti:gnnﬁe: by exchanging them. The fact that »?'e llrlgvg m;ka?
isexchange, to ik s 0 make
but which i§ onlydr?l;l:iihrl)l;lsl?glml))rk'w'mh a0 inthend,
transformational space tfetw;e ethy i sora, doms us i te
only exists in this space: the ﬁ:ld gl}l tn its of the ad. Its mearing
that we operate—ywe gre this space. RChE L e

Now, if th i
meanings befwr:::';‘.“g of the ad exists in the transformation of
1gns, and if this transformation takes plact
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) .TolemiSm'_. Subject As Sign ified

in us“(i ¢ th a5t %

€. the R
we, as s“bjeCls,s;E:gled CXISts in the transformational space and
SPace of the <. onstituted it too)—this s placing us in the

€ Signit g .
ourseles gs gnified: which leads to an examination of
gnified through transactions.

If the ¢o .
correlative’ ;:,e:::g bch‘,‘”eep the product and the ‘objective
made with ys, in th: r thing is made by us and in us, it is also
(given the staqys dtfw‘f become one of the things exchanged
Summarised ap (h Ol an object). Two transactions were
exchange-role ply edct?d of the first chapter. The double
Eye peas ad gc ye'be Y the product can be seen in the Birds
attractiveness |oscl..| d there. The peas are a stand-in for
Clairol A19) m ve, t'hey are also a stand-in for you. Similarly
that feeling it ca:;'s‘ and creates happiness: in its ability to buy
ok Tg};us r("ilp aces you, it does the buying for you at one
mieans™: there G, A€ WO axes along which the product
ll'ansa.ct‘ion ¢ is the process of its gaining meaning, in a
i b we' make between signifiers (Catherine Deneuve and

nt bottle. car and Cigarettes); and now it appears to have a
second replacement value: it replaces, hence signifies, us.

Having initially derived its meaning from correlation with things
or people—and it is very ] requently people—which have a place
in extprnal systems or groups, a product is then made to give
meaning back to us, and create a new system of groups.
Products ‘whose only meaning derives from a re-hash of
mythological elements already present in society, develop such
an aura of significance that they tell something about their
buyers and actually become adjectival in relation to them. There
are the ‘Pepsi People’, the ‘Sunsilk girls', and so on. The
combination of the adjective’s significance as quality and as
person is shown perfectly in *Is your Mum a Superfine Mum?'
(Kraft Superfine Margarine). With a small *s’ this endows the
mum with the quality of superfine-ness. But with the large ‘S’ it
identifies her as part of the Superfine group, a clan of Kraft
Margarine users. Of course the synonymity of the two spellings
indicates that the quality of superfine-ness is strictly limited to
Superfine Mums. The product translates between the quality
and the person: or rather, intervenes. You can only have the
quality or meaning within its parameters. We are thus created
not only as subjects, but as particular kinds of subjects, by
products in advertisements.

A8 and A9 showed people used to differentiate products. But
having been signified as different, the products then t;ecpme
signifiers of difference. If you use Chanel No. 5, you are signified
as a different kind of person from someone who uses Babe.
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; Superfine mums a

i dri ot Coke drinkers.. : -
Pepsi drg:l:;;s;isfcghaptcr One examined the lr'.;!jsch"ce -
B-luebil“ . from one system to anot_hcr. _CI'.Cd‘llng Produg
d!gcrﬂ,'ﬁz:- and we saw that relationships ongmagy based o
di cr'cldiﬂ'ércncc (Catherine Deneuve # M‘argau.x emingwg,.
iy Babe), come to be seen as‘inherent rclatnonshnp; baseq
(O No. 5, Margaux Hcm'"gway

atherine Deneuve = N . .
on ;zr&r;ngﬁ;‘;el No. 5 and Catherine Dencuve ‘seem to have
l;e same quality, though they are only connected by ,

L hing function. The same slipping from differentiatip,
g::lli[f]igetrl;f':g‘iimilar signifieds (in other words, f.’|°".‘ COntrast
erated between similar structures, to Simi arities made
g ; ‘things' be seen in the reverse process of
between different ‘things’) can We diff .
products giving back significance 10 peopie._ e dilierctitiate
ourselves from other people by what we buy. (The extreme form
of this is individualism, see section c.) In this process we become
identified with the product that differentiates us; and this is 3
kind of totemism. See, for example, the world/sect
represented/created by Lambert and Butler: the people are even
dressed like the product (AS). Lévi-Strauss describes
totemism—the use of differences between natural objects to
differentiate between human groups: *. .. on the one hand there
are animals which differ from each other...and on the other
there are men . ..who also differ from each other (in that they
are distributed among different segments of the society, each
occupying a particular position in the social structure). The
resemblance presupposed by so-called totemic representations
is between these two systems of differences.” He describes how
there is a passage ‘from a point of view centred on subjective
utility to one of objective analogy’ and ‘from external analogy to
internal homology.”'
. Howeyef, there is a great difference between the totemism he
is describing and the phenomenon I have described as
analogous to totemism. As Lévi-Strauss says, ‘The term
totemism covers relations. posed ideologically, between two
series, one natural, the other cultural.’? But the objects used to
dnt_l‘e_rent.lat,e between us—No. 6 smokers, or Gauloise smokers
Mini drivers or Rolls Royce drivers—the objects that cr t‘
these ‘totemic’ groups are nor natural and not oy
different. alth o L naturally
(Ses belc; “a: tczugh their differences are given a ‘natural’ status
» Chapter 5.) They are, as I have shown, given their

'Claude Lévi- ; ;
149-50. Strauss, Totemism, Penguin University Books, 1973, pp.

?ibid., p. 84.



m:al?il: g :’).' :,2:, k;"d of people “_/ho supposedly §mokc them, i.c.
if thie ad. S wl': Cl. or accessories connected with them, shown
betiosen: at is involved are two sets of false differences:
een products, and betw | h tuall
redefining the oth een people, each perpetu y
and N Eeahan ccr'.‘lhrough‘an exchange of meaning in the ad,

We, a5 nco Igc ::' moi?cy in the shop. .
bébween prodpuci «IV;:.I us been made to create the differences

I ' s which then differentiate us; but it is also
people who have actually made the products. One reason for my
:}SC Qf.the word *totemism’ is that it describes a particular
c(l"rm“é‘_m of groups which cannot be mistaken for the groups of
class |ﬂ"crepcc. Advertisements obscure and avoid the real
issues of society, those relating to work: to jobs and wages and
who works for whom. They create systems of social differen-
tiation which are a veneer on the basic class structure of our
society. Advertising refers only to consumption, to a sort of
perennial leisure time which few people actually have. It
emphasises what you buy, which in fact means you have to work
harder 1o earn the money to buy. The basic issues in the present
state of society, which do concern money and how it is earned,
are sublimated into ‘meanings’, ‘images’, ‘lifestyles’, to be
bought with products, not with money. The societal "id’, its
deepest forces, are pushed under the surface completely.
Things, products, can mean for us: so we are alienated from
them, in that we forget their material process of creation in the
v\{orkings of society, and we are also alienated from ourselves.
since we have allowed objects to ‘speak’ for us and have become
identified with them. As I have shown, signifieds are quickly
transformed into signifiers: what reflects us will soon create us
100, the symbols of our feelings will become the bounds of our
feelings.' Real objects are lifted out of our physical reality and
absorbed into a closed system of symbols, a substitute for
reality and real emotions. Feelings become bound up with
products, as with the happiness hair colour and superfine
margarine.

This means, on one level, that the product ‘produces’ or buys
the feeling. But the more subtle level on which the advertisement
works is that of ‘alreadyness’, which is where ‘totemism’
becomes a part of ideology: you do not simply buy the product
in order to become a part of the group it represents; you must
feel that you already, naturally, belong to that group and
therefore you will buy it. This is how advertisements maintain
their hold on you in the gap between seeing them and buying

tef. “Totemism'. p. 141.
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not be faced with a choice in the gp,,
ducts was the bsmr(l’mg rpoml of "
Sy e : twenty brands of margy i
discussion In Ch'p '.:;,ill.‘,rmYdou do tzot choose in the ihol:c |
look and Laste LY o isement, by ‘recognising’ yourseif g, U
in rcqunsclolhc .\d\u{}}h;w R oaific beand. You musxdls,lhei
S 5)I~ pr:(r):?:: :l?gon ‘;':m l{tlyt otherwise the advertisemepy
fllt:;::i i)nLits purpose. Thisiswhy iLis ‘S.O crucial f(;‘(_l:lc ad’lp °mc:
you, and exist inside rather than outside your self-image: jp fac(.
ate 1t :

to lcdl':n'l'i‘ﬁcim(,n with a group il!VO]\fCS the overcoming of SeVer,
barricrs—one of which is the mcvn_alblc th_[lc'rc::¢-c"b0lween it
individual members drawn together in relation to !hns one thin,
The re-grouping of society in terms of CONSUMETiSM must gy,
place not only at the expense of recognising basic cly
groupings, but at the expense of individual dlﬂ"crc:nc.es~¢yen
those created by other products. Bccauge of course, the totemje
groups existing around products must inevitably overlap, sing,
we consume so many products; you cannot be a Gitanes my,
and a Benson and Hedges man, but you can be a Gitanes my,
and a Guinness man, and an Old Spice man, and so on. Ther,
are infinite permutations. The vast number of these groups apg
their overlap make them very different from those of triby
totemism; but there is still an analogy in that they involve th,
merging of some differences (those within the group) in ordert
create others (between groups). One group is differentiated from
another only at the price of a sameness within them. We become
the same, in each being made ‘different’ in the same way,
However, the advertisement must remind you that you ap
special, and above all, must speak to you and through you as
uniquely individual subject. This appellation of the subject 25
unique is the topic of the next section. It is part of an inevitable
contradiction: ads appeal simultaneously to us as different f; rom
other people, and as similar to them. They appeal to oy
specialness, yet submerge that in the totemic group of {he

product. A21 shows a typical way of coping with
aspects of identity: ping both these

products. You should
the sameness of pro
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friend s probablydisagree about liqueurs.
[xtﬂxandiscusitmerabotlkofpon '

fulﬁ)wple like. you

the discussion’

ion' takes plac

being cnnncclcld“::zgl‘uc,‘“’-‘f the bottle of port sets this product up as
1th their differences (despite being their point of

agreement): setting up ;
i"di\iduuli)(;k';;:ﬁt il:[:};m ﬂr.cn;t for. and participating in, a display of
Cockburn's port (as "" l"’:“ls.-l group constituted around the "totem’ of
draws on the ide of in lIL -llmho.rl and Butler group of AS). butitalso
individual: and it ;Mumtcl\ll‘(ru.llmn. Moreover, it speaks to you as an
% alia asiint &5 1 S : at the people in the ad are*your friends ,(Alt
looking at the ad v at you are placed at the head of the table: in
which you are i: ‘)(Qu are incvitably drawn in, since the space from
PCl’Spcc(ivc.uf 11(1 f’ ing is also the space constituted by the form and
vight cut of the ¢ !nclurc as the place at the end of the table. It leads
thie form et lhiake to \;'hcrc you are: you are cr_czncd’in the absence in
by the ad: il exte :1plcr.)So youare described. |p\()l\¢d.crculcd
vou bclon.gloxhcgcs;:m‘ you have these discriminating friends, that
B vt o i ‘_oc br.xrn sg.roup.chlh:u the pamcof the product
s Seedanals ntioned: the ‘bottle of port' is just assumed to be
2% - You are spoken tonotasa potential member of a group,
as a member of it. (As with the well-known magazine policy of
always assuming that their readership is one degree higher up the social
scale than it actually is. Flattery is a better stimulus than exhortation.)

Thus, even discriminating people (or rather, not eren—they
must be gllscriminaling to appreciate it) can be united by a
product like Cockburn’s port. In A21 the totemic image is itself
discrimination. The people are united by their unique tastes and
sensibilities—so that the individualism principle has actually
become the symbolised quality of the product.

.Thc fact that A21 shows people who are supposedly ‘your
friends’ draws attention to the way ads address us as individuals,
even while drawing us into a particular group. The same
exchange—between the person referred to by the ad, the person
whose friends these are—and you as you read the ad—is shown
in A22 as well: an ad which provides an example of
‘totemism'—the group of people who smoke No. 6, who are
identified with it—but also leads on to a discussion of
‘appellation’, creating us as individual subjects. And the
interchangeability of ourselves and the people in the ad leads to
the idea of the ‘mirror phase’, described in the fifth part of this
chapter.

422 This advertisement incorporales tWO processes. one is the
correlation between the people shown and the product: they are No. 6
smokers, and endow it with its ‘ordinary’ image. But you are
‘appellated’ in relation to this correlation, because it involves the
assumption that you are like the people in the picture: ‘people like you
are changing to No. 6, and they are actually the .people who have
changed to No. 6. Therefore, we become identified with them along the
axis of the product; and the people shown here are carefully selected to
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(c) Appellation and Individualism:
Individuals Constituted As Subjects

; ot tually speaks 10 yoy
. al’ or “average’. The caption actuai o
I,«(:ﬁ;kc::;:‘::':::’ bcco:ﬂns a part of its nllcss.:';'.aci In the vc?‘,c fmmh::
. p by its assumption that vouw are y Per
address. you are trapped <

addressed.

Al i hails or interpellates concrete individyyg
corfc\::'lct':i cs‘t)nlgjgeils. by the funclionipg 2f .'hf’ Catf:gm-y of lh:
subject ... ideology “acts™ or “functions” in such a way thy
“recruits” subjects among the !ndmdua.nls (it recruits them ) o
“transforms” the individuals into squccls (it transforms then,
all) by that very precise operation which 1 have Calleg
interpellation or hailing, and which can be imagined along the
lines of the most commonplace weryday police (or Other,
hailing: “Hey. you there!” ... Assummg that the (heorc(iql
scene | have imagined takes place in the street, the hajjeg
individual will turn round. By this mere one-hundred-ang.
eighty degree physical conversion, he becomes a subject. Why»
Because he had recognised that the hail was “really” addresseq
to him, and that “it was really him who was hailed™ (and ng,
someome else).’ (Louis Althusser')

"...it seems not untrue to say that some modes of classing

arbitrarily isolated under the title of totemism, are universally |

employed: among ourselves this “totemism™ has merely beey
humanised. Everything takes place as if in our civilisation every
individual’s own personality were his totem: it is the signifier of
his signified being.’ (Claude Lévi-Strauss?)

In constituting you as part of a group, advertisements mug
nevertheless address you as an individual. ‘People like you are
changing to No. 6. | have examined our place in the
transference of meanings in ads, a transaction between the
people in it and the product; but since we ourselves are a part of
this meaning, we can only make the exchange at the price of
being ‘appellated’. This appellation itself involves an exchange:
between you as an individual, and the imaginary subject
adc!ressed by the ad. For this s not ‘you', inherently; there is no
Iogncal reason to suppose that the advertisement had ‘you' in
mind all along. You have to exchange yourself with the person
'spoken to', the spectator the ad creates for itself. Every ad
neccssanly assumes a par}iculqr Spectator: it projects into the
space out in front. of itan Imaginary person composed in terms
of the‘relatlo'nshlp between the elements within the ad. You
move into this space as you look at the ad. and in doing so

"Ideology and Ideologica v3 ;
Olgm Ess°¢:8|y.c New Left Bo;ksstall;‘;‘lmm‘“m In Lenin and Philosophy and

The Savage Mind, Weidenfeld and Nicholson, 1966.




‘become’ ¢
apply to y:‘: i:‘p::::.'o'l- you fe.el lh.ql the *hey you' ‘really did’
plural, but we rwc';u ar. The ‘you'in ads s always transmitted
connect a mass of e||el as singular, Although the aim is to
as a group, this C::OPl witha product, to identify them with it
the product as in div':n- y be achieved by connecting them with
4 certain kind ofl uals, one bY_One. Thusweareaddrcssgd as
product: there e ll’Cl’SOh wh<_> 1s already conneclgd with a
already there in th nly or'lc receiver of the ad, the subject "you',
10 all of us, and none’cporess. However, this address applics
subject does e el\pm: of us: as an individual this imaginary
Befsheexiste e mS' but in that we each "become’ him or her,
product. And ; S¢l. a group—the totemic group centred on the
Become ihc :S Wtf each of us step into this totemic space, we
Cockburn‘spc SON at the head of the table whose friends drink
picture. We Eg;‘-t!he personwhoiis like the No. 6 smokersin the
irgiley stitute a totemic set of one, we find our identity
part ol a group the rest of which does not exist. We are
appellated as already in a group of one.

Being connected with the product as an individual can in fact
come 1o mean that we, singly, become the ‘totemic identity’
whngh lhg product must be endowed with in order ro*mean’:—
We give itits meaning by our own individuality. We saw a version
of this in A2l where the product was given meaning by the
variety of discriminating people who consumed the port. But of
course, the ad creates these people. A6 shows how a person may
be created to complement a product, and then treated as though
they were actually the occasion for the product. Thus
advertisements create their own consumers. they tell you what
you are like: like Bruce Forsyth at the beginning of ‘The
ngcralion Game™: *You are a 34-year-old housewife from
Wigan®etc. (It is interesting that this appellation, where *Brucie’
reads hack to the contestants the information about themselves
that rhey have previously supplied, is, though supposedly only
the introduction to the programme, its dominant section.) Look
at A9: Babe is"a fragrance so fresh, so natural, Fabergé named it
Just for you'. Naming, use of a proper name, is where
classification ends: it is the ultimate signifier of difference, of
uniqueness. But *Babe’, the proper name of the perfume, is
vague enough to appellate a/l women. We are appellated ‘en
masse’, but as subjects: subjects, because we are spoken to as
already-there-as-subjects —Babe is named for us, i.e. after us:
we are not named by it. We are already *so fresh, so natural’; we
are always the anterior reality which the ad drags about after it,
catching us in the trap of alreadyness. What is our present
experience, in seeing an ad (being spoken to by it as somebody
*so fresh, so natural’ etc.)—is displaced into the past: we already
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iqueness is the strng. ussell’s, the ¢ ks in these
gglll’:;gd-ncss. People are still totally ldcmlﬁcd WIc:lt‘ :I\Bholc iy
ads: they simply show @ sort of mini-totemism, 1

i in qualities is

That we are addressed as already having certat q

shown by:

how far the emphasis on the consumer
be an influence on how you feel about

yourself: it compliments your own taste, your own Judgcmcm——w!)x‘ch
presupposes that you have this taste and this judgement. The qualities
overtly refer not to the car, but to the buyer; the heavy printed words
are‘Feel good about your taste.... . ah! butwhat of your judgement? By
this emphasis on the buyer, on you, the advertisement is able to turn
into individuality an otherwise stereotyped mass-produced product.
The appeal to what is special about you and to undefined qualities that

you have (whose details you can supply), is very clever since itisin facta

mass appeal, yet each individual reads it in relation to himself and

therefore sees the car as a special product. Your own impeccable taste
and judgement rub off on the product: it comes to represent taste and
judgement, and therefore, since your taste and judgement are so
perfect, you must buy it. The spectator/buyer has become the
correlative from which the product derives its meaning: in him the roles
of ‘objective correlative’-person and appellated-subject are elided

A24: This example shows just
can go. The car is supposed to

In A23 and A24 the advertise invi
In. A24 | ments invited us to
:x;ldwn.dual qualities into the product, flattering us thal;e:/g }?us
emin the first place. So advertisements appellate us as uniq:e'
’
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although this uni

s quen

an imagingry, indi\.‘(clss. '8 @ universal one, since
Pepsi you take place Idual which then becomes us. By buying :
yourselffor 5 pe CCIn an exchange, not o v S. By buying a
you a Pepsi Pergo 8C, nly of moncy but of
a clan; howeyer 0 n. You have become special, yet one of
advertisemeny Tl); ' do not meet these others except in the
emphasis op iﬁdi\vi:; 1> & very important poin{ i‘)ccgusc the
10 be kept separate. l‘;;::l::cm In ads reflects the social need for us
. 0 1 s e . AR
at present depends far - nomic and politicial world as it exists

fragmente . > 'OT 1S survival upon keeping it ici
d. This is the function of idcolggyg: its gﬁrcl:c:.‘:a?riz

assurance that
We are ourselves . = 9% o
We choose to do hit selves, separate individuals. and that

that this choice is 2 We do. Itis crucial to maintain the myth
with our ‘bclicfs‘:n individual one, that we act in accordance
ideological, and hi;:georhcoum' e app——
particular. shared, we feel they are ours in

Inan advertiseme

individuals, we hay
accordingly.

the ad speaks

nt,we are told that we do choose, we are free
i el e e el o
r > en attributed with the
gu;l:::iss :Fn&ccc’led \\(nh a [?roducl. we are projected as buyers of
ll':c . y| .du'se'ngen that we “have’ the beliefs implied in
ad, we W'l“ actin accordance with them and buy the product
that embodles. those beliefs. It is a sort of *double-bind".
A25 shows just this kind of “appellation’: it tells us we are

uqusuul and special—gmd so we must act accordingly and buy
this unusual and special car.

A25: °IUs the difference that makes all the difference’: this ad is
paradoxically telling a mass of people that they are going to be very
unusual and buy a Fiat. The aim is to make you stand out, and not
follow the flock of ‘sheep’ on the roads. Yet if all the readers of this ad
did buy the Fiat, they would obviously not be all that unique.

This ad makes blatant all the contradictions involved in the
advertisement's appellation of its subject as unique. It must
create you as different; but it performs this identical function for
everyone who comes within its reach. We are all the same, in
being made different, but are each locked into the limits of the
receiving-space created by the ad, an invisible one-man
audience-place in front of it. When it says "Hey, you’ (to use
Althusser’'s phrase)—we cannol but hear that singly. We
become individual, yet not united.

It is the product that bqth appellates us and separates us, for
it is the pivot around which the meanings of the ad, and our
identity, are exchanged. In AZI. for example, the product, the
port, was like a central mirror; transforming heterogencous
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ads do, because of th > (Imaginary
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< = 0 .)pc . s il c.
s else: so the only PeC . anpellated as
somle O?t: d::f 5ln A9. where we are ‘.ppd:)r the ad. whose
inside the ad. 74 o spoclators o
c identify with other " he nre-conditio
i é:tir;“lrgc same as ours, because lhII'Lo‘r)lly Babe: it was
iisf:::pc”uwd o5 Bube s D8 1)'0u “l:: (H:mingwuy is in the
ed s ou'. But yet, Margas lationship to
named ‘just for you. el e o+ 5o our relations
p;clurc. obviously representing a B‘:}?ctr'pcoplcz and she is also
her replaces our relationship with ?of‘-allcr-cgd. since there is
inevitably made a part of us. sor! L o be it (See sectione,
only one Babe. and both she and us s

* irror Phase’.) . =2y -
thfp;::ll:;)ion. then, gives us imaginary b!lr)kcrsollr;] C;Jrre;ccgglf
us from looking sideways and recogmsulg Pk sy
contiguous to us: it only allows us to se¢ fomd}' "cinemu s
(As with the perspective in the *Pearl and Dean : Ou;
where we are sucked into the centre of the screen.

uniqueness as the ad’s subject allows us to be nothing but lhha;
subject; and it must unite every aspect ofus. Part of the myt (?
individualism is the idea of a consistent identity: you must hm.e
a coherent personality for it to be reflected in the product. A26 1S
interesting in its insistence on appropriating all your possible
choices.

as
» same time d
ace at the s
‘l:‘ identify with are those

A26: This ad sets up a new dimension to the concept of individuality.
The product is shown to suit, not different people, but the same
person —you —on different occasions. The use of the same product in
differing circumstances gives a feeling ofidentity, it flatters the image of
a consistent self, thus embodying the individualist principle while
giving it a new flexibility. The keynote of this ad is that of choice, of the
flexibility of the product: the illusion of choice is given by the three
Qiﬂ”frl_'cnt Carltons; bpt the actual aim is, of course, a narrowing, a
limiting of ‘you.r chplc‘e. for every occasion’ down to one object, this
product. Each ‘choice’ is the same: Carlton. This shows one of the

So by *appellation’ we ar i
o by € trapped in the very illy«:
- . . . lll
;honc(ej, in the_lllu.slon' of an identity choosing iy[s a:':i!On 9(‘
d:c:]?i:x aalpce.wnt}a Its inherent characteristics But thli0 G
1Sm s a forced one: you are not free not to individlfallils:
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. ad~‘PcopIc like yo \

Hita: SHead~ you...'—we

n‘d inco:ll Cannot h'avc_: significance until we appearin
rreadmgll.ltsngniﬁcsus—makcs usintoits

frontofit.A
\youi

A26 show :
‘you' on di(l:g:rhco‘:la ; Isement can cope with the idea of
Sameness: the Wn Occasions, absorbing differences into a
differont :yous‘ l?'i);hlin Whlch. ads cope with the problem of
; : " you, is the
appellation Gidiian next refinemenent of the

n advert

»

The perfume created by NINA RICCI, Paris

for all the women you are.

(d) Divisions

From ‘your choice for every occasion’ we move to ads like the
one for ‘Farouche': *The perfume created by Nina Ricci, Paris,
Jor all the women you are.’ Having constituted subjects in terms
of a group, and then as individuals, the advertisement can then
break down this individual into a fragmented €go to be reunited
by the product. The subject is deconstructed, only to be rebuilt
in a unity within the ad, and with the presupposition of a basic
unity within himself, i.e. that ‘all the yous' really are all you. The
illusion of multiple identity is only an illusion: ‘all the women
you are' could be spoken to the geneyal public—'all you women
out there'—but again, the ‘you’ strikes us separately, and we
takeit to mean ‘us’ specifically; so that the multiplicity implied is
still centred on you, and by the product. So, just as the totemic
group can always ultimately be represented by you alone, so
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ability 10 C‘; their ideology. Itis now very‘wndely fely thay lcmhI
criticisms © e particular “character’: develop,
are not gnThe Divided Self* etc. —though noy aCceec;

psycholosy flect the general publicin a watered-q

cvcfyogse'hi?':er and harder for the ad to say deﬁniti\,c]w
becom

: it says, ‘you have so many «; * Yoy
. ‘o §oinstead, it says. 'y Y Sideg
are like xhls.-sgut sill claims 10 represent them g;.> Yoy

.-sonalfty . might think, than represen;; More
s:u%ordmary feat. OnCTNg 8 Only g,
quality.

. 1o choice idea —.with A26, Cgrlton, a cho;

The ml(lﬁ'ipt':e same one), with the following ads_, Cho

producl.:»‘" the same one)—is c_Ioscly connected with , Whoje
selves (sti gestalt” which, alongside the gpy;,

-Oul. a ' e -
typ:m%fulai)r’l cinema, has become increasingly commop ;
tec

o In this type of ad it is the totality, the who'l‘e"isw
:/%:I?li:'nmgc;rc than a simple sum of its parts, that hag o

1Ce of

the separate elements, not singly or one by one, by j, the;,

. u. The point about the multiple lay-oy,
t::u:lix'ilcericta 522 represcpt:: different things, different aspects
;oau. it represents them all together, simultaneously, so thyy
separateness only has significance within the whole; which j the
primary, enclosing entity. We cannot take the parts singjy
because visually they are all seen tpgethef. This tension be
the separated elements of a divided picture (Which -seem
emphasise divisions) and the actual wholeness of it (the fact thy
the divisions are superseded by their VETy coexistence) is 4
perfect way of conveying a similar tension in the ‘self createq by
the ad. Different aspects of “you’ are shown; but even in the
process of being shown simultaneously, in the form of the ad,
they are shown to be united.

A27: Here, many facets of the same person are shown: glamorous,
sporting, careerist, outdoors, romantic; each picture has an obvious
title, activities are simplified and labelled to fit certain functions of a

'R. D. Laing, 1960.
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hair set. This spliy;
the healthy -.p(’,‘m“?fnofnr;"“’"i'lll)'(lhc carcer girl, the romantic date,
and limiting. These dI;lu Suggests complexity while in fact sumphifying
The words are ‘When ons are umited by the product; and by you
the totality, the pivol O set your hair at home .. - so you provide
come Lo mean. The ‘"Il‘und which these different facets of personahity
different frames \;“L‘|"y of the page is only seen by you: you unite the
supposed to mm‘"" ly. in looking at the ad. although they are
Tuesday, \Vcdnbc{.:;‘ 4 narrative - (your hair style lasts on Monday,
simultancously ; d"y' €1c.) ~throughout a week ~they are presented
Y and their overt narrative is subordinate to the imphed

whole. Note th; [
~ te !h‘.“ NO one image of the girl meets your eye: because no
M 1S "you'. You combine them.

So A27is ; ‘
ment. in cr's- another example where in receiving the advertise-
can érculch}:lng Its meaning, we become its meaning. Only we
the *whole" woman, because of our simultancous

access 1o ; arte:
thchs toall the parts; we create the whole, the only place where
at unity lives is inside us.

The multiple-identity

il type of ad is particularly relevant in

w-l;l;g:ut(? women. | have already suggested that it provides a
d stoincorporate potential criticisms, and flaws in their
own system of meaning. This applies especially to their attitude
to women, who have for so long been seen as one ‘feminine’
entity by. advertisements. The idea of *Women's lib" has filtered
into ads in that they are determined to show that their product

sqits_ not only all kinds of women, but all the kinds of women
within you.

A28: In this ‘Cachet’ advertisement the lay-out itself has been altered
from the equal-sized panels of the other split-up, divided page ad, thus
indicating individuality more convincingly. There are just the same
separated and labelled compartments for the woman's life (her
appearance, her hobby, her job) but the variation in the shape and size
of the panels in illustrating these generates the illusion of less rigidity.

Again, we create ourselves from the multiplicity of the ad: our
individuality is implied in the presentation of these different kinds of
individuality. The writing says, *"We know you don’t want to look like
the next girl’, and then shows you girls who are all doing something
‘different’ —yet the sum of these differences is a sameness.

It is not really surprising that this creation of differences
should be connected particularly with sexual roles (see section e
on Lacan); and although with the two preceding ads showing
women, they seemed liberated (i.e. you can be a career girlaswell
as a night-time beauty ‘etc.) the limitations and implications of
these roles show up more'clearly in ads where the principle is
applied to men. Thete is an ad for the Maxi car, with the

57



and the car you both need’:

an. alone,
i ant .. . rlhc man, a
¥ ecaryouwer b picture 0 :
Bz::u;’hmsc goes with & plzlbosS' the second picture
e .

impressing th ; ing. That ‘the
o pg the car with Sh_Ofc’s Cth ‘the car

cupliOﬂ.
where th

inginto hiscar .
steppingInt0 A5 L. Gillin

< him and his wi¢ 11 , combin :
shows Pup dn‘ shouldbcmlraculousn'-oﬂ that the car you
car you wan d' shows as assumpl! bolster his ego. 10
you h‘"h, nccmls (o impress his boss. ll(:l cally going 10 be in
ant——he wants. e T :
o ve h:‘s business relationships —13 -
improv

activities 1Nvo
iti the car for ac first 'y
opposition 10 . fulfilled, etc. The Irs S
chores, c:iuncsl;]z ?;J:lr d ‘you' in the situd
addressed to an.

it g—encompasses
obligation, duty, nee

h d Im. Srhacl l'nol ‘Con“l']ecnll’c’:i Wilh the dCSil'C.
an 1S plUl'd' l. 1S t

the woman, ) ;

the glamour. the man s truc wan

ts": she represents the nagging,
ity side of life. . e o
ncf:;‘s)nghs:w: another divided personality, united ag
car—

A29: This example goes a step further l‘han the Maxi rad. :)l:;;i z;:;c_n::::
o 'ﬁulsy‘. )bcl)eu l:rr:c]l‘i:;lclfl':;gi?;;x? l{orr ‘the kidsand
isvirility: the sensible, ' ) & $
:g;n ::;ogl:; ﬁnall;. the stylish, spacipus car for impressing lhf_ b:‘)sylsS
and carrying the fishing tackle. The point of these dnﬂ'cr.em sm_lg_ |oI
not simply that each demands a different _kmd of car; _lhc ridiculous
thing is, they obviously don’s, since the point of the ad is that one car
will do for all three. Again, the separation and crude !abellmg of
different aspects of life takes place only .in order to bring out the
product and prove that actually it can unite these aspects.

These car ads, together with the ‘all the women you are’ ads,
show us a very strange kind of relationship between men and
women: men who separate their family from the truly
‘masculine’ aspects of their life; women who have to
metamorphose from the practical office girl to a beauty queen
(with hair still set!) for a date with HIM; and he, no doubt, in his

‘racy, aerodynamic youthful mood’ shutting out all thou
the kids and the dog, and maybe the wif g e
The final example in this section, A30, show

9 : sat ‘split-
personality’ advertisement which Jeads to PO i

the topic of the next
» In that one half
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Skin Dynamics

Fron the L watiries
of Elzabeth Anden.

-430' The N : . .
are not altm plrl;al;ons of this typically ‘schizophrenic’ advertisement
American Ty Pparent, (F schizophrenia’, see the

con 5 or extreme *
in her kitch mercial where the same Woman seen on a split screen
room simultaneously, holds a

her living
f on the meri i
?nd recommends it s crlts.of a certa

1S split-up woman also 1
consumer: on one side sh
she says with » slight n

ynamics is that it w

ypifies the split between seller and
€ ‘recommends’ Skin Dynamics: on the other,
Ote of surprise, ‘the great thing about Skin

orks'! As though the promises made on behalf of
the product by the advertiser, and its rep

consumer, were inherently separated. As

bnc!gmg of the two with the one biochemist/woman model (what is she
during the working day, androgenous?)isan interesting use of the *split
personality’ genre in advertising,

It 1s the split itself that makes these meanings (described above)
possible: each half of her is a symbol in relation to the other half.
Dllfcl_'cm images of a single woman are here made to perform the same
function as the opposition between Catherine Dencuve and Margaux

Hemingway, in the two ads A8 and A9. They had a significance in
relation to each other: and in order for this one woman to have
significance, she must be divided. so that she can signify a biochemist
(2s opposed to a woman) and a woman (as opposed to a biochemist).
This is a very clear demonstration that differences are essential to
signification. One thing cannot mean in itself: it has to be in relation to
others, and a completely unified entity cannot mean in relation to itself.
The importance of systems of difference berween people and things has
been the starting point of this whole discussion (cf. Chapter 1); such
differences can generate a meaning to a third party, ourselves. But since
differentiation is necessary for any signification. it is obvious that for
one thing or person to have significance to itself, it must be divided.
Thus with this woman, each half depends for its meaning on what the
other is not. Being a woman means non-biochemistness, and vice versa.

However, despite this division, and the fact that we actually see two
*different’ women on the page. we identify them as one: we know that
they are both ‘her’, a single person. Now, we do not .wc_her as uniﬁeq.
spatially: we see her as divided; therefore our perception lh;ﬂ she is
indeed ‘the same’ is one that exists on the level of imagination. Hcr
unity is not a visual, but an imaginary fucfl. That a spatial separation
should be mentally gmspcgi as an “actual’ unity d;spltc the mutually
signifying status of ils. two sides, is a paradox that will be explored more
fully in the next section.



(¢) Advertning

The ’.\!irrm'-l’lm.u'

And

o how the work ol advertisin, Cop;
ve shown o “currency” which itself rod ™l |

Ceiens ) <3 =22 ug. by
ol ;'is founded in real monetary " ey T
nd it

| ha ‘
achange . 2
:gltal(ions. a , of products, lhrm‘ngh -‘Ihc"r exchang, “l:‘l’*:ls
differentiatiol «ented simultaneously in- the ad,
of value repre .nd appellation of concrete i
differentiation .ccss located among the I, g
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aratuses (56 lp'rorm there is @ subject 1o p, Clan;)l*
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communication. 4 position 10 compare itself to Other Coh%i
cgo‘oncll!m.xsln ¢ guncss."‘“ system of diﬂ’erCncce ¥y
an implicit 00"')i'mcd out that difference g s. I .
already been l,’on is defined by what it is not, [y , <"
signification: & Sltg also point to an Other, the referen,  + Ok,
sign aw"'"'mus't ‘means. The subject may indeed be I?hih,
not, but WZ'F§e;enl subjective possibilities to be Unitef'-“"'
gestalt 0:5 i:1 the previous section: but it was shoyy lherle lh
hrgdsx:icltl.presupposes a coherent self, a subject —, gy
. oses the desire for such a self. . 1
Prc&‘:‘l"ﬁ’ the advertisement clearly does is thus 1 ; iy
,eprcsgm to us, the object of desire. Since that Object jg 'h?s:e;
this means that, while ensnaring/creating the subjeq throgy
his or her exchange ?f signs, !hcradvertlsement S actyy),
feeding off that subject’s own desire for coherence ang Meanjy
in him or her self. This is as it were the supply pf POwer {
drives the whole ad motor, and must be recognised ag Such
Yet unless we are to suppose that everyone, everywher ;
born with this same desire for both cohcrg:nce anq ln_diViduam
(and the importance attached to thesg things varies in differey
societies so they cannot be taken as ume[ess and universg])
have to turn around and look bac'k Into society anq it
signification for the conditions producing such an emphasis oy
the Self. 1 am not denying its real existence: but it 1S importantyo
examine the way it is produced because this must be inextricably
connected with the way it is re-produced in advertising,
The above definition of signification—a system of differences,
inwhich each sign also points to an Other, its Referent, i clearly
analogous to the system of Differences which is society, in which
we are each a sign of ourselves: as Lévi-Strauss says, we haw

each become our own ‘totem’. Thus the signifying practices of

society are Inextricably bound up with what we are—who vt
are. [ am settin

g out this context for the discussion to followir
order to emphasise its e€xtreme relevance to advertising. | an

BOINg to use certain tools’ from Jacques Lacan, ‘because |
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cology as it reproduces itself in advertisements.

Lacan’s psy :
- choanalytic t is i :
consciousne ytic theory is important because it sees

§S as created and not inherent: the subject is
f’%rvr?:\?s.l;‘ortemrz' The idea of a creation of ‘consciousness’ is
Dictionar defe' 1o ideological processes. See the Oxford
Althusser‘); deléllt.lc'm of the subject as a ‘conscious self*: with
constibied s I;Imon of ldCOlOg)f as constitutive of : and
s nycct c Ci}lleggry of Subject, this makes ‘conscious-
ideology ma ;isa‘" y l‘dcolo‘gnca!. This is not pejorative:
teans y good’ or ‘bad’. But we must undo its
£ .paren.cy before we can even begin to decide what we think
OA ltl:\’utsl;:n it may show its colpurs like a ‘magic painl'ing_book‘.
oo ‘l'lsaYS that our readz.ng of Freud as revoluuon_lsed by
listen” allows us to see that ‘the “‘meaning™ of speaking a'nd
Ing reveals beneath the innocence of speech and hearing
tl}e culpable depth of a second, guite different discourse, the
discourse of the unconscious.” As the analysis of the tyre ad Al
makes clear, this is similar to the strategy of this book: a
.dnsmant'lmg of the ad to reveal how it speaks in the apparently
neutral’ realm of the signifier. I do not intend to get entangled in
a discussion of the ‘unconscious’ since it can only be known
through its symbolic manifestations, and anyway, once known,
it is no longer unconscious. That is why some of Lacan’s terms
are more helpful than the traditional ones of ‘conscious’ and
‘unconscious’. He uses the terms /maginary and Symbolic to
describe realms of sameness (a kind of total internality) and
difference (= signification).

The axis of the Imaginary and the Symbolic is the ‘mirror-
phase’. The theory of the mirror-phase was developed from
observations of children in front of mirrors. At first the child is
simply an unformed ‘hommelette’ (as Lacan calls it): flowing in
all directions, as it were, he is neither physically co-ordinated
nor able to perceive himself; at this stage there is no clear
boundary between the child's self and the surrounding world.
This primary realm of sameness, before the ‘disengagement of
the ego from the general mass of sensations'? is that of the
Imaginary.

When the child is confronted by his image in a mirror, there is
a process in which he recognises himself—it ‘really is" him. The
‘really is'—the perception that the image is himself—means that
this process of self-appellation is not like appellation in the
sense previously used, since the child still feels ar one withwhat is

'Louis Althusser, Reading Capital, New Left Books, 1970, p. 16.
2Freud. Civilisation and Its Discontents, Hogarth Press, 1975, p. 4.
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; the image as a yp;

¢ status of the : iy, ., .

he chhild‘s as yetundifierentiated sejy, m;.. Ettay

: tc d as another. The child is aware of his o::sih«l nlﬂ

A 24 I H - 3 M.

- gion and his inability to see hlmse!f.m at Oncn lagy '»\

co-ordind alises that the person in the mirror P p and:
)

although he l":himsz:lf since it has a unity he lackg So M. it it

dl.'l].&'n"gcr(r)?'t:s corporeal unity. the child is requjre, ;oaccd “:y,
anima .

. acan calls this a * Plagy
.o separation. Lacan ca . Prototyy,:

: "‘“S‘ﬂr"c‘» t;'i[‘:‘s' since the placc' of the imagey. (the for t
worl on)is that of an object. That the image of b totaf."
reflectio is. provides the subject with the permanen, Capagy
this St;-m;clf in a similar rglatlon 1o an object; (hig ca ac‘,‘hg
lace. d by the forms of ideology. =
exploit the child is still bound up wiyp, anj

Imaginary the child : W

h-,::;etl'}cin a unified p(_)smon.. the d']l!::j and‘hns image f::gpq
i 4 *object’, are not differentiated. This fictiong| oty

an ' bieey

eal-Ego is formed by the imaginary ... » Mhicy
e c?)“si::‘ icl:ection% Their ’“"it.y s asort of 'gpcg? lu;w
the eg?he);ma ged-1 is separate spatially from the child. d“' .
S'"ce-nevitably be an imaginary one: to consider th, h
n;‘us;;me must by definition be imaginary. But in gy %
lheasc there is also an 'apprcntlceshlp. to language‘ it :'°f'
pc ration of the self creates the potential for Signification o
e porantpont 1o amphass hee s he ol
» = ry for the construction of the subject in la'{gua _
Symbolicisaconstruct of differences in that the sign isno
collapsed with its referent:’the child Is split from his i ;

To summarise: the child’s relation to his Mirror.i
involves two contradictory perceptions. Ong is that he anq the
image are the same; on the leve! of the Imaginary the barr; &
the mirror is broken and there is a flow of identity beiwee, the
child's self, and its representation, the image of the self This
imaginary unity is the /deal-Ego. But paradoxically, for the
image to represent the ‘unified’ self, it must be split from the self:
because a sign must signify something, and for the image 1o
‘mean’ him, it inevitably cannot be him. So two areas g
constituted: that in which sameness exists, the Imaginary; and
that in which difference exists, that of the Symbolic.

But the existence of an ‘Imaged-I" simply creates the potential
for the Symbolic: which is a very suggestive idea in relation to
advertising. The mirror image could be seen as an empty
signifier of the self; because of its distance yet similarity it offers
the form of a sign, but a hollow sign with no content. It can
represent the child, but until he himself is differentiated from
others, it cannot represent him in terms of a social identity, 2
‘social-I'. He does not yet have one, to he represented. Thus the

al. But 1




MIrror img

ldentily. bllgleat:‘ z:{;‘cmflc 4 polential signification of the child's

SYmbol can haye 'S stage his identity itself is not defined. the

capacity for the | "'0_ ifferential meaning. There is still the

€ access o “:“dglnary unity of image and child.

Sexual difference le -S)'"',”"/"“ is afforded by the recognition of

social-1" is f0rmédl-'s-"!'5 which creates the ‘social-I' Once the

'ldeal-Ego', bey itis 'mpossible to return 1o the old, unified

and this s d s se the mirror Image now reflects the Social-1
ymbolic representation. The image has solidified,

taken shape, pec
« because the child i ; -
out from what he is noy_ ’lc‘:“d o is has been., as it were, cut

AR 5 € mirror image now has a particul:
meany . : g as a particular
ith !Nginrelation 1o the child. and s0 he can never again merge
It completely. It me

i : : ans himself, to him.
imself, in relation to others. .. And Je. wicans

Bk Egz:‘hzrg::e':idai:y‘bthcen the Imaginary and the Symbolic
fictional totality of '; impossible to return. But though the
haunted by itsyh t Llld.eal-Ego Is broken, the subject is
implies the se tg ost. Lacan calls l.hlS the .Ego-ldeal.. which
Drhdicat estoration of a previous unity but with the
fo al aim of keeping the new, social identity and that
.ormer unity. The desire to become reunited with his mirror
image once the subject has entered the realm of language, the
Symbolic, isa desire that can never be fulfilled since the image is
now a symbolic representation and as such, irreconcilable with
1ts l:ef_erex!l, Sc_) the *Ego-Ideal’, the idea of the unified ego after
sos:lallsa_uon. Is a sign, an echo, of the actual Ideal-Ego which
existed in the pre-linguistic Imaginary. The unity which we
desire with a symbolised self. is by definition only possible in the
world of the Imaginary, which cannot be restored precisely
because the self is symbolised. Thus the desire for the Ego-ldeal
can never be fulfilled and involves the vain invocation on the
Imaginary state.

It is precisely here that ideology, as a system of repre-
sentations which also invites identification, can and does
intervene. It was an image—(according to Lacan, a mirror-
image) that first made us aware of ourselves as separate from
others. But in signifying us in this way, it also became split from
us because of the inevitable sign/referent relationship between
image/self. I do not believe that the mirror image is itself crucial:
there are many ways of learning to see oneself besides through
the looking glass. | prefer to use the idea of *mirror phase’ as a
metaphor, a shorthand for all social and external reflection of
the self. ) . o

For Lacan says that the ego is copstnuted. in its forms and
energy. when the subject ‘fastens hlmsclf to an image wlpch
alienates him from himself so that the ego is ‘forever irreducible
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e 1 Clearly thisisvery similar g
to his l!v;: 'd\::::g offers us an image of ourselw,sl :‘hf“’“ﬁ\,
advertis! G-U( never achieve. The idea of a ‘mirpq, l“"fn;'

ial unity of the self. but at a spatial distance ffo:aﬂe""e-,
sPa‘,"; cady been introduced in the previous sectigp ht ,
has already section . the peculiarly isolated Positiq ave%

amined In . :
f*‘"?\',::'r_spacc' laid out for the subject in frop, of“ Of i
ro rding to Lacan °... . the mirror phase is a dram, "M of
Q:cn(:.lfacturcs for the subject, caplive to the [y, - Wiy

the succession of phantasies from q f, . Pty
body-image 10 4 form of its IotaI‘:.I:v...’S it lea dsg.'m"di
assumption, finally. of the armour of an alienating ;. i |

Advertisements alienate our identity in constituting ,, aly.l :
of the objects in an exchange th.at We MUSL Oursejye, ":aom
thereby appropriating from us, animage which gives yg bacj ke,
own ‘value’. In the No. 6 ad, A22, you give the proq ‘O
image/value (because it 15 people like you who smoj, it) a“‘
then in buying the product you receive this image bacy_ l:d
alienation takes place via the product. However, the iy

the No. 6 picture are also giving the product its valucj;? Pl

e eay;
itsimage, ‘signi A,

identification,

fying'it, and also using it. Therefore we a6 i
<ame relation to the product as they are; it becomes the ‘minlht.
axis which unites them and us, altl‘lough we are Spatia;r
separate. Similarly, we are a Babe', and so is Marga u{
Hemingway (A9). But since ‘they', or she, are in the ad, thigjg
identification which takes place across spatial distance, | z4
Catherine Deneuve's eyeline is aligned with ours, and this s true
of most ads, where a face stares back at us with a gaze thay
merges with our own. In the. ‘gestglt‘ ad A27, however, the
eyelines are all haywire; the point tgcmg, thqt the total subjecjs
off-stage, absent. Here, the spatial identification involves ,
gestalt process: the totalisation of a ‘fragmented body-image
while with the single figure, in ads, our position is analogous 1,
looking in a mirror, and seeing one already unified being. I |
other words, in the ‘Divisions’ ads, we are as it were looking our '
of a mirror, in that we provide the absent unity for a disjointed
person; we are the total image, or would like to be. But with
Catherine Deneuve or Margaux Hemingway, we are given a
single representation whose relation to ourselves can be clarified
by the use of the ‘mirror-phase’ idea, with the categories
necessarily incorporated in it, the irreconcilable ‘Imaginary’ and
‘Symbolic’.

“The Mirror Phase’, New Left Review No. 51.
%ibid.



For adveryis; §
system wit;g\'s::es ;s g "?°°,'°8i¢8| apparatus, as a signifying
is place in the {mbqlm‘ Is able to represent 10 the subject
relationship 1oy maginary. Ads set up, in your active
i"‘Possibly uniﬁc(;l rds them, the fictional creation of an
of yourseif aimeq self an‘Ego-Ideal’. They show you a symbol
can become ‘r::e to ama'cl your desire; they suggest that you
merging with a ” ;:rsop In the picture before you. But this
desire for it js xior e ufied"image of yourself is impossible: the
Symbolic. [y imPlY 8 channelling of the desire for the pre-

€. Imaginary Ideal-Ego. It is important to remember

. ! completely be returned to the mirror as it
‘s”;sf:;-':lggg _tfc; understand an advertisement is to comprehend a
tiierences that is of the Symbolic order. What the ad
the position of the subject, and to
him. It disguises its symbolic nature
h the sign, a unity which can only be
denial of the Symbolic. Yet the
sign and referent (the ideological
ssed in Chapter 3)—and of subject and
less than the absolute accession 1o the
a symbolic system which appropriates
and apparently represents, the Imaginary: therefore embodying
the inherent contradiction of the mirror-phase. An advertise-
ment dangles before us an image of an Other; but invites us to
become the Same: capitalising on our regressive tendency
towards the Imaginary unity of the Ego-Ideal. In offering us
symbols as the objects of unity they ensnare us in a quest for the
impossible.

In previous chapters the conflation of sign and referent was
revealed in ads where Happiness was a cigar called Hamlet. But
where the sign and its referent are the *mirror’ image and its
subject (the self) this means that the gulf between the person
looking at the ad and the other in the ad is effaced. What lies at
the root of this process of the Symbolic, that drives to efface
itself, is desire. Desire is directed both at the symbol and at unity
with the symbol: thus it does not recognise the boundary
between Imaginary and Symbolic. It blindly strives after the
unattainable, constantly replenished because never fulfilled.

Similarly, in the ad, the sign never is the referent, the picture is
not what it represents—but this is not acknowledged by desire.
The function of this in the ad is to make up a fundamental
imbalance: between one sign and another; between the signified
other and the self. It is precisely desire that traverses this space
and makes up a lack. We want to merge with, to be a part of,
something that signifies us only through its separation from us:
if Catherine was Heathcliff (see Chapter 1) they wouldnt mean

can do is to misrepresent
misrepresent its relation to
in oﬂtenng YOu a unity wit
Imaginary, and hence a
collapsing into unity of
function of this is discu
image, means nothing
symbolic. So ads form
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by itsell @8
¢ same time 1S

somucht -

spween ¢
that gap between SEC L0
Christian MetZ puts l'hmc. e aer he
+ . desire 15 Very .quuzk.ly rg : W sialid
apparent extinction. 1t is 4 and ol h . ‘
desire ... the Jack iswhat ies d.CS.ll'C. il
ulwayscurcful to leave gap s it et
pursues an imaginary obje 4 is abways
object, an "bj"f'} whic

desired as such.
. +ol 4 ‘Lacanian

e Wi culiar explicitness & ¢
. is ad represents with pee oal ani awide open or
;:l-’lll';lig: :s;‘wcialll; in the fact thatatis for‘lm\cl. .;: :::m 5
xlpp}oprianlion in terms of traversing lhc. dm?:ficlhe oat' Sel.
‘real )ou'~ucwully going off, spatially. to 1‘ e yourself'." The
The first sentence is a question: 'WI}cn “.crl?o)noil;' . Jake the care.

. g : 1
ad being for rravel. the rerminus for this ques hat oith

You're free 10 enjoy yoursell. The primary Sc"it:ﬁ ?I?cmf‘r .::n et i
Thomson Holidays you ¢d

n be free and happy. _ ork
which this is inserted is more central. Thomson Hoh;iuys I‘ijg-‘i ;g‘s’t
make you happy. they lead you to your ‘good old- c'hlrpy.

living self". If you “hreak our® with a Thomson Holiday.

you'll *hardly
recognise yourself".Clearly. travel has departed from real holidays and
| ) he Ego. ‘tightening

st object) which
. been lost @n

has come to occupy the space between t Ing IS belt and
finding it dilﬁcu‘l)t) 1o grc;uhc'. and the ‘Ego-ldeal’. }"P"CW"‘ed
implicitly as what you really are. Travel here is the regression from the
social-l to the Imaginary: notice that, €.g. ‘baby patrollers’ are
available to remove what places you in a social relation. Travel
decomposes the difference of Nice and Jerusalem: it forms them not as
a chain in the Symbolic, which is what they are (in this context) but as
imaginary possibilities for the €go, traversed by Thomson Holidays.
Between the frightened self, waiting, apparently, ‘for something nasty
but not quite identifiable to happen’, and the alienated-to-be-
rediscovered self, ‘something inside you screaming to get out’, lies an
exchange accomplished by a travel agent.

Every image that accompanies these words presents ‘others’
(collapsed into ourselves since the gap between the two is the travel that
we may purchase), locked in a moment of stasis: eating, swimming
dancing, looking: the final image shows a woman observing somclhiné
behind what looks like a sheet. She is probably about to purchase what
is the qucct of her gaze. She has recognised something, just as we ma
recognise ourselves in travelling between our suffocating self and hy
;r:::;licgllhkql awaits t:‘s ina Thomson Holiday. Behind lhgc backsnol' :hg

walking into the sun in the final image we may find our selves i
an undiferentiated placewhere ‘e sfor liing". Thistautology reveals

the spurio Sk
'truePsclf, us nature of the whole regressive journey, the ‘fin ding’ of the

'Screen, Summer 1975.
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BEAUTY MASK by ANNE FRENCH
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The *objecy which
context, a perfec
While simy|

the next
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ys been lost® (see above) is, in l:::
ion of oneself. That the mirror offcrsl t -
Separating yoy from it is shown clearly
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ile A32 showed your e ogic :
b)'\t\;\'::nirror. the next ad‘i A33.rs|;z;‘n5 ::ay gclually be set in
. ; p ‘ou
s separation; you and ¥0 ved fr
lhlsﬂ?:tp Your body surface has been rf:gn' T bt A33.80
come 'r' fencp i'm\'u'ap':rfm:"Smm%''on.mn's eyeline is
gg:nn:;'olo‘gou. Note that in both adsht";:!:k I on like your
ith y __she stares Straig 3

matched with yours she s
own reflection. N
down' shows thatit s
If between you and the

A33: Here, the idea that your skin can “let you
bout your skin and

seen as separate from ‘you'. Again, there jsagu

woman pictured, since you are supposcdly worm‘d :cnlly y e ik
whether it will let you down, while she has appa

- at it. She looks
Notice that she holds a mirror, but doces nl?thlor?l?r::r-':c Sersiler vy
directly out at the spccmtor:sourcmnquuso the e s
but since its back is 10 us, W¢ substitute for 1t t

between ‘her” and ‘us’.
o ‘mirror’ ads are directed

i incidence that these tw
kg s he parts of you that

at vour face and skin. These are (i )
ma:ufacturcrs literally do appropriate, in that their .prod.ucts
may coat you with their thin masking layer ?f chcmlc?ls. thf.
surface you se¢ in the mirror may well be ‘theirs’, and not “yours.
k" by Anne French. In the mirror, your

A32was for ‘Beauty Mas.
external appearance, your face, already has the status of an

object; so it can easily become an object that is the property of
the manufacturers—but one held up as purchasable. Thus our
faces, having already been removed from us (you cannot see
your own face) by the mirror, can be taken over completely, as
the only time our face ever appears to us completely is at a
distance, as an image; and in the following ads our face
becomes, not part of us, the consumer, but the product:
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A35

and is so]q back 1o US, 10 recreae Ourselves, [y js implied that we
€an recreate 4 unity with o
always Other

Ur appropriated image; our face is
 the mirr Or, yetis ours, go why should not these
faces become ‘ours'?
A34: Th
aces’ sh

¢ face as pary of a collection: ‘The Coty collection of great
OWs that it jg Owned by someone else. It is given the status of :
work of art: i, other words an object, Iy becomes a thing, to be classe
with others of its kind,

not linked with a person or a body.

A35: Asin A4, e face s seen here s anart object. The photograph is
lextured

10 resemble 4 oil Painting, But here, the object-like nature of
the whole face means that bits of jt bec

omes objects, too: ‘the hand-
painted moutk’,

around it remains j

g . a
dentical. This shows that it is mercg zt!, :lgr:sn!liyyes
thing for the eye colour to work on. Npte also that l}?:rc a( o Facers
here do not look into yours: they look just past you, R

iect-li en linked to
the Eyesare at their most detached, most object-like, not ev
us by a meceting gaze,
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. ave been ¢ Most objec v
Since parts of you h ot back these los :ls are parts': @
advertisements, in order tO& If out of you :
i)uy them and recreat¢ yourse an ad for men
sort of ‘Identikil’. There .1Sh ;‘hows
g i cscallm:i)’rs :«? ltchen a total oul

¢ lives you lead ar wit—is precisely

?ll-liflel;lyk Kil?- This—a Lifestyle 1:: Eim"fgpcf we create ol'l{;?l‘;isz;

ing products with certaift *0 e e o o g future. THISIS
gfxrl;?c?:g:;ﬁg our qualities, even our'!);liz::nis important 10
very existentialist concepl: CEXI: " of modern life with a
idezlo y because it endows the ahenatlo? his early life, ‘1 never
philosgphical inevitability. Sartre says 0 :m d gift'.! What he
stopped creating myself: I was bomﬁlwﬂp is one of the most
describes here as a part of his growing .. Weare both

QST advertisi d consumerism.
alienating aspects of advertising an y the product, yet W

product and consumer; We consume, bu s reations,
are the product. Thus our lives pecome.o s rtehied.
through buying; an identikit of different |magt- e g
created by different products. We become the artis

the face, the eyes, the life-style.

437+ The kind of self-artistry implied by this ad is startling. "Your hﬁ;
together' is a creation, a made thing; like an artistic creation 0
literature, it can be ‘set to music’. This phrase is very revealing; it shows
the people’s life as a kind of movie always on d1§play to which t_he
records provide the soundtrack. Thereis also a terrible note‘ of ﬁpalny
in these two sentences. *You've got your life together'—that’s finished,
completed. It will not change. The next step, equally static and final,
since it is only a parallel to the first, is to ‘set it to music’.

Setting a ready-made life to music presents life itself as a
purchasable artifact.

Jean-Paul Sartre, Words.
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CHAPTER THREE
« DECIPHERING:
& F JERMENEUTICS

Hermeneutics

. SO far as it
Something behind : 1 suggests there is
ing it "8 dehind it, Prevents us from consider.

B 1L as a surface * eer

irici ASide” it. (In a way, Platon

Piricism qre closely linkeq 4 way. Platonism and

» 3 0, oSt v 0 . .
eyvond and \n objects, respectivell:'l.’) ves: they find a “trurh

section p. 91). In coding the materi
way, gds produce a univer

work out a ‘solution’: one wh
Guinness joke or pun. As Lévi-
world for the tribal mind is brist]
This semantic universe provided

a symbolic system: one that
‘Natural'.

€re we must ‘get’ the latest
Strauss describes, the natural
ing with signs to be deciphered.
by nature is now supplanted by

is invested with the status
I have already shown how ideology represents the
subject (it forms and locates him) in a situation of
freedom—one of the corner-stones of Liberal Democracy. It
will become clear that in advertising the exclusion of products,
people or language, as opposed to their customary plenitude,
works to give the subject the impression that he is ‘free’ to
produce a meaning for himself. The reasons why this
‘production’ is actually consumption, have already been
implicated—freedom remains a position given you by the
advertisement.

'In Afterimage No. 5, Spring 1974, p. 27.
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'h%' ad m: : dé"i"c our knowledge of what to pu; in the Lig ,,%
this that we ample 1o illustrate how the ad Prepare, p. Thl,

is simply am EXAMIRE i B i b1
:uidcs us Lo participate f(cul) inits mCdn'ng'“hCIhcr b ;,‘"d
- ||ln!

oS y "getting’ jokes.
Jb:;::;‘ :;"a::'d jikcs are not fundamentally differen, 3
of advertising. Freud quotes ThC(‘x.ior Lipps on Jokes: - Alypy,
at it has to say. not always in few words, by, in . Joke
words— thatis.in words that are insufficient by strict o i:u fo
common modes of thought and .spee.cl.L It may evep, actyy] Ty
what it has 1o say by not saying it."" Thus jokes jp 1%
absence: what is absent is meaning. We must break lhro €
it: a joke appears absurd until we have penetrated (o its nor 0
to what is behind its condensed and flawed surface, | ing’
condensation. one of the essential features of a joke. ;- Ndeqy
involves absence. that of the “full’ meaning ;hne‘"?bl.\
< an al ¢ . ¥ . ¢ |h
condensed. And an actual absence in an ad. asin 4 verba| ingy
(like crossword clues) always implies that something ggy .
there, in other words that something is mean;. SHould pe
Therefore jokes and puzzles, humour and understatemep;
ads, are cases of a}dvertising where certain gaps. and mbl'lm
references to what is missing, put usin a position of a¢ oblj
absent meaning that may be reached through the ad CAC::‘oan
said, all ads are signs: but this particular kind of ad gives uls\:\h:

impression that we can actually grasp the
ad itself. By being such obvious Signg referent through

Sinee
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- C hc B ¢
Psychic prog bch.'“d It We havc":c:nc: lC pursuit of the
sion €Sses are involy d; n how

X Sences - . ,
OPportunity o, cz"d P“‘{'CS In adsis that
unconsciouys py. o [

1, l'mdmg

Systems of signify
both semiolo

8Y and ps

psychi
decoding' ads).

chol © processes (which is why
these {w ology are valuable in the work of
OmMe Signs, part of an excs . Merge where we ourselves

» functions ideologically in*signifying’
thq Subject. A crucial part of this is the ad's guilt}n confealynergl
of it, by referring to a ‘reality’ or ‘meaning’ behind its surface:
the mask ‘conceals nothing but itself .

In pointing to something concealed, or leaving absences in
which this something may be revealed, ads of this sort, although

sometimes appearing ‘opaque’ (needing to be deciphered) are
aiming at total transparency: they are pretending to have a 1:1
relationship with their ‘meaning’, i.e. between signifier and
signified. This denies all the complex workings of the signifier so
far investigated: because if the signifier leads directly to the
signified it becomes nothing but a window, a self-effacing route
to the signified. The idea of ‘meaning’ as behind symbols and
forms, directly represented by them, was rejpcth at the very
beginning of Part One. But all the types of ad in this chapter re-
introduce this idea. Although ads invqlv.m‘g absence, puns, and
calligraphy may seem very diﬂ'eren}. it is important to see the
connection in their shared, underlying assumption that thg ad’s
sign system leads directly to a meaningful reality. It simply
represents what is ‘already’ there. This denies that the ad creates
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“Ofkh"n.\uu B t lh' d., |"'“h
anything. ©f . ads do. But the dey 0 “hy,
have already st"', Leanings s Pre-existing ang &tcc“lm\ :
$ . 'm‘monul. ol n inwhich we seem 1o be c“"\lg"
P tal to the ideology 1! *h has order and rr“ta b
= Mw':l -}sland aworld which o (dr o and mean, -5%‘
able 10 urL “ ures the fact that this f)rdcf and ‘megp;, -a"‘u
in turn 7% mined by ideology. and are noy Aty o
coune. £ e world. But when Hgn F"t"',‘“ beyong ey ¢
“already "“l o reproduce @ system of things ;g 0 Belf
- tu)\c an external nulhqnly for its form. Ally c‘_"'. "
. r Jead us to feel weare interpreting realjyy thay :::"‘
lhnschi:ipt; refer to reality in a QIrecl and noy 4 d th
really %i The catch is that signs in ads do, of coy, -rchl“’
rclauclqulbr ‘:'cal things are represented: lifted frop, 1 m-.h’
s -Tel"ltl f)f our lives. But these are Se/l l-lp 1‘5 b Symb9|ic ‘)'sl:L
e IhydOCS not represent the real place of these things ;™
‘Y'h'c . -placed.given a new position ldeologica“. Oy
lives: they arere-p: As | have said before Y- Mage
“mean’ something new. As 1 have » Producy .
10D med, but thisis concealed. Idegjq,, -

ade. as well as consu . S : Ogy is

i tation of imaginary relationships between real g
'ez“’.sc':h ese "hermeneutic’ ads we discover mMeanings s
and mc they involve real things, seem to be real Meanings 1.
_beczus ideology is so hard to pin down or unravel: .
::So:lvstintly re-interprets while only clalm.l ngtore-presen; Tealiy,
And in the sign’s setting itself up as a simple TEpresentatiop o
‘reality’, it contributes to ideology’s claim to transparency 44
‘obviousness'.

appe

181

Since this chapter ends the first half of the book, | i“lcndlo '

reiterate some of the ways in which it follows on from the ;

of the previous chapters, and to show how these apply 1o th
three sections of this one; absence, language, calligraphy
Chapters | and 2 give an indication of what is concealed in g
this chapter is an examination of how it is concealed.

The use of absence and the idea of ‘interpretation’ in ads hag
been shown to have an ideological function, in that ideoloe
consists of the creation of concrete ‘subjects’ acting “freely’ Iy
Chapter 2 we saw how our involvement in ads both constitutes
us as subjects, and involves us, as ‘free’ subjects, in the perpetul
reproduction of the ideology which ‘appellated’ us as subjectsin
the first place. Our brief exploration of the field of
psychoanalysis showed how the process of becoming a subject
coincides with the entry into the world of language, to the
Symbolic: since becoming a subject entails a differentiation
between the self and others, and this differentiation is also what
makes signification possible (see Chapter 1), Language is always
a system of differences. So is social identity. Lacan's work has
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4 ifferen
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pPertinent i W a subject is cr, i 4

is also deﬁ(:l::get:dea of filling an absence inzz:il:(s’i:\sc: :‘Cdl’lgu\:cw
around it (see y 9whal IL1s not, by the contingency :raob .:;c;
invited 1o inser our:t?ISc:lisot adl:' o tuch i wé' =
€nact our entry i o4 A ‘cut-out’ § ace; an -
us, the absentfytliz l(: tt!l ¢ Symbolic. The ‘hins‘; in the :dt:i;snirfy
18 a classical f(’)rm i’)f itk Whatis not there, the spectator. This
replacing what hl'epresema(.on: a sign is something present
produces a Synlisbglisem' In ads the play of absence/presence

Cw :

Spectator is formed in re?;tl::): th erehWh'at oo by e
indicated by the things in the ad eoioey oLl placc s

; - Weare positioned both i .
filling an ab_sencg. and in relation ‘t)o the ad, by dec’i';:::r?:g tl,(y
The ideological illusion of freedom is seen in advertisements’
.holdln.g out the possibility of being interpreted: we can
consciously’ work in ‘producing’ a meaning. But this is finally
the same process as with Catherine Deneuve and Chanel: we
make an exchange between w

exC/ ween what is present and what is absent,
between signifier and signified. This ‘interpretation’ is consumed
rather than produced—we do

0 not produce a genuine ‘meaning’
but consume a predetermined ‘solution’; since, as already
shown, the process is bounded by the ad itself.

But the ‘Symbolic’, the difference that makes signification
possible, is always disguised in ads by imaginary samenesses. In
an exchange of present for absent, of sign for meaning, ads
presuppose an identity of the two—that they are the same. In all
the following ads, the relationship between what is absent and
what is present is articulated in terms of symmetry: the signifier
is a symmetrical reproduction of the signified. This symmetry
can mean that the signifiers may totally ‘stand for' the
signified—which is absent but perfectly indicated by what is
present: as with the ads in the first section below. This absence,
which implies an insertion of the signified, is only an inverted
form of the second kind of ad shown, where the signifier is so
transparent as to be obliterated by the signified, which we get
through to directly. In other words, where signifier and signified
occupy a 1:1 relationship of replacement, either one may be
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" ., v 'rc rcSLn ooz iy lcr. Bul . A

e M‘h?m}f |g’ns (r:nc and two of this ‘,'-‘ ?[?iﬁt‘l’ and signified
chamclcnsgsclt." relationship is that the SI e sign with the
O d in :;n attempt 1o Conapscm'll\'in},'i signs and
m?y b‘i nl\crl%c this is seen in calllgfap'h)“ le. however, of the
:;'::snth:: ?amg ll‘i% only an c.vurcmcdcx*"!:),‘-3 l.hc things they
dency in ads to make signs 'do ity that sup-
in ads to make SIig % reality t
:zmli:cncciin\'csling their significance ““‘l:h?ngs' are stolen and

l:‘:nts our own reality, from which these .
made i ien symbols. said in this

made into alien sym Il that has been

A38 is an excellent example of a n systems scem 10 refer tg

introduction. By making ads as Slgd Y tural (see Chapters

ity, they appear ‘transparent’ an -
::1?5);: we);ar: 'I::d through them to the Real Wo

ted by the oth

shsey something, to
A35: This ad invites our participation—we ?a\fz;::.d"lzhe ad is relying
become involved: it is like a children’s game ql 5|ustralcs the point that
on our conscious action in its meaning. Thus1 e auit-oi he
we are constituted as free and active: we do not fav e wewit
screen; if we do participate, we thggse to dokso. Furthermore,
or ourselves how the product works. ;

thi?/l:: \fvc are invited to do, is to fill an absence: we are to Pro‘g'gel‘:
content ‘behind’ the empty screen. This content is the real world. ¢
seems to have an existence of its own. Yet it is bound_cd by the fre_lm_c od
the TV: its significance is predetermined by the ad, it becomes limite
to the ad's terms. So the world ‘behind’ the picture, with which we are
invited to fill the screen, becomes in fact only a symbol, used to signify
the product, to represent Sony's TV picture. Yet it also implies that the
ad is representing a reality, ) .

This ad makes ‘filling an absence' into a game: it thus links the ideas
of the first and second sections to follow. The absence seems to be filled
atrandom, by our choice, yet is in fact limited by the presence of the TV
around it; it is always the presence which provides the significance of
the absence. This ad also illustrates theattempt to break through or by-
pass the signifier and see straight to the signified, behind it: or rather, it
mistakes the signified for the referent, since what it signifies is a kind of
TV picture, but the gap for the ‘referent’ of the
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- 1 € Importance of this is that
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ggested above, advertisements
Pect of themse

Ives from

hidden’ meaning. So this en.tai.ls:)
reversal of the ad’s slipping into you: you are |_nvu?dd_lo :\l,le':;?of
it, to enter ifs space, drawn in to participate in a ‘disc
meaning.

3 : : invited to
One of the most obvious ways in wlt:;ch yi(:,u:l:e:meneutic
enter the ad is by filling an absencc_- ho?"t does not reside in
: meaning is always ‘absent’, in t NF s s hannels:
universe, : hrough their (limited) cha
things, but must be interpreted thro ‘behind’ them. Therefore
it is found in the imaginary space Iways absent from the
ing' in the hermeneutic sense is alway g ry.
‘meaning’ in the A decipherment is necessa
bject to be deciphered: that is why decip ing, supposedly the
o rse, the catch is that this mean .g.a nature; yet it
Ol{ir‘r::;ltle reality, is in fact of l10 t?“t)l’xs"::ger;ig to that of the
u ] ) . sta ” 2
: ntologica toitsexistence.
is endowed with an o in fact our only clue .
Vs hicharein that asks to
concrete sngnlﬁc{SWl bsent from a system keon
: . 0 aysa S€ . . et surface take o
So ‘meaning’ Is alw in the signifying ust
. efore absences ing; (cf. A38); they m
declphered.Thef_ " to the meaning; (cf. A33 if, though
‘windows ‘signified’ reveals itse o
the nature of as where the ‘signified the signified by
inevitably be ‘hbove sy his is actually a masking of ‘imaged-I'in
as suggested above, { 'lrsror phase’, for example, dt‘;e mirror; but
the ‘'mi 2 2 ing in o
the re[erent.'lﬂifms the 'I', the person loo\l;’l:’ogse signification is a
the mirror sign from the mirror, ferent. I have
yet he is always a::e ::avay from itself, “;‘ t‘:l rrecfen'ed to you,
- y 1 c -
pointing outwar he imaged-person In t by keeping us busy
ads where the he ad. But as, by
sll:o‘::rson absent from the
the
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gOnleC:lS thge meaning we creale, by making us seem L0 disco

ing ‘already’ there. i e
‘hi'lr:lc?l:::fcncutic l¥ unction of absences 1In a.(:lvcret;;e:p]es:
be demonstrated more clearly by the following

(al) The Absent Person

on, but we construct a self from the data
he ticket, the hat, the location), the
acter: we ‘read in’ what kind of person

has all these objects around him. These ‘clues’ signify a pc!'son—but he
is absent: and so are we. In this shared absence we can easily merge: we
can become the absent traveller. The perspective of the picture plac_es us
in a spatial relationship to it that suggests a common spatiality (as in all
‘classical' art): everything is proportioned to the gaze of the
observer—us, the absent person ‘meant’ by the picture. This
‘deciphering’ of the objects in the ad, and the potential coincidence of
their ‘absent signified’ with us, the absent looker, draws us into the ad,
which presupposes that we were at a distance from it in the first place.
Yet, for their very ability to point to their ‘owner’, the objects depend
upon us; we uncgnsciously assume their primary meaning, as signs: e.g.
that the “Times' is an upper-class newspaper, that Istanbul is an exotic
placc.!o be, that dark glasses are mysterious, and so on. It is these
meanings Wh}Ch point, as sign-posts rather than signs, to the person
who is conspicuously absent. Qur knowledge of sign s'ystcms c?:tside
the ad is called upon; and we are called into it by them.

A39: In this ad there is no pers
given (the paper, the cards,
correlatives for a particular char

A similar phenomenon ha
where the host of the dinner
the perspective of the pict
viewer. These ads are a|
mirror relationship: for

s already been observed in the A2]
party was abspnl, atthe point where
mOSlt“:n cl)sertxed into the space of the
Vitation for us to rep,
. erse
Us 1o enter the mirror and become t::
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of the imaged-
and thus renders try
10 enter them helq

hiS abSCnCc :
I from th

: " between ourselves and the
into the ‘Ego-Ideal 5 a enticed 1o an impossible dissolution
us. The imaginary unil; srcc“ 1S absent, already dissolved into

imaginary n; : mains so very imagin: i
game—hiyd ature is never noticed, It yall bgcn‘”y e
¢ and seck the subjecy omes like a

, There are numerous ey; '

| ads—there is not r S examples of this kind of absence in
almost all of which would .0, S1OW @ great many of them,
ould precisely duplicate A39 in structure.

. becomes a ver - 3

e y obvious and
?vcl’]:::'&:glelfgﬁturerof a':ivemsmg. Here is one other oI!I thi;v:?/;?
S ow for the missi s o '
is the product, INg person is a whole room: which

A40: Here, the angle of the photograph creates the illusion that you are
actually in the room, standing just behind, and to the right of, the

surface with the tomatoes. You are the missin i
: . g person. Again there are
\nm% clues about this excluded person forming an outline like a shadow:
Ny a@ll e accessories which point to a life-style—the Scott Joplin music, the wine

bottles, the old-fashioned syrup tin.

The_wine and glasses and the four bowls also suggest a dinner party:
there is a story involved here. The narrative proceeds across the
perspective of the picture, from foreground to background (see
Chapter 7): the tomatoes and onions lying right next to ‘you', the
spectator, will be cut up and cooked, then the wine in the background
will be drunk, the record played, etc. There is a merging of spatial and
temporal movement as the space of the kitchen is crossed by the
suggested narrative in this way: yet there is still an asymmetrical
relationship between the duration of looking time and the duration of
the implied narrative. We are thus given a position in this empty
kitchen, both spatially and temporally: constituted in an absence that
defines us by crowds of surrounding signifiers. Here there is a kind of
‘gestalt’ where the sum of the ad’s parts creates a totality—the absent
subject.

One other point to be made about these ‘absence’ ads is that

i ive is. of course, all con-
they involve a narralive. (N?r{alwe is, O .
tingyency.) In A39, someone 1s In Istanbul—travelling, card-
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hermeneutica i
open to swallow you up-
[ a spectator, and this 1S
Another type of absence /> mi;: i(s)imr’(’rtam PO e
usually connected with S* ch rﬁ' withentry by identify mlg Wtlhc
: ad as spectator. W Jationship. In
the entry into the ad as SPec iror-rel:
the pcrs)on shown, which was thclh'::l here is 7101 4N apscnce.
following example it might sccn‘;. but someone is CoNSpICUOUS
since there is a person in ‘!‘c.;%g ‘an The ‘clues’ In the room
. " g i '] . 4
by his absence, and this 1s uply another one of these clues.

ienify him: oman is sit
signify him: and the wona mpiy« sk
Ing lhi)s case. the hollow in the ad is a sexed

The Absent Man

i ing at a man (who ma
441 The Invisible Man: This woman 1S Iooku.1g ;l :r?i:nrc(:ply 5 hiz
coincide with the reader: he is drawn in): her words

‘what will you drink? Her dress is unbuttoned prov.oc.lmrel‘yi
ST : i visible character is male: the fina
indicating beyond doubt that (hg invisibl ey ) =S
factor is the chess set visible behind her, implying a secon }‘: £y

intimacy. yet defining her intellectual quall'ly in relation to the mtm. '.:s
does her decided preference for a certain drink. T!le message Is thats e
is at home in a man's world, yet is sexy: and not in & passive way, as Is
shown by her unbuttoning of her dress. Women (in media) nrc_'gnurcly
constituted by the gaze of man’. This woman is alone, is decisive and
intellectual: *Femininity is pure, frec, powerful; but man is everywhere
around, he presses on all sides, he makes everything exist; he is in all
eternity the creative absence. ... The man in this picture is nowhere
and everywhere, a pervasive presence defining and determining
everything, and in whose terms the woman must define herself. She is
doomed to see herself through his eyes, describe herself in his language.

This happens literally in an American ad for a shampoo
called ‘GFe. your hair smells terrific’. The very product is named
ina man's words. He creates the woman, even her sham (;o IS ¢
means of seeing (or smelling) her via /s perceptions ‘A n?i in :?1::

ad for the shampoo the ion |
. 00 the caption is *Gee, you'd ific i
chl)lcywopd :lllhc invisible man is heard :o( sccl: L
casionally the situation js \ .
¢ Sexu¢ 1S 1
rare, and the tone s different, el reversed. but this o

I p
Roland Barthes, Mythologies, Paladin, 1973 p. Sl
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: > : msinde ? all withadrink and
this. He, unlike Pendence, his m: : an
5 all wom: » s masculinity are bo
doesn't nee 1an models, doe "y arebound upin
S Illl-‘ need to, the audience looks a(h‘s not look at an ‘audience’: he
ad. He does not have 10 seek im. Heisn
whatever interests him and at

cce

:;]“" 10 please; he w
product by looking wir hi ¢ moment itis his beer. We are sold the

Thus ads invite you to constitute

an ab§ent person, and in relation t
of which may be a member of th

yoursc}f in coincidence with
0 certain given objects—one
€ opposite sex.

(a2) The Absent Product

We have so far discuss . ve '
this person is always sigCr(Iiiftitfi %‘;Sz’::‘gé?((): :jn ags' g
product) in the ad, interchangeabl sl g sediaglons
 ersresait b » Interchangeable with them in that they

present his absence with their presence, it follows that the
other side of the exchange, the product, may likewise be absent
from the ad, and signified by the people in it. There is a series of
lager ads on TV where ghe lager itself is never there. In one of
these ads, two workers in a factory pick up two empty glasses
from the conveyor belt and start ‘drinking’ lager from them. The
forcman_comes up behind them and tells them to ‘drink up’
because it’s nearly ‘closing time'. In another ad the two men
come into a pub which turns out not to have this particular
brand of lager when they order it. So they take two empty mugs
and again ‘drink’ the invisible lager. Although the product is
actually absent in these cases, it is sufficiently signified in the
ad—by the two men—by their attitude towardsit, by their taste,
and so on. There is also a definite space for it to fill: the
surrounding presence of the nugs makes the actual presence of
the lager redundant. Thus with absence in an ad, the thing
meant to fill the gap is always defined, not by a simple
replacement but by what is contingent: it is what surrounds the
gap that determines its shape. It is the coqtingency of the
replacing object/person that makes these ads differ from others.
As already suggested, all ads involve a replacement, they all
exchange something present for something absent; what makgs
the ads in this section special is that they represent the absence in
the picture—makingit part of a chain of contingencies. Itis next

to what replaces it.
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logic. It is the fact that a Benson and Hedges packet of c1ga

is not adequate compensation for setting offa burglar alarm ang
getting caught thieving, which makes the ad funny (an
e pp i d Hedges
indicates an exchangeability of Gold with Benson afx eS,
which is the main point—a sort of pun). And where ‘treasure 1S
represented by packs of Benson and Hedges in a chest, the !oke
is again the fact that the cigarettes are not treasure. The joke
involves an absence—the absence of real treasure—an absence
that still exists precisely because Benson and Hedges does not
adequately stand for treasure and fill that gap in the
signification. There is a further dimension to the joke because it
is based on the idea of Benson and Hedges being ‘Gold': thisis a
joke on the level of the Symbolic, as the gold packet stands for
gold; but the identity of packet and real gold is purely
imaginary. Where the contradiction between the Imaginary and
t!\e S)fmbOllC is made overt, there is always a release of humour,
since It means that a sign is made to function on the level of the
impossible. Further, there is an element of ‘calligraphy’ here i
that the slogan *Pure Gold' i ri i ot
gan "Pure Gold’ is not written on th
T R ¢ cigarette pack
ut shown, by its being pure gold (the colour, not the substance
Thz;se_ Benst()in and Hedges ads—which, because of thei)r.
complexity and subtlety will crop up time aoae s .
book—unite many aspects of hP P ime and again in this
ads—but centred still on abscncesuTour' o h crmeneutics in
by a misfitting). The following " g} lz;g.ncludmgthose formed
» 4=, Indicates a product by its

The idea of €0
where people Wé
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A43: Here, the .

. - o e product’s copting -

s quality:“The first (e, : Hingency in the
the other objects in the m‘(
sockets (they must 1y

» /\"h(‘ugh the T i:'l:-lh\c 1s used 1o signify

absent it
m R 1sdefine
e . ave lots of d:':: |flsh plants, the numerous \:\‘:I)I
absent plice is also invested rcal apphances), the TV |
1St object in the re : cdwith a sor of glow, an ';’r Lh stand. Its
sharp picture -)‘tl m of desire Iflhc'l"ufﬂ;c l. i -;llpl.lccxlhc
‘ e ) regrets the | S Sogan (*7ost a clear
found it—in the i . 7o of the TV (piyy; ,
¢ . . p" W it N
s NSEL 'mini” ad o alternatiy e wd ).) €. dt least, have
page. (Inas much us we iden ad, at the bottom of the

. . ify With the'1';
what is gone. imaeinae: ¢l in the ; %
g gone, imaginarily). Thus We are given 'fc:cds-s“l‘o‘[‘: X mdmur;
‘ resence an

absence simultancously- the absent thi

ERRIRT e ALt tthing of the pic -
narrative so : aenton o EOIRE pictureis def /
and this ic r:l‘l:;'s':g '(;:n(}l‘ sharply?) that i virtually hccomlc:ct(’jr:;:c:‘:f
allowed 10 experien ‘ ._‘ ¢ end of the ‘story”. The only regret we are
we are imolk .cc‘s‘hat“'qdo not yet possess this TV: soin z

Ve re implicated in the narrative in that our future purcha E:cscnsc
contingent 1o it, giving the story of absence a full al:ld haps;y cn?iri?\;s

Since the absence of product
. : C . s and the absence of |
interchangeable with their presence. which we ‘read ixl:‘e (;[:l: :;::
clearly double the process, in making the presence of one side of

the equation contingent on the ab ithi
. sence of the other, wi
same advertisement. tiio the

A44: In previous examples I showed how the ad produces an exchange
between people and products. This example shows a much more
sophisticated method of doing this—precisely by denying the
connection in one way and yet relying on it in another. In Ad4 the
absence of people and products is possible in the same picture: we have
a choice of either ‘removing’ the TV and keeping the people, with the
world they belong to and signify, or, ‘removing’ the people, keeping the
TV and producing an ‘outline’, as it were, demarcated by smart people
(who cannot be watching the TV and therefore are a potential absence)
in which we may place ourselves. It is quite clear that something in the
picture does not fit, it is illogical, and this provides a sort of negative
potential where we may insert ourselves. ' ‘

It is important that the couples watching the TV in the picture (or
rather ‘not watching’ it) are somewhat removed from the other party-
goers who are standing on a level above them. This is crucial because in
‘removing' the couple, who by definition cannot be watching TV.‘we do
not affect the place of another sign for wealth and chic, the ‘smart
people’ generally. The relation between the two groups of people (o-n’c
watching themselves, the other watching TV) is once again a nima_;%e
one—the couple got bored and have gone off to do something else. 'vces
function of this narrative separation }sltlor?lalic:‘w Ct;‘sl rlg‘ggci: ::ﬁrzd i

ithi i anging its social te .
:‘l:::l:;:\;h;ﬁc\z:\l }lll(\): zligls‘cnci a%\d presence of the exchange formed by a
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contradiction atchlu'\g‘d th S st J stlie ortance of the W
coupleand the TV- ! e ther are We- The 1mpe nd not watching.
they are ‘not watching ' 1< yple’ both watching ‘1"11' central point.
3 is that we see ‘smart pes wting 1t 10C OB
ok Nhyl.:n‘ing your cake and cating 1t . even ,,cg,un.dc).
is 1s very much Ik J " : (T e. siice
s h.“‘?lh'u it is enough for signs o ange values (l‘:; TV is
howcuf-')h_:.mc iingfully cocus.lcn.l he TV. the unwatche e o‘f
for them L vt peaple "ot watching the ‘\ ‘luil"'d here: a system ©
they are smart ‘:hix k‘o-.signilic-.uiun that 1s € P_‘ yan e people don’t
B ‘tl»lls nvisibility 15 pruduccd, Since or it can't be there 10
. hanecable s v i il O an’ - ‘
m'fr;‘h'l""\]’g;i‘lh:f thev cannot be there \\.;uhml-ror absenceisstillone l(:f
NEw 3 2 o even of absence . X e
bewatched. But this exchangs '-"“m.:‘ ion of cither the people or Lh¢
alue is implied exclusion > wage 10 the
value for value. And thi : p e relation of the languag
is produced by the negs i
product. is pro

picture.

and exch

nguage . ks

(h)hf'/l:ﬁ it fvas the language that gave opacity t0 -lh;‘:r.l ';:o(:"li
not make sense in connection with the plf:turt_:. STh S
who don't watch TV were shown watching |-l. ._US eatcd‘ :
language that cracked open the absence In this ca;e. it 'cl:cd w';s
gap of negativity in the fact that what was csc':n » B
pictured in reverse. It was only the language that ma 'c a
difficulty, an absurdity that we had to interpret: the same
phenomenon is seen in A45:

A45: The caption in this ad is *She’s miserable’. Here again, the words
and picture catch our attention by their incongruity: we are drawn in,
by attempting to understand the ‘contradiction’. It is resolved through
our “deciphering’: we learn how to assimilate the two elements by

reading the small print, where the mystery (she looks happy/she is
unhappy) is solved.

Thus language is the basic el

ement in creating a *hermeneutic’
of the ad: the two preceding g neutic

0 : the t . examples show how we need
u;t;:rpfct its‘misrelation’ to a picture—drawn in byan absengé
ol logic between the two (which is the definition of a joke)

Lang_uage is the primary Referent System (cf.Part Two) used in
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L et e
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ant NE system—

(.)pdc"y which ip turp | languagc ~Cre;

?)’slcm. the ildvcnisemcild us 1o chlcs the di"icull

instead of beine - ent. Must deci Y and

itself, which Lmlﬁ }'ﬁ )’Slgcm ot d“il’hcrccdc":::rla Second

.2 e can then NS, has become o (- 1ANgu;

i.e. pictorial ones: Whichc-xchdngc‘l with Z : ;rnc asign com pgl‘c';'?c

see language useqd ISWhat hy Werent forme of ¢

as a pivoty] sigr[:pcnsm Addang 420\"\7'8“

In Ad6. + Wwecan

,{46.' Here, the slo
either up or down
thead, it functions

£an'sex has p

i cver bee

in the Page. Becs N a problem for ye

like acap(io;?gdusc Iis inside (h: ;:::St can be read
5 T the P;cmrc; here. it im‘f:lnznl ;'::m of

A x b ) 1es th:

> are linked 1o lh::r%| But these words, Sldf:l;:;;

block of words the
other—they are excha
Thus the verbal sectio

status of ¢
gns'
ngeable around lheccusc they replace each

. ntr. i
0 of the ad is, in jtself, az‘ig?s of the slogan.

Having established that language can function as a sign, not

only as a group of si »

. gns, 1t can be show
language in exactly the same way as PiC(Onri;?asz z::s may use
present, 1o be deciphered, or absent, to be ﬁllcdgin' e

(bl) Words: Deciphering Language, Puns and Puz:zles

L_anguage can make very precise references, which we
decipher as part of the ‘real world’, since it is the most accessible
to us of all the forms used in ads, and we use it ourselves—it
almost becomes our speech. Ads can use language closer to or
further from our own, to produce different effects—we decipher
a certain meaning from the style of the language used, the way in
which it is written.

A47: Here, very colloquial language is used, so the product is linked to
everyday life, valuedina child’s terms—'T'll swop my prize marble for a
finger'. The writing itself joins in this significance, as it is a child’s
writing. There is also a sort of narrative implied: a playground ‘deal’
between two children. Al this is signified purely by the language initself

(= connoted: see Part II).
RS
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technique: unl’anli:’lu:;" r;uih 8 language. that -
scial: we are told, g e et
:i'::lc bl deveren. ade use of & ‘\t::i:;iphmsc. as the
Buinot foo B0 w with you'. Using 'T‘Ollo-qmilinr framework.
b \mrld_ sr-mI:;u: forcignword within ' mvlish proverb and a
m"m”m“hcﬂq.l"upsulicmllins us. Using “"Vl."}fr ‘that this rather
ot mc‘m““'"th' recise meaning desire A English

French word conveys the P A

‘ m '
ey much 8t HOmE B8 0 % &
groovy French product will be very liarity which
context. The balance

bycen ooiEH). 2 ';;J:’:nhc language used.
is actually cont!
i 2 essage, is actua
integral part of the m

. -vor of decipherable
Thus we see the use of lan‘guﬂge' as :‘gl(,)(niv;)t,hc very style, even
meaning, not in its spoken me?Sagch Kit-Kat ad)—in other
written (calligraphic) style f“’!‘h e ifying childishness, or
words. it functions as a sign in ltsexlrl;.pslgm y
hness, in the above two €xa . . 1o
Fr'cf?fis ability of language to.re‘fer to P‘"“C“k’i‘;‘ W(::rkciisircct
invoke certain areas of ‘reality hc.fldt's Carf)’_t_t.; - rerd
message, clearly gives it the capacity for uni ls‘g ecisety
meanings in one. It is capable of ‘douplc meamng”.}) )
because it does refer to and represent thmg}. areas of life, soc. :
circles, at the same time as ‘telling’ something directly. The way
you speak ‘says’ a great deal about you. Thus language is not
‘transparent’. The Kit-Kat ad did not mcre}y convey t’h.e desire
to swop a marble for a finger of Kit-Kat: this ‘s1gp|ﬁed isalsoa
‘signifier’. The language here described the kind of person
speaking, the situation it was spoken in, a world to which it
belonged. So like all signs, language refers back to the wider
system in which it has meaning—not as a sign system
transmitting meaning (i.e. sentences which make sense, etc.) but
as an opaque thing which has a social setting and social
meaning, like everything else. It is in this sense that the two
preceding ads had to be deciphered: the language as a sign-
o Fan ey - That o payground,and
So the ‘transparent’ meaning, i.e. the meaning carried by the

wl;ords. and the ‘hermeneutic’ meaning, the meaning implied by
t lf'm‘ can be used to create an elision of two things in the words
which .rcfer outwards to these two different meanings: one, the
direct message’, the other o

FumeaGaulolse;mﬁmhh‘
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A49: Thc canti
all this serj PUion refers on gpe |
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1SN0t 5o much a direct .t;ce'sto these
sa

ads are alwaorls because it is 50 h; Arcference g 4 :;n'“g On this leyel

dressed ver ¥S nearly naked and h ' .

this is th y P"OVocalive]y_ Ther Nave Slln.drcnc People in|b¢sc
¢ world around the rc 1San aura of Jyx

signify: b i : :
gnily: by referring to this style of [ife h the producy j

facilitates this i
TeAnIng process (which js the tljaijsclo the drink, the pun

Chapter 1), making
3 ) in 3
a joke. gt something to be deciphered, 1o be-
. 20U as one gets

.Sexual Connota‘ion hCl‘e—wl'uch :ar::“ng‘ asa lhing- hdS a dCﬁﬂlld)
into shorts’, and the ‘image’ of the drink :

Thus puns perform i i
but in arivay ?hat begsut‘; ;c;r(rjc;:igggrgncg 0“dsec“ iy
central feature in all the following exampics;o :nﬁiaxm;um
draws together both the denoted and connoted meanings of 3:-
ad, therefore making a deterministic connection between them,
so that this deciphering involves, not finding 2 meaning, but
finding the (hidden but inevitable) link between two meanings.

A50: This pun unites, verbally, both a physical and an emotional
meaning. ‘Do you darelet him touch you7, the meaning of the sentence
taken colloquially, intensifies the physical point made by the other
meaning, of whether your skin, your face, is good enough 1o let him
touch it. The two meanings combine to create the idea that if your skin
isn't all right, it would take a lot of nerve to let him touchit. Thchxs rﬁ‘r:l
condensed into a short question because of the pun. and t tpzl

becomes connected with the fear, brought in 35 a solution 10 1.
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452 The ‘Mor¢’
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Condensation is a way
meanings (the ‘full’ mear_nngs)
preceding examples, vangd th
finding a ‘meaning’, getting tAr

ignified ideas. . i
Slglnnlﬁfhcl ce:sc of the ‘Double Diamond’ puzzle ads, the

condensation is not merely that-of ideas into wc‘)_rds,t.l‘))lxxl; :);'
words into letters, so that the deciphering process luncti
reproduce the words absent from the ad.

YYUR
YYUB
ICUQ
4ADD

The letters are lifted from their alphabetical place, to the status
of words in a sentence.

In some cases the pun can work to lift words from their
contingency in a sentence and place them as things in reference
toa picture. There is an advertisement for a man’s suit with the
caption ‘Or_iemcd to embrace both style and elegance’, which
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tI'K:SisltlzzgcmrcdR" their undcrlyingpm:::ic;;hc grammar’ that is

We do have 10 *gey S ng:

|a"g}lagc. toan‘idea’ oné’ ; through® the condensed or dense

:arrlcr. 4N opaque obstacle
ermeneutic skills: if w

- eallons anyway, through its visual
structure), Hermeneutlc Interpretations may be made difficult
or easy; but their fundament

Since language is a sign, it may be replaced by signs. In many
of the ads already shown, while the words do say something,
they do not directly co

nvey the meaning of the ad. The Benson
and Hedges series pr

nd i . ovides many examples of ads where the
significance is all in the picture:

(b2) No Words

A53: Here the important feature of the picture is the product: displayed
almost without words. The joke in the only three words of the ad is
related to the attempt to produce this picture of the product, the crucial
image. Also a part of the joke is the attempt to get the words onto the
packet—the name, ‘Benson and Hedges'. In a way, this shows the need
for some words in the ad; yet also part of the joke is that we know,
before it appears (and would know even if it did not appear) the name of
the product. Everyone knows it because of the packer, the visual
symbol; itis actually the gold box that mutely provides the image of the
ad, and the joke is its struggling to produce an unnecessary name for
itself. The ad is about the creation of words and yet could not be so
confident of its humour if it were not sure that these words are
superfluous to the basic image. ¥ -

In the effort to produce the third packet we are given the illusion of
*breaking through' to the meaning, getting to the point of the ad, but
actually it was there all along: in the signifier, the goldness of the first
box, not the words on the last. Sowe again see that itis the signifier that
carries the meaning of the ad, and that our attention is dlvcrlcq frc3m

Third time hucky this in an attempt to create a verbal signified, words carrying an
3 abstract, ideal ‘message’.
3
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separable from it

: - it does use other sign
<. The Chanel ad here realiscs this fact: 1t dmsd“'(:t o siide
A55: The Chanel a¢ 1self a sign. There are no words b all, xee b
systems but the uf‘h‘;ﬁi(\ l\ ;;urc advertisement: the \'t‘f') '“t!c':i‘c:cs n‘ot
o lhc';,l?fl':d u\‘l. .\)Jttlu'.\ us the product visually. d'}_ et
o 2 '\-gtjmiv (The Chanel ad ulrcud.)"scc.n. 0 e
e m-k;" u(?h:ar:lcl is’!;lmosl equally silent. deriving Its Sl_MLSSd folm
31;1612:: ug:umplior; liml words are unnecessary l%o‘:tiltlll‘;:rl S:ﬁ‘ lljgcz
R sag b ?rt'?r?gﬂ::)' (;::csc‘m its referent, the
getpap 2 el SIgn}; builc::nl'z cu)n never be more lhuh a sign for
C:'an'd b(-)ll“gu(x)»t::lg:\s'? llhcci&prcssion here of *breaking through® the
:d_"tl,;-spr::si.ng the more ;omplex hermeneutic process of lquuugpy, l% a
hermeneutic that simply involves the replacement qf the present sign by
the absent referent; so this ‘transparent’ ad is still very much in the

hermeneutic genre.

AS56: This ad actually makes a joke in drawing attention to the
redundancy of words. It shows how all the language of the ad is merely
a false screen set up precisely for us to penetrate to the ‘meaning’, the
signified, which is, simply, the product—in this case, Jaffa. So, as in
AS5,wearedirectly presented with the meaning: ‘Jaffa’. The idea of *the
Perfect One’ reflects the Platonic nature of the hermeneutic meaning:
the referent, grapefruit, is elevated to the level of the ideal—in the
senses both of imagiqarincss and of perfection. This shows how the
Rharact o comt ¢ e g s s thus
. . . +a'real thing', grapefruit, yet an
ultimate, perfect ‘meaning’, the apex of the concept grapefruit: in other
wordsj. it1s a symbol. The meaning of the ad is grapcfr.ui(--md

meaning is ideal: there is only one’meaning’. But the referent of h‘
is all (real) grapefruits everywhere: what we see in the chore 1 LA
the tWo the a0 makes pry . seein the shops. In eliding
s real grapefruit a symbol, and simultaneously

.

: ring
rather than in material




AS4(2)

We have

hcrmcnculiéi)cfl:;:jhm~ language i frequently superfluous in the

dircclly. without 7 .SmCC isreferentis absent but can be ‘shown’

languugc and th ?\ords, But a way round the problem of

only Way 1o m c absence of its meaning, is Calligraphy: the
a ake la phy

Rothmans...

(C)Tcl‘]alligrap,,‘.
e calli : .
functioﬁ lolllsl%::cn;:rrzi‘ Sesuse °r}h|s double property of letters to
as signswhich must lC)Lm:nts which can be arranged in space and
substance. As ; stberead accordlr)gtoa single chain of phonic
Bie it pe;'rnits gn, the lcucr_permns us to establish words; as
playfully seek us to establish letters. Hence the calligram
alphabetical i S 1o erase the oldest oppositions of our
ical civilisation: to show and to name; to figure and to

s . A
..when you know ij;tz to reproduce and articulate; to look and to read.
what you're doing Sean: Ing twice over the thing of which it speaks, it sets an ideal
diig(; Its double access guarantees a capture of which mere

urse or pure drawing is not capable. It undermines the
Invicible absence over which words never quite prevail by
Imposing on them . . . the visible form of their reference. . .. The
signs summon from elsewhere the very thing of which they
Asg speak....A double trap, an inevitable snare. . .."

A . Calligraphy ties up the two previous sections on absence and
pefn“tto helpyou language because it is the way in which language deals with
one.

invici

rdongra

. theperfect absence. In hermeneutic systems, referents are always absent,

put the galligram tries to unite referent and sign, again giving the
::“55:"‘3.:‘“"" impression of producing ‘transparent’ meaning, as in A55 and

56. The thing, the product, signified by language in the ad, is
made to be the language of the ad: in ASS the product spoke
mutely, and in AS6 it spoke only one word, its name; but the
next examples show language as a form taken over and ‘filled’ by
objects. The signified product is organised in space according to
the shape of language. In examples in the ‘language’ section we
saw the materiality of words enable them to function as signs:
the child’s writing in the Kit-Kat ad, or the physical shape of the
caption in the ‘Bacardi Shorts'. But here the words become not
only signs but referents. In Calligraphy words cannot be merely
signs, either in their signifying function or material appearance;
they must appear to incorporate the referent itself. The masking
of the absence of the referent in its represented presence is
clearly the furthest you can go in a one-to-one relation of the
o mmmmsnms | cionifier and signified, sign and referent: their conflation must
T

e W W s P

I Michel Foucault from ‘Ceci n'est pas une pipe’ in *OctoberVol.l,p. 9-10.
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ybolic function. (See

. irsyn
a denial of their s tly formed of

the sign 1S apparen
ally only refer.

nd thus
In calligraphy.
hich it can re

be imaginary &

above, p. 62.)
the objects to W

od together since they use

e been placed toget . :
. These two ads have bee 3 -*You've got all
A.57 and 5bl.l_Ti:‘¢ tic methods based on the same Flg‘hu e Tw%) e
iy |gr'|r: un your mind". In the light 0 P oMo
Weckend to make up )c‘ loited in these ads can no longer retain it
common phrase that 15 €xP be constituted as a

l . - i : i lllCS.

. oS Y . . ‘ d

all *Weckend', are arrange

contents of the box, aif Kotk X

lgré\i:; ::ea form of language. This I'umu?:s as ::)uior:ingr

;?monstralion of why you've got all wcckcnd‘ to m.; ‘; :[Z [);brcvimior;
i he chocolates are arranged in the space O

SATSUN. Il of a weekend. The ad represents

N. which cryptically covers ali 0T € :
jﬁgz\ég‘iggdengcpbﬂwccn the ‘material space of the productland
the temporal space that the product is named after. A box of chocolates

allows you to make up your mind in time. And it is the function of
ioraphy to make these co-exist. _
ca“']!]%:ac‘:;])ig‘::;y in A58 is more radical since the chopolalc is present
while its name is not: the name of the chocolates in question wa.ll
presumably be given 10 us when we buy a box gf Weekend'. It is
important to remember that chocolates contzglned in named boxes are
themselves named: so that in buying one thing by saying “Weekend,
please’ we are obtaining access to a kind of hidden language which we
only discover at the moment of consuming them. The calligraphy in
AS8 rests on the desire to replace the objects with their names—which
we will discover by deciding to eat them. Words, of course, come out
while chocolates go in. Words are produced, chocolates consumed. So
even on this small scale, consumption replaces production in emphasis.
And actual objects are turned into words, appropriated by a language
that claims to be ‘reality’ in being ‘made’ of objects.
_ Time in A58 is the time of speaking. The implication of a nearly
infinite choice in a weekend/Weekend in that the sentence is never
closed ('No, I'll.....") further suggests that if we possess a box of these
chocolates then our speech for SATSUN can be produced entirel
from the names of these objects. An entire body of lan u: i
congealed into the brand names of ‘Weekend'. We buy ou lg -8
which gives us freedom to choose. ‘Weekend’ becomes ay kimri :;‘ liuagv.?
In the beginning was the word, and the word was Weekend ok
provides access to all else. Ideologically thi e M
suggests that language is in som y this serves a double function: it
- ; € sense absent, that objects can signify

— :Ad»u.:,_‘:.-l‘

You've gotall “ﬁm
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b c | really famy

Calligraph .
Y15 a'doup|
to makcachoice. tha € lrap, an inevitable snare’ since we are required

rather in 4 f. tdesiry
rcfcrcnln :/:d‘:sc e me“p;icnpgl‘?}c‘::s :;).bﬂwcen words and objects. Or
L veare g man's-; :
caught endlessly making u[? :J: '::n::‘l: e
S.

The third w
i e g
explicit: ckend ad makes the notion of choice completely

ch se
~de «berate
- Se ect p-ck

~

¢ 'nS ‘der
P nder

&5

There is one group of examples that should be mentioned in
this context: the Brook Street ads on the London underground.
In these, either the hands or the feet of two people are shown,
with a dialogue printed above, which we assume (o be that of the
partially seen speakers. These ads approach calligraphy in that
the dialogue is printed in alternating colours which are the same
colours as the objects that signify the speakers: blue shoes, blue
words. Looking at the ad we assume that the person in blue
shoes is the one who speaks with blue Ianguagc..ln one case the
coloured speech is correlated with drinks h_eld in the hands of
the unseen speakers: a green drink and a pink one are held by

absent people, whose speech is printed, respectively, in green

and pink lettering. This s particularly striking because there isa
further, unstated connection being made; the drinks are

destined to go inwhere the language has come out. As suggested
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s. But here,
istic signs are

. eaction an : once

. S m QCL"On i qedii ot

in the "“'T"m"; od again an€ © material good
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block of language of the dialogu hit is connected
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spoken of 1 Ul ify the sou iecls arc seen as
sally sign objects @
mclon)mudll) signily le. thus the o0 raphic ads, the

ot them, not with the P/ ve callig
with them the speech. Unlike the .abo. g speaker and
P“‘d“c"-“.'!not incorporated in the signs: r e whichis one of
rcl’c{cnl;::c placed within the same e burcau may obtain
spoken What is spoken of 1S the job tha oeented in terms of
Fowl:\ré of the speakers. But labour1s mli:‘eal: e coloured wor de

oro biects ’

ion si oloured 0b) AN

consumption since the ze g, These contradictions indicate tﬁe
refer to are already pos tselfin that it sells

ool P i Bro: ::lfct ;;cc:el:zrre::nlsumed like drinks.
labour that is then posSesse

i ) i ferent co-exist in the

- In the *White Horse" ads, the sign and referent
grsagndl:a(mcc It is the language on the bottle, specifying the type of
' in this case outside the writing

whisky, that becomes calligraphic, _ outs ‘
prope)rr. The function of picturing the horse itself, in this examp}c. isto
make more ‘real the natural signification that the brand-name gives the

whisky. But the system of the “‘White Horse' ads as a group lies in the
slogan: *You can take a White Horse anywhere’. On one level, this
whisky is universally consumed and is never out of place wherever you
are. More importantly, the ads operate an interchangeable incongruity.
In the example here the bottle is present in a quasi-realist fashion
resting on a rock; but its excessively foregrounded position in fact both
compensates for and makes clear the bottle’s out-of-placeness in the
Highlands. What allows it to be present is the object status achieved by
its name. A white horse should not be out of place on a hillside. It is the
whisky's name that places it here and makes it the receptacle for the
significance of the landscape and its horse—that which is the shared
property of the bottle and the landscape. Here, the calligraphy allows a
separation between the whisky and the world so that we may exchange
the two in a way prpscripcd by the White Horse/white horse equation,
In other examples, in this series, the incongruity is reversed: it is not the
bottle out of place in a landscape, but the White Horse (ah
:}‘:e"s t;ﬂh%ically Pfrcsﬁm in a drawing-room. Now the whisky can r:tzsicxz
gnificance of the white horse as a natural object whil h
strength of its own cultural status overcome th o{j 2 LIgh tl}e
a drawing-room. What calli € oddness of the horse in
Poiction sl Gasiherac o g ;;%er;pll}sy ;r‘lizl:le;]possxblc in these ads, which
, ing of the significance of the
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product: the boy)
inculture. By ‘Nacl::::" :c ey

: . de y
in the next chapter. self IS8 Sign ang !N Rature, or yhe ho

~ With calligraphy
Imaginary joinin
section attempt

.l'!lc advery
& of sign
% how whay idc""’gical-funcli a: :::ﬁ:&::“

c.

i, g 0 S
i . chf":OIalcs n the .\Jsl:“s:;.'on of the

taken by language itself Istent ledge of th
shape produces its : SA_TSUN : ¢ forms

that flow through the elements from them as structured by th
ad._ Advertisements structure outside elements whilz i:
cal!lgraphy. language structures elements within it.‘likc sweets
This shows tl?at the meaning is literally in the slructurc:
language provides not a sys \

_ tem of inherent meanings but a
system of relations that can carry meaning (in the Weekend ads
this is the product). Similarly, advertisements use already

existing structures of relations filled with a new meaning—the
product. In Calligraphic ads the structure (language) is very
clearly refilled by the ad’s own meaning, which is the product,
but this is simply an exceptionally clear case of what all ads do.
They work an exchange between meaning and system using
structures of relations hinted at by elements from them (e.g.
Catherine Deneuve suggests the whole system of the world of
chic) but once these structures have been evoked they are used
purely structurally (to create differences)—and so there is a
permanent robbery, of materiality from structures and of
structures from their material. Symbolic structures come to
replace and confuse our perception of the real structure of
society.
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PART I1:

OGICAL CASTLES':
REFERENT SYSTEMS

L1s not at the structural level that it makes use of
it it builds

cological castles out of the debris of
What was once a social discourse.’

Lévi-Strauss’

"...the peculiarity of ideology is that it is
endowed with a stryucture and a functioning such
astomakeita non-historical reality, i.e. an omni-

istorical reality in the sense in which that
structure and functioning are immutable, present
inthe same form throughout what we call history,
in the sense in which the Communist Manifesto
defines history as the history of class struggles,
i.e. the history of class societies."

Althusser, Ideology and The State*

“The Savage Mind’, Weidenfeld and Nicholson, 1966, p. 21.

llllm .) " Al ks‘ ' l. pp. l -
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Connotation

Denotatio
, Nis the y
SigN (9.0.) as it yoor 2K O Significay;
‘means‘~)dcno::sgc: o j ‘"'"'; Whereh
) SPecific siomifing .. €reby g giomic

When 1 disgr — :mc;j‘i.c Signified (q.y,) Y a signifier
process but one
Signin its totaliy Y points 1o
term a Referen; System
systems’ beloy,

her . L aAm copeey ; ,
€ the signifer jy itself lhe’wd ot Similar

X denoting sjon-
. See the e Thal something else 1

‘Staggered

constant re-production of j Mtral part of ideology: the
beginning or end, whi

history', although thi

history. It only seems ‘timeless’ from th
ideology can never admit that it ‘began’
remove its inevitability. Thus althou
have a beginning and ending
developments, their internal workings must be purely struc-
tural, and self-perpetuating not from any movement onwards,
but from a process of translation and retranslation between
systems, vertical rather than horizontal momentum; so that as
with a chemical ‘dynamic equilibrium’, the movement is internal
and imperceptible and never constitutes a disturbance. 1
emphasise this at the outset because my concern in this half of
the book is with precisely such systems, those referred to and
drawn into the work of the ad, and although I will be looking at
these systems as systems, rather than tracing their histori_cal
development, I want to make it quite clear that  am not denying
this historical development, and investing them with the very
‘inevitability’ that I seek to expose. Synchron!c structural
analysis is very valuable in areas of ideology, precisely because
these areas set themselves up, and function internally, as
synchronic structures: butin e;ammmg.thcm itis |x_1]1ppnalp‘: :‘2;
to forget that they are ideologies and this necessarily impl

e inside: obviously, an
because this would be to
gh systems of knowledge do
and a place in historical
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he very 100ls that fit so well the job of dtscnh:
| 3
]n ‘hcm. X . ne .
dcconsl::';;n Igspcak of our anterior’ knowledy,. - iny
v : . d
Tl::sadvcﬂiscmcm' I have :10 Intention of Ve “b'ﬁu
;::‘owlcdgc with a ‘true slal‘us. “c‘r,n :‘n.mp!y .
dows the ad with su_ch astatus. With “objectiye Corre u thy,
cnw how an object wﬂl} a known quality wag used asa.l“c‘_“::
:?ansfcrring this quality. To make lhg C"Changc"*i :
Catherine Dencuve and Chanel in relation o b““tcr
Margaux He mingway and B'ab‘c. requires us to pe alr bq“ﬁtr.
ition of knowing. There is a cognitive outline in ‘:ag) g
;duct is inserted: we e.\'ch.an_ge hecayse we kngy, oh the
'Thc assumption of pre-existing bodl.cs of know doe
reference 10 take lh? place of descr!pnqn' Conng al'a : i
denotation, in ads: this x:efe:rcnce must inevitably g . iog, o
the formal level, by pointing at another Structure, %6,

. &
POInyjp 0:'"3 ||>_:

‘content’ or substance of the reference is the prodyc it':f the
the ‘referent system’ 1S always a connotation use “hg&’

is the product. However, there is a cjre, Ui

?nev‘:)ol:'eeg l;ecausi having introduced the referen, I:';upro%
means of connotation, 1L1s t.hcn mgde to denptc the .
‘place’ it in a system of meaning. This denotation is basicallyy
process described in Chapter One. In this section, ~ the
concerned with connotation. l_n his _dnscu§swn of 'Stagg,:;
systems' Barthes says that he is dealing with ‘two Systems
significations which are imbricated but are out of joint with
other'.! Catherine Deneuve is signified by a photograph, b
‘she’ in turn becomes a signifier: for wealthy—chic-F
The ‘out-of-jointness’ of these two systems is compensageg
the spectator's knowledge, without which connotation is py
possible.

A ‘connoted system’ is one ‘whose plane of expression isitsels
constituted by a signifying system.’

SR SD | _‘chi¢’

SR SD

I I
(Image — Catherine
Deneuve)

. ,  DENOTES - CONNOTES
i.e. PHOTO | |

™ Catherine Deneuve — ‘chic F ]

"Elements of Semiology, Jonathan Cape, 1967, p. 89.




‘The signifi
a_nd‘ signiﬁ:s:z:‘i’t:gomion - - are made up of signs (signifiers
signified of ¢o ) of the denoted system. ... As for the

d.iﬂ‘lgscz it is, i?n;;:'il‘,’:- its character is at once global and
Signifieds haye 5 ver| ¢, a fragment of ideology.... These

knowledge, 1 Yy close communication with culture,

' istory, and it |
envi ' It s thr
ronmental world invades the syﬂ:::gl: RS ca:CENRS: S

tis important
. to i . ;
realm’ of the signi ﬁ:°r°:°8msc that in no sense are we leaving the

embracing (i el ljcalr‘n I have already suggested is all-
S@gniﬁ o tif: n(.msilgh:i g é:;vmble perpetuation of ideology). In
signifiers, The signiﬁetj a;; continually being formed as
signifier for ‘aggressive femi argaux Hemingway' becomes a
and 50 on. What the ad dmlm'mty on the level of connotation,
which these transfo ad does is to provide a ‘meta-structure’ in
disparate objects ;{nauom? may take place. It draws together
ich are initially signified by their place in a
system of knowledge, but then made to signify, i.e. bec
signifiers, in terms of that pl e, ot gt
than themselv at place so that it is their position, rather
deod. g telf as the ‘content’ of that pos:tipn. ttga} signifies.
i dose ey have been taken our of their positions, these
qvst rily empty, merely forms of knowledge. Referent
ystems must be referred to as systems, as whole areas for ideas
and not single, specific ‘ideas’.

The gathering of objects which are signifieds in ideological
SYstcms: making them signifiers of these systems (hence ‘referent
systems’) by arranging them in terms of another structure (the
ad)., 1s dess:nbed by Lévi-Strauss as a kind of ‘bricolage’; a word
which derives its meaning from the work of the ‘bricoleur’ who
does odd jobs making and mending things, not with new
materials, but with bits and pieces left over from previous jobs
and constructions. This metaphor is clearly very apt for the
process I have described as taking place in ads: they can only use
odds and ends from ideological thought that already exists. In
this sense ads are similar to the rites and myths which, Lévi-
Strauss suggests, ‘like “bricolage”...take to pieces and
reconstruct sets of events (on a physical, socio-historical or
technical plane) and use them as so many indestructible pieces
for structural patterns in which they serve alternatively as ends
or means.’> And a crucial feature of these odds and ends of
thought used by ads is that they do not exist ‘independently’ but
in our thought: it is we, as subjects, who are appealed to as the
providers of these elements. Thus, where a purely structural

libid., pp. 90-92.
2The Savage Mind, Weidenfeld and Nicholson, 1966, p. 33.
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e too abstract in greas like 1.
analysis ¢af be:;) :‘l‘\c role of “appellation’ (se, i o
!‘dmgf the subjectin creatlng‘/perpemating. ¢) ‘ﬂd,
itution 0"_ between the ‘system’ of knowledge ( **
bridge the g:'cs -autonomous')_ and the dClua, is(:h'ch::
system becO ninwhich it functions. For it j i“dividu;'c" g
social s,(uauoho are the connecting link here. they wlk%
real Peopk :nd space, in a changing world, by alsy p,e‘ '.:"in,
existin tlm‘:onS‘:iou.‘i‘-f"r the .'deo.log“.:al.s"llcmre Ml&
a@a—unixisls in so far as it exists inside our ade
This f%':ley through us that mythical Structure pan:k Iy
therefor :
historicity- Ipful in this context to distingyjgy,

It l?,‘jrt?p:v';‘clc‘;" as Suggesled abovc. we muS‘khav?nl&
*knowled gtc-o fthead's connotation Process (a k“°“"°dae &,
prcrequlS!“ably be specific and historical), anq the gy, Whigy
must '““‘i’on of this knowledge, which asasystem can le"'0(
sagm.ﬁ“. istence’ in one place and consists of Series ofp, 4
specific AL all Tovels. deastation and connotgyjo, e
nla'uo'::temcts with knowledge—which progyce the ot
eatlol'\bc levels. But in deahng with Connoyq ,'o':b"’
ment sed to the work of denotation, we haye 10 loogk 4
‘?gft?ns' of knowledge that advc:inscmcqts °"_‘Pl9)'\t.hat the,
turn into signifiers. If, for example, p Sas Slgmﬁcauo,,s(t_i
Romanticism—which is situated hnst?ncal!y) ‘have Produgy
the signified ‘NATURE', this can be emptied’ ang
signifier in relation to a product. A grod.uct. is pl
hollowed-out knowledge, and draws its significance frop,

The chapters in this part of the book do not COVer al]
referent systems available to adx_rcrtnsmg. They do, j ;
seem very central to an examination of ideology since they 3
involve relations of transformation—we are placed ip
structed and false relationships to yeq/ Phenomeng We
misrepresent our relation to nature, and we avoid oy rel

situation in time. | have placed ‘magic’ as a topic between the
two because in a way it combines the other
fallacies—transformi

ionship with nature

» asl
3°°d\v|lhin,

- Ideology functions to misplace usia
each: advertisements refer to this misplacement as to a
inevitable and ‘naturap fact.




CHAPTER FOUR  Nyyee

) . he pri
.COOK‘NG NATURE Material’ of oy er;:\:;:r::lry reterent of a cullure. It s the ‘raw
WC|0pmen1 2 ment, both the root of all technological

d it iti
oth o improye amjsl?posmon; that which technology strives
overcome. If a culture is to refer to itself,

therefore, ;
» 1L can on|
transformation of y do so by the representation of its

atlure—i et .
has changed. In the ﬁl:;f it has meaning in terms of what it
advertisements which part qf this chapter I discuss some
giving ‘natural’ b_c refer to this change itself, its process, by

Objects cultural forms. I shall then go on to
science’, including their place in human
tPolm‘lt will become clear that the scientific
0 animage of nature itself: *The Natural’ (cf.

cxan}ine images of
relations, at which
image feeds back in
Chapter 5),

. w and the Cooked’: 0 .
(@) The Raw Lévi-Strauss describes the cultural transformation of natural

Representations of Transformation 2&?;; 22 :nprloc'ess of ‘cooking’: society requires food to be
6 the bons 5 r"mi;“" fOf it to be acceptable. In cooking, nature,
i i material (e.g. meat) enters a complex system

. y it xs‘dlﬂ"erenualed culturally (for example it may be
roasted or grilled). In just the same way, images of nature are
cooked' in culture so that they may be used as part of a symbolic
system. In the ads that follow, both sides of the ‘cooking’
process are presented simultaneously within the product. so that
it carries the charge of the transformation itself: natural, “raw’
things are shown in the terms of the product—Ilike the orange
that has been formed into the outline of a marmalade jar (460).

There is an advertisement poster for Heinz mushroom soup
which shows a mushroom whose stalk is a tin of soup. Here, the
cultural artifact, the rin. has appropriated the raw mushroom,
and stands for it in that it represents the mushroom stalk—it has
‘taken over' the natural object. Yet the cap of a real mushroom,
pictured on top of the tin-stalk’, ensures that we retain an image
of what has been transformed, thus defining the extent of the
process in indicating both its source and its result.

The image of manufactureisvery apparent in all theexamples
to follow: lids, screw-tops and bottles are given to natural
objects, demonstrating the value of ‘cooking’, improving nature,
lending it their seal of approval only in this technologised form.
In the next chapter, the reverse will be described. Once nature
has been drawn into culture it is given a meaning: one that can
be transferred to products. In this sense, nature has been
transformed into ‘the Natural'. It can become a symbol once it
has been “cooked': because *science’ introduces it into a system
of differentiations, giving it an order and cultural place w!nch
enable it to ‘mean’. However, here ‘raw’ nature means precisely
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ansformed: the
has transfi
at culture ample. (A64),
‘mb.o I -05 i\:hlhis section, for cx}?n:;&un(boltlc
anatogen vitamin pill ad in B ared with the
Sifialog ange peel is comp e.even here
s how messy OFANES P ' he same time.
s:ows tains cooked vitamin C. ; Catural’ in that the raw
that cont: | ction of ‘the n: o e
' BEstion red, also has
we have a slight sugg en safely transformed, that
since it has been si . a ‘natural’ status, so th:
ﬁi"zag‘" ob}lgvmg thsestinra) pmc:‘ui:lrgr:‘i:ed but not its form.
- ‘natural’is retainec, .
the supposed quality onhc'n"mf:ion yet it arises from the fuct
This is obviously a false distinc h" with ‘nature’ isvery much
that the whole of society's relationship
one of having cake and c-m'mfs;:i-p the systems of connotation
The two sides of lhlsrcl.moma"y- slipping backwards and
described above, are perpe here we are primarily concerned
forwards into each other, but he Vigletsihge i
with the referent system as the ‘coo l'gr‘e)ferent of @ “coaking!
itself. *‘Nature® has snmply become a i leta e
society: it has meaning in tcrn;s oc:' its rf d"[ Thug o
1 1 H Sell. N
transformed it, but is not valued in i
natural object, becomes in this context a syn)b_ol. not of na;m:,
but, ironically and in alienation from its original place, of the
culture that has worked it over.

because it 1S a sy

A61: *What nature did for eggs, McCain have done for chips'. Raw
nature, the potato, is ‘cooked' by being transformed into frozen, ready-
made french fries: in fact they have been so ‘cooked’ by the
manufacturing process itself, that you hardly need 1o do it yourself:

: , » On several different
levels, which feed Into one another, The ima f i i
of the potato shell is 4 simult: e ips S, T

. : ati e'raw’ and the
m'r‘::x ;::::\ ll(:vo cn:l!s ;‘).I' the process, The POtato reminds yg how
¢S and chips are, how annoying potat
L ‘ ! 3 i 0Cs are 1o ¢le;
:ﬂ‘:hﬁi ;nts;cczmg the difference between the WO we become awaree‘g;'
tmus One Lo turn one into the ot i i
I this gives chips a superior statys hcr~cul(|ng e ying.

hips a s since they are th i
process, they ehmmalcnfor us, Butth : et
_ X ¢whole i
g‘qnt.tempomlly. while not dctracting from tl?'r erior qur ek {0
1ps: they are, in addition, gi by of 5o
the potato, they were (hy

: UCt gains stayys i y
which are - > 11 Wo compl '
actually ‘ontradictory, or rather, work ‘i)nc(:;'poy ili?‘ceziqm b
Irections
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£8s come 3 s not manufacturing, in natural-¢
:’np"f“"y naturul.n\:l'\‘gll;::,:,‘cs'?plc' casy-10-open pgck ... they e
ﬂtilc'h depends on the image of ¢ omemade taste.’ So this ad still very
efficiency and desirabili cooking as its referent, as a criterion for
that it is easy-to-open ’a":(Y,I‘to extol the virtues of the egg, we must say
an}g\di;alions of goodru:s;sisl\‘w:ifl::c0 memade’—for these cultural terms
ea ven- ) .
actual 'cooki:gc'tggm rounds off b)_' connecting the two ‘cookings'—the
the egg into a culty . {aw potato into the chips, and of the raw idea of
literally cook the twra way of looking at it: by suggesting that you
McCain-cooked chi 0 together and have egg and chips. This ties the
way that allows th Ips and the technically described ‘cooked' egg in a
em to exchange values, so that the naturalness of the

egg (after all, nature* ' .
’ packed' it) and its i
attach 1o the chips, where ) culturally defined convenience,

; a manufacturing-cooking has slipped in
s;gm:::ng;:;:?lﬂu;‘neous qualities (rawness and convenience) of the
foo;ls iz ng t le former into the latter. Finally, in that McCain
i \\?!t)l: s largest processor of frozen potato products’, they
st ith some of the omnipotence and ubiquity of ‘nature’:
the “size of thg manufacturing company makes it technologically
impressive and its work effortless, almost ‘natural’.

A62: Here agpin. the image of nature is actually ‘cooked'—the orange
may be showmg that Florida Orange juice is made from oranges, but it
does not do this by presenting a ‘raw’ orange. In giving the orange the
features of the product (can top, label) it emphasises the ‘cooking' that
has transformed the orange into the can of juice. When the small print
says that ‘each glassful is thick with oranges' it is obviously referring to
oranges as a ‘cooked’ term, in their transformed and symbolic
form—because a glass could hardly be thick with real, untouched
oranges. It is thick with Florida-ised oranges, in other words, canned
juice. The label on the orange in the picture shows that the
manufacturers have appropriated the reality of the ‘natural’ orange,
even though it is allowed to retain its shape (not like the Chivers ad
A60): the orange is only allowed to signify as a_Birds Eye can, it can
only mean as cooked, and what it means is that it has been cookcd: It
shows us what Birds Eye can dowith oranges, not what oranges are like
in themselves. The orange ismade to sigpify the product hlgrqlly. inthe
picture, rather than the product signifying the orange. This illustrates
how the signified orange becomes a signifier in its ‘cookedness': thus
scooking’ is the system referred to, and the orange hollows out an empty

place in it, in which the product may be inserted.
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i ; hange is made whe
ient the gel is—but an EXCHd ‘ ; =
fr(:::sefgwrmn;d obje%l. the product, which 1s the c?ol;cd vlcsrs;): "?fl hl:u
sun, is given significance in ferms of the sun:1na e er::nd n?:canings o
end'ows the sun, and hence the product, with the connote

‘naturalness’, *health’, ‘beauty’. perfection’ and so on.

erms of @ certain system. 1.1
hile filling this place with a
The advertisement draws
wual objects, the sun and

meanings, a referent system, is us'ed n its
ficance to the product. And since the
a pre-existing system, its 'link
with the referent system is provided by an intermediary object,
that both belongs within the system, and is also tied to the
product. This was the thesis set out in Chapter 1, and I have
demonstrated how the link between the product and correlating
object can be made by colour, by formal arrangement, by a
linguistic connection like a pun, by replacing one for the other in
a narrative, and so on. Here (A63), the basic process of
exchange remains the same, but the product and the object are
linked by the fact that the product is actually a version of the
object: it is the technologically ‘cooked” model of a natural
gﬁfn:g;e:zg;’ pCléu:i:;ne l.)?nefwe was linked to the Chanel
y @ simple juxtaposition: the bottle then took Catherine
Dencp\es place in a differentiating system, a system f
meanings. Itisin this sense that | refer to the pl einihe s
sy"_stcm asa‘hollow', since it is referred to by‘t)haec;:gst:}:\cczcg?‘mm
of its elements, simultaneously with the exchan 4o
ge between th:
;lli';‘:i‘:"d the product, so that the product ends up fillin (:::
position, merely. With Cot d s
transference is blurred because not o l')(li o, e
sun‘semiologically’, that is, in the s Ny coes Coly replace the
) nse I have just described of

Thus a system qf r
entirety to give signi _
product cannot have a place in
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content. ce. of nature: but devoid of its real

All the advertisem
The product (the e
referring back 1o
correlative object fr

€nts in this section show this very clearly.
qQuivalent of the Chanel bottle. to keep
;“r:d‘l’am'filgm' example of A8) and the
; ' . i€ relerent system, are merged, present
jst‘:i?clftldhr::eg:::)y lcﬂaznlet;‘l:zg; : the orange and the Florida can of
the -Sowte. i I%cse fr s Ivers marmalade jar. the ?hlps and
Seiionit (e o are elided. becapsc the "cooking’ process

: inction illustrated in other ways under the
h.eadmg of “objective correlatives’. The product takes on
simultancously the properties of orangeness and non-
orangeness (A62). sun-ness and non-sun-ness (A63). It is
essential to recognise the contradiction here: not for the sake of
making a semiological point alone. but because this con-
tradiction embedded in the sign itself. inherent in the signifying
process. is the contradiction in the very relationship between
nature and culture, as seen (ideology) and represented (sign
systems) by our society.

The categories of imaginary and symbolic have a precise value
here as areas both of which are fundamental to human
‘consciousness’. yet irreconcilable: constantly attempting to
merge and yet in their inability completely to do so. providing a
perpetual momentum in the form of desire. along which the
subject is carried to regions purporting to fulfil such desire.
These categories need not remain entirely the property of
psychoanalysis. and their ideological meaning and function
must be very clearly defined. T}\c so-called "unconscious denies
many of the contradictions in ideology. since the Symbolic, l!lc
creation of meaning. depends on an A 'not A dichotomy. whnIF
Freud said that the imagination does not know the word "no’.
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improvere - improvement has simply been carigg o
moreover. f Mother Nature’s own idea, as Manifesieq “_.:1 n
AR 0Il Technology is always using nature's v; eay' (tg.@
and eggshe also in the eyeshadow ad A78, in Ch, ter § 1.\ his

Pter
can bchSFn; done by society is always already there. ;- "low)
Everyth!

S Tatif .
(the primary system of Order—althoygy, ofm::;fﬁ
by Nature (tf h this Order by science, a cultura| Practicey !
is invesl;g;’;';;y conceals the transformations of which j, ;I s';
Eo:g:s,.' but deprives of origins—of a place in 4 historigg
procefz-o oking'is the way in which we transform natyre, but
So, f the transformation are reinserted in the Plage o
products 0 This second part of the circular process wi":e
their object. ore detail in Chapter 5. However, the i,
R & sercorseatsdfa theaili in 1l section, funyig,
the cpokgngd;c way described above: by referring to the‘natur:?
asaugl. Iso defining itself against it, differentiatip,
system, while also ject. This differenti the
product from the natural object. This erentiation ang g,
fact that the replacement or exchange which is always 1p,
essential generator of meaning in an ad, must be made between
these differentiated things, whose material content if differey;
means that it is only a form of knowledge, emptied of contep
that is ultimately referred to by the ad. Coty fake tan is no; the
sun. But the ad generates connorative meaning for the productip
terms of a system of knowledge about the sun, its qualities, s
‘place’ in ‘nature’ etc.: and in filling this place yet denying it
original content, it is clear that only a hollow structure, an ides]
or imaginary system, is used. Our knowledge is denied all
material content because on the level of denotation Coty is not
like the sun, but unlike the sun. We do not make ar. exchange
which involves a real concrete element of our knowledge and

Jorm of this knowledge is appropriated—so
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Sun, oran or .
IS nothing ina?f:,},of 4 potato, are as it were shells of signs: there

6|)Sinccthey are hCXcep( lans, juice, and chips—literally, in
‘reality* that fills (h:'“(')wed outand the product inserted as the

his is all pary of :;""'ht‘l’em vacancy as symbols.

suggested that i aq ¢ argument of the last chapter, where |
forming a system ol"s real things are constituted as symbols,
down 1o the ground Purc meaning that can never bc broughl
precisely because (nh and connected to the materiality of I’fe.
and also refer (o 'te symbols are stolen from that materiality,
lautology ofitis 'h“ l.hey are 1ts m'eaning: this ampunts to a
which takes ol What it means, and it means what itis’, but one
which adVenip ace through circuits of signifying systems (of
(hence the imsements are only one example) whose matcr;aluy
meaning) gu; P'Orlance of the signifier, the material carrier of
redlnese sig arantees this tautology a solidity, an inevitable
' 3.nct;:I tis a meaning fqund through ‘realt things. (Cf:’
reality,) + the hermeneutic discovery of meaning ‘behind

. quure Is absolutely fundamental to all this because it is the
' unting ground for symbols, the raw material of which they are
all made. But as nature is ransacked for symbols, it is, of course,
transformed. I have stressed the fact that in the ads of this
?hapl§f . the images are ‘cooked’. the referent itself is
cooking’ nature. We are never shown a ‘raw’, whole and
untouched natural object: even the potato which appears in A6
has fan.cy-cul Jagged edges and is unnaturally hollowed out,
filled with chips: a perfect illustration of the metaphor I have
used for this signifying process, where the natural thing signifies
only as an empty form, to be filled by the product. The orange
becomes a symbol only with a label and can top on it: or with a
!abcl and the shape of a jar. This shows precisely that symbols
involve differentiation, are a differentiation; since the orange,
the potato do not mean anything by themselves, they only mean
when brought into a contrast: here between nature and culture;
both of which are represented in the image of the product itself.

A64: This Vitamin C ad plays strongly on the ‘raw and cooked’ idea;
the ‘cooked’ form of Vitamin C needs no peeling, like the ‘raw’ orange
skin shown. The vitamin is. paradoxically. more available —"you don’t
have to peel it, washit, orcook it. . . it's never out of season or expensive
or difficult to get': one obtains it *as easily as opening a bottle’; while it
is, at the same time, more remote, removed from us physically, inside
the glass of the bottle and the screw-top lid and the cardboard
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appropriating f,‘"mw"hou . f“thc raw, meaningless and  Sanstogen i C.For alth iy
and products simultaneously out o d‘ wograttondll 4
undifferentiated mass which 15» nalufrc, ?n:tu:eeThe S roducts
these symbols and these products jor : : ,
symbol%'se both nature and anti-nature, embodymg' tlhe mll:ie;e:(; ‘
tension of a society which both ravages the natural wor ¥
violates natural human needs, yet seeks to represent its
workings as natural, hence inviolable.

5 A e

(b) Science

... the scientist never carries on a dialogue with nature pure
and simple but rather with a particular relationship between
nature and culture definable in terms of his particular period
and civilisation and the material means at his disposal.™

‘The raw and the cooked’ showed how society's conception of
its relationship with nature produces certain images of
transformation in which the tensions of this relationship are
held .il'] a perpetual dialectic. ‘Science’, at once the most
prestigious and, as we shall see, the most transparent of society's
‘cooking’ processes, produces and justifies these images, and is
also conditioned by them. as the image of *science’ first c‘lcﬁne
and then supersedes, the image of *nature". ‘Science’ can realls;
only be defined in relation 1o nature: which is its object: yet as

'Lévi-Strauss, The Savage Mind, p, 19,
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the chips and thep:(: :ﬂes of the incvitability of Naturc.'As wi‘::
some of the connma“')‘ Or the fake tan and the sun, it acquires
?Ceking to define b alive qualities of wha it replaces, while
The Naturap, Y contrast precisely that which it replaces:

As Science iny

tiates) “The Nat:Stllgales the world, it defines (thus differen-
ral’ constantly and necessarily, since ‘The

Natural’ j s
1S the object for science's subject, for the *knowing

entity’ which sci :
suggested, ! sh(ﬁliin;i ‘2PP€ars to be. A science, it has been

g ubjectless’. vet i . 4 .
one b : A » Yet1n our society Science is
Somet:g\:‘;':':-ec" a sort of "meta-subject’ whose knowledge is
whose head tﬁfeate, than that of all the particular people in
giant brain ivhi?hknfmzdg: exists, put together: it is a kind of

aiready knows, into whi ‘scientists’
can only feed in ho ch actual *scientists

: pe of a glimpse of this wonderful bulk of
metaphysical knowledge. Clearly I would not wish to deny the

szss‘b‘?ly qu science in any field nor to underestimate the
value of real scientific research; but I am here talking about the
image of science, its ideology—which means the distorted
representation of our relationship with something that may very
wgll be_ real and valid, only we are misplaced in relation to it,
\.mth science one might say displaced, completely. For ‘Science’
Is never our knowledge, indeed, is never anyone’s knowledge: yet
it is not truly subjectless because instead of being simply a
science, it is Science—it has a proper name, almost a character.
It is spoken about as having achieved things and discovered
things, as owning knowledge which, as I have said, no actual
person is credited with knowing; it becomes a unified entity,
rather than a practice.

I have emphasised the existence of *Science’ as an independent
area because it will be shown as a referent system in my second
section here, and as such its disembodied quality, an ethereal
system of True Meaning, reintroduces the idea of hermeneutics,
already shown to be a central part of ideology. But S_c:ence can
never maintain for long this detachment which is, as it were, the
turning point or apex of an elliptical curve around wl:nch it feeds
into. and out of, nature and the natural, forever turning towards
it and away from it, reworking nature info ‘the natural’. Science
comes at a central point in this inevitably rather blurred

| Althusser, /deology and Ideological State Apparatuses.
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goes this in real life, is a scientific instrument that can defy

nature, or at least claims to.

AG65 (a) The Battle With Nature: Here the product of technology, the
car, is shown as still in nature, engaged in combat with it. The machine
can withstand and fend off the dangers of an extremely ‘natural’
environment, that is, one far removed from culture—in this case, the
location is the North Pole. Nature appears as a referent connoting
danger, isolation, destruction: the car provides safety, enclosure, and
above all, a means of getting out of nature, away from it literally.*Your
car breaks down here, you're dead’: in other words, youmust be able to
get away and drive back to ‘civilisation’, and the car provides a literal
escape route from nature to culture, the technological means of getting
from one to the other.
lh:‘:;: :;Li?l—ffsrgi ll}illfcafis lermphasw;s the precision and durability of
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¢ and of sentence e W-gritty: down 10 the b
S0 technology Cens Structure, as i were i
Y overcomes the raw and pm-vidcs safe transport from

its uncookeq (
angers: .

esca pcd fhoti & ngers: .Illhough here we see the product before it has
the referent system from which, by

alure, Placed within
:lgc' of safety and control, (For a further
N nature, sce A65 (b), page 130.)

From 4
nexa ¢ g
move to one w":fr)lc “"herc the product is situated in nature, we
€ nature becomes located in the product.

A66 : .
(a) C. apturing Nature: While in A6S the car was still there in the

landsca e, H .

provideg thhccr;c)i é:llfriat;’(}i‘mpt‘:_ (;: ‘;z;‘pu.ued in-thc camera—which has
experience of the struggle with nat . dg‘ 1% plioto o 0imges o
fact that the photographer has urttt;' ut also draws attention to the
that struggle, but is abletore rCOmc i d‘Ck" a?d i !onggr cngqgcd i
has to bring back Taultloss ;)n:scnl itin its absence. Chris Bonington
cies through which we bt p.arenc.:lcs —technological transparen-

That the ph : pc.cen_ve nature—but at a safe distance.

h photograph in the ad is the one produced by the camera is
shown gonclusn_vely by the fact that the camera and Chris Bonington
are not in the picture, but the camera is pictured separately, in the area
qf the words—the conveyors of truth, camera and language, share the
right hand half of the double page lay-out: the camera coming first,
since itiswhat has told us—opictorially—about the mountain, and then
the words, which tell us in turn about the camera. The coupon at the
gnd of the ad, in the bottom right hand corner, is a sign of available
information, of our further access to truth and scientific knowledge.
There are thus three grids through which the perception of nature must
pass, a triply removed lens: the camera, which describes the mountain,
the words which describe the camera, and the space for us to enter the
whole process for ourselves, via the canonical persona of ‘David
Williams'. Nature is captured and interpreted by subjects: Chris and
David, these two friendly people who offer us a frame in which we may
insert nature, 100. .

Apart from the crucial development of having captured nature and
returned home with it, rather than being pictured as still within it, this
ad works in a similar way to the Peugeot one. There is a whole genre of
camera, wristwatch, and suchlike, adverts that has developed: the I
took it to the North Pole/up a mountain/fifty degrees below
zero/smashed it on a rock/dropped it in the sea” kind of story. The
emphasis is always on the instrument’s precision in measuring (light
meters, watches, thermometers etc.) or otherwise ordering nature (the
photograph imposes the order of a frame), and on its endurance in
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: treme natural conditions.
withstanding nature, overcoming ‘hf‘;.“cg:;;xpe, cent of us. Hence the
(Of course, these conditions REVEL Tl s a5 (b), and AGE (1))
lity of this ‘For Real’ ness: of Chapier 2. 1o nature—it gets
't;’tl‘\tec?:a:n)\,cra in this ad is shown 10 bclolll"(';Pcnf:'gL ! ains arc not £00 d
apai * and, we are . ; S
e dms-:s‘m;t: (:al:lsparcncies are good placcsrfpr m:?rnc?z'::)sg
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fl?cl:dr::l:;‘taci;x does rub‘off onto thecamera —-lllclrally b :2; ;‘;” st iafo
did develop (the validating detail)—for examp cS s:ry e thi
the works. ... Of course it did: and highly ncccf vy i
working of the camera must have the image ?l'k e i
needs a piece of real grit to ensure the rc_)ck- :i e'too .ose ol
compact quality that the camera must have, "f order (l!)?hc Sy
those features of the natural landscape. Asin lh_crau': an o cultural'
some of the mountain’s image thus attaches itsell wlod > thc;
scientific artifact, as a fragment of the mountain lodges

mechanism itself.

A67 Re-organising Nature: We now have the landscape actual:iy
brought into the scientific enclosure of the greenhouse: to be observed,
not only through Science, asin the last ad, but by Science; and qf course
this is very different from A66 in that nature is brought back within the
confines of culture not on film but in its physicality. These are real
plants taken over by science—which controls more than their image; it
controls their growth, their very existence: the plants are as streamlined
here as products in a factory. On the other hand, the light bulbs grow
down from the roof of the greenhouse, from a network of pipes and
wires: an inverted image of the root and the plant. In this hot-house
nature and technology interact—as natural minerals are made into
*chemicals’, and chemicals applied to natural plants, which in turn
produce minerals, and so on. Science here is intervening in the natural
cycle: killing bugs...."We try to control them..." and weeds, but
protecting crops. So science tries to reorganise nature according to the
needs of society: this is its final goal and of course it can be very
beneficial, but thisis not the issue. In ordering nature like this, *Science’
steps between us and it, between “civilisation’ and wild ‘nature’, only
pre§erving “The Natural’ for our organised enjoyment. The natural
environment that is left for us is described in totally ‘cooked’, cultural
terms: an ‘attractive landscape’ populated with ‘interesting wildlife'
These double words like landscape (= land) and wildlife (= animalsi
and‘the adjectives‘attractive’ and ‘interesting’, which inherently impl
subject (someone to whom these things are attractive and imerestP 5
show the way that cultural terminology distances the real ph G
by translating them through concepts. *Landscape’ and \;:,-'l‘:i,:-(;-".‘ena
abstract terms, ideas: they are connotative they d F i
actual field or a specific animal. Tha b & ot degole an
landscape, secing the f fwitve t we have turned land into
| ’ g theformer always through the conceptual glass of
atter, shows how it is the imagery and lan §1ss of the
guage of culture that actually
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determi
ne what we SeC
A 45 Niture ’ : it e
from whay actually is', 1o us thlfj‘lu;'w hw'l nilan L is inseparable
can never APPIY 10 any croe S Wildlife is, similarly, concept that
translag; ANy specific creature, and thus is alw; ‘
anslation of natyre: denotes wha js - of bt 2> a0 imags or
notion that Nature mt.Jsl be 'n)l t's “Th‘" 2 Nillurul'. SYinot e, The
itis seen through the s u}curl‘:u“s and interesting further shows that
s inlcrt:sling e Alhis \I‘u'n.t:.nulucjud.gcmcnl 1sattached toit.
Chilplcr $)' View af e Lr) Llcupcd up and Romanticised (cf.
inlcrcsling wildlife. s} i A4S altractive landscape populated with
' €. should be part and parcel of the view th:
ilerent, of scientfin . ¢ view that seems so
oS l‘h s e contact with nature, tackling the raw. Yet of
et S"l sc')"r%:)' together. Thc.y also go with making a profit: as the ad
ffics ..y + TIETCS a connection’. But the sceptic who voices and thus
anticipates our fears ; iti and chemical research
cmlc‘i_sm: the very form of the ad, a transcript of
| ‘ aura ol research(research into rescarch —creating
:‘:1' 1d<':ology o!' ideology) and of scientific ‘truth’: it is less an interview
_n;m an experiment, chal_lcn‘gc put to ICI and scientifically rebuffed.
us the form. of the ad signifies a certain faith in science, as well as
testing ll)al science and hence allowing it 10 Justify itself. There is a
current idea (paruculun;ly prevalent on TV discussions on Ireland.
Africa, and on advgrllsmg itsell) that if two opposing views are
Juxtaposed the result is total objectivity. Thisis clearly nonsense: but it

provid.e§ the basic structure of the verbal part of this ad, the internalised
opposition somehow maki

i ng it more genuine (as with the admission of
faults in the last two ads), = objective = scientific.

an interview, has the

Finally I repeat, this does not pretend to be an analysis of
science, but of the presentation of science through the
ideological form of advertising.

(b2) The Natural Order

Once nature has been brought into the enclosure of the
greenhouse, under the eye of science, it is no longer necessary to
go outside to investigate it, out to the ‘raw’ undifferentiated
natural world: nature can be investigated, as A67 showed,
within the parameters of science, tlzrough‘sm.ence. However,
once science has interpreted nature we are invited to interpret
science, instead of nature: what was once the ‘transparency’ that
brought us nature, the grid of differentiations through which it
was revealed, has now become a transparency whxch rev_ea!s
nothing but itself. This has partly been shown in the lm%uxsue
self-enclosure by which cull}xre deﬁnc; what it sees, anf Asggs
what it defines, a point which arose in the analysis o : é
Inevitably, as science orders and classifies nature, it sc;:s :?) ;Ec
in terms of those classifications, and so on: this is simp tyreality
feature of all language. But it is one thing to represen )
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¢ discussed at length !hc

i hav .
another to replace it InfCh;pggLJ ll e pretation 0 ¢ which
creation of a world of sy '

; Id that they

. " interpretation of the wor' rils
ultimately -riplatri(: 21 zclrrt‘ainpopacitymthc Slgl'lllrg)j’lcr(‘:%;l)l'ch. o
e w":i cf‘igct our attention from what 1 -omes all that
cno-ug:]h in i? Thus the means of knowing btc‘i'n e rawanid
dccupbgrl:ngw'.r this is the same as my argumen ropriated by
:]lf:gooker(;? that only forms of knowl edge avrlfi;clti:r;\'nowlcdf;e is
advertising.‘so we always use the grid by v

ious i i ion of thi
obvious ideological function 9 ; Hence the trap of a
knowing but deprive him of know l:’dlgtzc;l i; e 5 istorical

1 ' nlex
tructural analysis mlhout.a co . wral (how
:eality. merely.)) Similarly, in culture things may be natural(

: er nature.

many products use this word) but they al;t!t :‘s: e the ki of

The ideology of science tends very muc 3 T that scietice
closed, symbolic system described in Chapter 3. sk .
creates or formulates a system of nature, compie g ' ther;
hierarchies, internal relations—in shor_t,.law and or en:t e
works on this system, so thatina sense 1L 1S wor.k‘mg oni sf r, A
have already said: but the significance of this system ? ]
ideology of science, is that its complexity l_'endcrs it m);s ically
incomprehensive to nearly everyone and so 1pstcad of 'he ping us
to understand nature we are confronted wnth.our difficulty in
understanding ir, with its strange words, cryptic diagrams, and
magical, mathematical symbols. o

This density which we must decipher to find ‘science ,.let alone
‘nature’, can exist, paradoxically, alongside the other image of
science, that of clarity and perfection. The necessity of
penetrating to the complexity of science is illustrated in a whole
genre of ads for scientific equipment etc.:

A68 A Hermeneutic of Hi-fis: The clean surface of science masks a
complexity which is just hinted at: ‘It looks even better on the inside’.
We now ‘read through’ science to science itself; it becomes its own
referent, indeed, comes to reveal its own ‘raw and cooked’ system:

A69: Here, the ‘cooked" surface is partially removed to reveal the ‘raw’
workings of the washing machine. The numbers attached to different
parts of the picture, the various internal components of the machine,
are used in the text, in the description of the machine: we are thus
oﬂ’crgd a‘key’, invited to participate in interpreting the workings of the
washing machine. Its secrets are ‘revealed’ in image by the removal of
the machine’s outside, so that we break through the surface of science
to get drawn into its internal system. But this system is not immediatel

comprehensible to us and the verbal part of the ad provides the othc¥
part of the hermeneutic revelation, a sort of ‘interpretation by

11A
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of (;hcir own .C(:ur S€, Nnumberg hav
understans signifiers tific' signifi
In terms of (\iv P the expreseg Cl::?l:l g'f(f:.(;h;m Sisniﬁeds.gnfo‘rc;nl::

Dok rying wash; mea
scie & Washing? int i .
ntific fact, ang ‘Objecl?\/giinhC point is that thc":lmun:cb::'? signi?;

© a particular ‘scien

:crieological metaphor. |y a:sSht(}’\w e e of
ansparency whj 8 1s  self-reveali i

/ which gives sci ing, innocent

cause ‘obvious' order science the status of a ‘natural

‘ Thus sci PN
somethin science, by offering itself
810 be seen and understood, rather thargx thsce lmte(:ul:ss !z:;

which we see and .

like nature, Soml;:l‘:iit:‘rst?nlcll. is zflwayf something already there,
3 ,"."-:."-:’".:'5-'-:-- |2 - Natural—replacing n agt ull of *facts’, like nature, something

p e | DEAGES There is a whol g -

s e Ole nexus of connotation around this idea of th
1ous, the natural: what i . OO
A6 ore bl ral: what is revealed is always assumed to be
the ifision of ::1[ t\;vhat‘ clcl)noealed it, transparency always gives
it alsoimplics gro }g_rlg tthereto l.he bare bones 91‘ something;
Everything i proof simply by Shogvmg:‘theye itis,it must be so’.
g 1s revealed, and nothing explained.

Th; transparency that replaces the decorative with the visibly
functional has a great deal of the puritanical in it: especially in
the sense of an anti-aesthetic tone. ‘Beauty is more than skin
deep’: and ‘you might not believe it to look at the CS705D
cassette deck (A68), but Akai think that what's inside is more
beautiful than the casing.’ In A69 Miele showed us what was
‘behind that pretty face’, using the same idea. The connection
between science and puritanism is an obvious one: both have a
clean, clinical image, and both claim to ignore appearance,
superfluity and irrelevancy and to get *down to the basics'—the
basics always being natural. But theirony of puritanism s thatit
also believes in covering up: it is rather like getting made-up to
achieve the ‘natural’ look, as is seen in many co§metic ads. This
parallels the way t.hat sci;nce in exposing llS‘ own incom-
prehensible intricacies, achieves the look of the ‘natural’.

.
N
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ike 'powdcrcd 0

. , jous
A70: This ad shows a conscio ! dered
ous’ and ‘scientitic-

: ery langu

and packaging, of flowery 1afE" . .
d ‘s,o on, claiming to be SE% ©. 1 nding ingredients, OF fancy
o utiful, healthy skin lies notin exotic's o inically tested prepara-
gco?ﬁll“b{" in scientifically developed an iccnce' o owledge, rather
{ the outset offered 's¢ "scicntiﬁC' diagram

tions.' Thus we are a ! 2 oram, 8 i
he caption for the diag {0 make skin care that

otic words. T ]
::Zaie:g a crosssection OF X Sk":'lni?zimfl:i:‘. Then underneath the
works, you hate 0 undersland very delicate. Vichy's preparations

A ; s = / ar
dlzgcr::‘c::i;il:ic;: lgell'snf:t'zr;;ists who understand its cc;trln;:lzzlzz ar.u.i‘
:adc by pharmacists who use only the purest, pr(;)\l';: sk%n. wre
We are told that the makers of Vichy undgrstaln. s e o the
not understand it: the diagram tells us nothing. St is ; P T
skin: it represents, but does not exp}am. oh g's B Alins
representation is a closed circle: the dgagram show ; bl;l e
nothing, it is the skin, enlarged to make it even clearer;

to know anything. While seeming to be an explanation, itis
l::;ﬁyusa 2ymbol: itydengtes the skin, but connotes science, {)’actt.?,
seriousness; it represents the whole miraculous system of scnenc:ed ;1 is
empty of meaning in itself. This shows that science, supposedly a
system full of knowledge, is for ads(and ndeqlogy) a referent system hk.e
any other, and our knowledge of it is exploited (Vichy takes from this
diagram all the connotations of purity, certainty etc. of §cncnce) while
our knowledge in it is denied. (We never find out how Vichy works or
how the skin works.) If you use Vichy every day ‘soon you'll feel and see
the difference in your skin': feeling and seeing are supposed to be the
ultimate test, but they still do not explain. Obviousness, transparency,
“The Natural' (it's only natural etc.) become attached to Science as a
referent system, but defy the possibility of a science.

The preceding ad showed the prevalent idea that knowledge
of things resides in them, to be revealed by looking closely, by
feeling or touching, rather than in systems of relations between
things. The entire hermeneutic idea is based on everything
revealing its own meaning, that to know something is simply to
kpow it, rather than to know about it. To know somethin
directly involves purely a relationship between you and thg
thing, between.subj_ect and object: while to know the relatio
between two things involves a relation between two object g
though the subjective position can never, of course bcjrc . and
;zm:::jelg,isxtssucentral and privileged role in the proc‘:szvi)f

g perseded. In any case, a subject’s relationship
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SUUCIUTA] aratoc s O oF 4410 on the be N7 o
waken: analysis’. an are: . nefits and dangers of
f'.ons'de“'d carefully eam which I think has not been
structuralists' - whe nough by either Marxists or
based on historic: Seem 10 have been placed | =
id historicity versys *t placed in an opposition
eology is structured in fa structure’. Because of the way
Stress on structural refat; act the way society is structured. a
myth that anything can b'c(’:s'"PS Is invaluable: it removes the
emphasis on the subject nown in isolation, and removes the
knowledge of Parliculajr thi But as | started by saying that
relations, it is crucial ings is found not in them but in their
particular thines : not to forget that it is, ultimately.
ngs and social phenomena th: .
and understand. The k mena that we wish to know
because they are .not i DoWiedge of systexs 1 importan)
things and Semie. sedl diie Ltk Lt Syehs o
betu » and systems of signifying the relationship
een the two—
Hatine 0d which is the concern here.
r a ki
sibgin cge lﬁ::e nfor l«!hkmd of knowledge that can have
ot Setoned ot, I hope, gouged all meaning out of the
referemlc?c; anq made it as hollow as it becomes when merely a
to* SCien:e*a' Vi{tlsemenls. The diagram in A70 merely ‘referred’
i ¢’ in this way: what should be signified by the diagram,
e-WO.r!ungs of the skin, is replaced by the diagram’s function as
a signifier of a vague, connoted image of scientific knowledge.
This same replacement, an exchange of connotation for
denotation, of reference for explanation—an exchange dis-
guised by the fact that the referent seems to be there in the sign
(cf. Chapter 3)—can be seen in A7l, where the whole
advertisement functions similarly to the Vichy diagram.

A71: Nobody reading this advertisement can have any idea what a"pre-
focus lens' is: here again, the diagrams conceal nothing but themselves,
the language seems explanatory but like the picture, only refers to
scientific knowledge and does not actually offer it. The entire
advertisement is a sign pointing to Science, but empty of science.

Science has thus become constituted as a referent system in
itself, completely separate from nature, against which it was
originally defined. It protects us from nature, but this
proteclion becomes so complete that science itself seems to be
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bkt L- us with ‘the patural’:
s rattractive landscape
" cin A67. This re-

: iscontents _
) *Cooked" Sex: *C jvilisation aml. I”-Dg(;})\’é o el applies
Le i-Strauss’ dichotomy of the raw and e see il
l‘ml-' G atural objects but 10 SEX. In this area i
:Ihoct l(;?\szc:::s'.‘thc ‘éooking‘ process yct_lhc :}p::e?' :-?crc L ONEIE,
that have been discussed so far_m this c‘hflpuf'c: . 01‘1r ol
the ‘cooking’ does not simply involve "nat e e cassiofis 404
‘nature’. it involves ourselves: our bodies an s
our images of them. Sex becomes a referent sy lcr;dre 2
hinted at, referred to, in innucn@o. dqublg en o 'cx A
symbolism: but never ‘raw’. Tht_Js again the |llus;)('):l;]'|s(li ;’(ssown
being revealed, while in fact it is concealed in

references.

A72: Here the referent is wildness: ‘for those of you .\\.'hoi\'c been
civilised long enough’ implies both discontent with civilisation and
simultaneously, culture as an élite group it is for those of youwho are
at the apex of civilisation. Coty claim to be “unleashing® this *most
sensual, frankly arousing fragrance’, throwing off the control of
civilisation: yet,"Now Coty’s coaxed the dangerous Wild Musk (like an
animal) into its own creme fragrance compact’. That the compact
should be its own implies that it “naturally belongs there. As with the
Florida orange ad, A62, and the others in that section, the opposition
between nature and culture is represented in a way that overcomes

it—s0 that we may have both civilisation andits discontents. We can be
made to feel both tamed’ and *unleashed'.

Pa;'l;";;cp'rgfcl;gc-l} hi}:’i?g cooked" nature, can then offer a safe
¢ ‘b 01t It can re-pres ; : ;
where it may be consumed. Present nature 10 us in 4 form
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enclosed go Itis ulsou,:‘??k'-‘d YErsion of a horse and a vehicle %or
IS parked j ¢ Courty: Ocated inside 4 strong cultural referent —it
4Ve previoyg) Occup)igdl?rdTudm house. However the couple who
oulwardsnnlothcgardcn Ilic.n?r'md ke 1Dty done i o s,
; -Having® > .
unleasheqd into the garder icc(::::rd their Sexin the car, they may

olled natural environment.

The ’ .
of relu:r(: l:gl!escsl - N1 the garden obviously connotes a sort
€n—this is denoted literally in the following ad.

g g 4: HC.I’C_. the snake angd the apple literally refer to the garden of
en—whic itself conn thinnocence and wickedness combined
and thus is a Suntable j

\ ¢ 0 go out and buy the bra. In doing this we are
IMProving on our natural state:*Eve herself never had it so good. But in
this improvement we are also returning to perfect freedom: although
the bra encloses and confines the body it is also the release, apparently,
of a sort of Hegelian Free Spirit: it is, after all, the Free Spirit Seamless
Bra. It has a natural form—'body-soft cups that shape like a bosom,
not like a bra’ (although it co

mes in ‘fiberfill or fully padded styles’) but
an unnatural function.

However, it claims to be ‘introducing the way to look very natural’:
the product actually creates, introduces 'the natural (thus showing that

‘the natural’ is a cultural concept, since it is introduced by an artifact)
while also preventing nakedness.

Setting up naturalness and nakedness in opposition is using
the ‘raw’ to give status to the ‘cooked’, and indicates that culture,
having once given nature a significance, may then safely lead us
back to it.
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world to n similarly ‘cooked’: a network of rom;!n.ksy'n b(:h
have all tmhavc cooked your food. you arra.ng.e itin g o 0k,
When ?'ou ‘ress. or sprinkle parsley on top of I its re ‘edor
fresh Ml:‘:l‘ which inevitably becomes symbolic, singe ‘mis
‘the wwhcre to signify something about what 15C0ookeq. al“‘;‘r
cressist level channelled through technologica] p, : h:
r sult of which is The Product —whether food or Machine.
result 0 \.vhcn this product is replaced In nature (quige |ilera||)?'
sex. BulW. mong flowers, as the follqwmg examples wjj) sbo.,-n
a field or‘: be nature undifferentiated and ray, e "
o f‘e:i‘z)n of meaning is required, and.‘n‘ature‘ is SUPPoseg t:
!rangfhc product, which was torn from it in the firg, place. i
invest tus of ‘the natural’. In other WOl’dS. 'nature‘ asa "»‘fcrenL
the .sl:I ly closer to raw nature than the manufactured Prodygy
'shI::t: 3: signifies as “natural’. For example:. there j -
:dvertiscmem for instant coffee which shows in 4 Series of
pictures the process of transforming the coffee beans IO g joy
of granules. The final picture shows the jar and 4 CUp of ingyan
coffee: the raw beans have been cooked 10 make the Producy
However, the ‘cooked’ picture retains an image of Nature, iy ,
bowl of flowers which has suddenly appeared next 10 the coffee
cup. A romantic symbol of nature now replaces the actua|
natural form of the product. The whole idea of ‘nature’ and jig
connotations has been channelled into the flowers, just ag the
beans have been processed into the granules. Therefon the
product can never quite get back to nature, because it can never
be signified as nature, only as natural: ‘t!te natural' is the
meaning extracted from nature, and there is an invisible by

“Nature's a temple where the pilasters
sometimes in their mystic languages:
an reaches it though symbols dense as trees
They watch him with a gaze familiar '

Joanna Richardson tr., Penguin 1975,



(a) ‘The Natural’

X
Constitutes the « . hown by the change in what
Omes the ju::i:iiral' from age to age, lhroughougt hislo:;.:l
desires, By precise] a::c“ for whatever society approves and
determinang of Whay' ause of this reference to Nature as the

. L1s good 2 .
arbiter, ‘th . 1 800d, as though it were an independent
€ Natural’ becomes (he meaning given fo cul‘t’:re. by

nature—although it i
anyway, gh it is Culture that determines ‘the natural
us socj
to crealzo::l::l:u?orks On nature in two ways: with technology,
symbols of he actured‘ g0oods, and with ideology, to create
natural' which are then Juxtaposed with the

manufactured )
between the twos.(;:ds S0 that meaning may be exchanged

: the previous chapt h h
cul . pter we have seen how our
prc;:urzt:?g:: i::zm: "? produce not only these mgnl'nfactured
of ‘sclence”: imagégs ut: tn}anufgcture. of the ‘cooking’ process,
which is wild and ra‘w adl:, of itself, as defined against nature
of self-definition all:l angerous. But to admit thxg process
definition its e ould be for culture to undermine that
o) Th’ § sell-image of superiority and efficiency, ‘civilis-
0. 1hus it must ultimately turn back to the natural world it
.has overcome, replace itself in the context it has defined as
nat‘ural - This chapter sets out to examine that context, images
of ‘the natural' as opposed to the images of science and
manufacture shown in Chapter 4. Besides images of the
‘natural’, which are shown in the first section below, we can also
see in *Surrealism’ images of the replacement in ‘the natural’—a
parallel to the ‘raw and cooked’ section in that the process itself,
though here of reinsertion in nature rather than removal from
nature, is presented. Then in the last section I shall discuss the
significance of the relocation of cultural objects and indeed
culture itself, within ‘the natural’ order.

“The natural’ is, I have suggested, a symbol in culture: what it
signifies varies greatly as will be seen in the variety of examples
below, where it is used to connote such different qualities as
‘perfectibility’, ‘danger’, ‘obviousness’, and ‘naughtiness’. The
link between these qualities is that they are all seen as desirable,
when nature is connected with them. So the precise meaning of
pature asa symbol, i.e. of ‘the natural’, is lessimportant than the
significance of its being used as a symbol at all. There have been
periods in the history of our society when ‘artificial’ was not a

jorative word as it is today; and when ‘natural’ did not have
the bundle of positive connotations which characterise it now,
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i ¢ the eighteenth cenpyr,

and have d““".n::: c:::lgt‘ in society’s view ohhcr ;a;’"" the
‘Romantic cf'd-f m a change In material cond al
doubt stems _"“‘c natural’ increases directly in prop
importance ‘_’f fc from nature is increased. through ey "1 ay
sociely s dm‘:?,:_ A society which is in open contact iy, ,,f’"’m.
cal developme ies are constantly being defended in 4 , l:lure.
whose b?u:.‘;g:‘may well see nature as chaOEic, if not b i\v!lh
natural ofam.i"c‘ sickness and death. Man’s '.e'a‘i°"5hipw; n
can brmg evitably a dialectical one: it gives him hig exisy, th
nature 1S mmusl work on it and struggle with it 1o SUMVive 1o
sad ¥t h(e of this relationship is present equally in 'prim'im 5
comp!cxl 'Ynd in technologically ‘.advanccd societies ije ¢
societies dcvcr in “primitive’ societies the fact that Subsistenc,;
s H?:;m nature and that nature may also destrgy |
drawn nce is a far more immediate reality than it js o us j

SUbs's“; society—where death itself. the most ‘natural’ of facts
i\:/ ;tsxtre;trongcst taboo. But Romanticism has provided ys With 5

Jution to the complexity of our relationship with nature, in th
:‘grm of a sort of condensation: !he .harshncss qf Nature meg
that society is good and _bcneﬁcml in overcoming it; by y
this goodness is found in nature itself, so that the are, of
contrast is lost. It reappears, in fact, in reverse because
nature is set up as a symbol of wt{al 1S good, everything
undesirable in society can be called ‘unnatural’. The terp;.
nology of ‘natural/unnatural’ thus erects nature as an absolute
symbol, and in isolation: what means is iz, not our rela}lpnship
with it. Here again, ldeology replaces a recognition of
relationships between things_wnh an e}change of meani
between things. The way inwhich culture interacts with nature s
entirely reduced to the level of a signifying process which
actually inverts the real, material relationship.

In this way the tension of the dialectic is lost, or rather,
disguised, because nature is set up as a parallel to society and the
grid of cultural meanings is imprinted on it in a direct symmetry
which makes nature merely society’s mirror image,’ they
become congruent systems of meanings. If what is socially
acceptable is called ‘natural’, and what is socially unacceptable,
‘unnatural’, it is clear that social values are simply being
hammered into nature, as onto a carbon copy, which may then
be produced separately as if to ratify the original. Nature and
culture are thus completely elided, and this elision necessarily
‘removes’ the complex and contradictory area of their

q

'See Chapter 2, section e.
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A75: In this example the ideas of

expr in ‘getti 2
cuflue::legn‘irt‘ agne ::';:jgr e minutes out of every hour'. This extends a
natural. Ofc‘ourse s 5:88€§llng that a period of 70 minutes is actually
W e’ Cullur. tck ourisalwaysan hour, but what is naturalis the
et it ; ¢ takes into itself nature (i.c. unmeasured time) but
gives 1t a measurement. This doubled time is analogous to another
important element in the photograph. Although the couple are so
packed with vitamins that he can catch all those fish, whose silvery
corpses are scattered beneath the easel, and she can paint, their
attention is fixed on what she has produced, the image of nature. We
can only partially see this painting—just as the black and white photo
(the original is black and white) robs us of the colourful multiplicity of
nature. But it clearly points out towards nature which is, in a way, its
‘reverse-field’. Nature here is doubly caught by these energetic
representatives of culture. It is transformed into objects for
consumption (his dead fish) and into a representation, her picture. The
ad only half pretends that itis showing nature—its chief demonstration
is that nature is representable. Here'the natural isitself perfectand can

also be perfectly captured.

perfectibility and the ideal are

'ibid.
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yduct's INSEIHE o ted
wnaturalness precedes the prov e bs. indicate

A76: Here, the ‘naturalncst P puclunlly contains her ready on

i o S04 : qure are al
g ature, because the s¢ ¢ picture; :
;’r;l.:lgsc;::‘f‘: and the herbs placed qround itin thep and UNWrAppe

. » Wrappe . ke
the packet. The g bcl\\t‘tﬂ' l-h:l.nu\ (‘:t’rlhc natural |'|k"' ‘,::‘
ts. gives the umwrapped SOAp 1  in it. The simultance
B yund it and are contained 10 only makes the
herbs that bolh,:urn. D rapped s04p no'l' iy o
P t:m ‘\?:.'ptr:;( almost more raw’ than "h‘ ‘urc;cnlallinn of
:ll:‘c\:cr"&‘:i: :“,ccn:(::nc;'lcd with the p;ncl\cl.d\\ h::.:g:nrccr?l “and the waty
them parallels their representation 1n the .l‘ L: vl WFSP (hcmsclw-js
the packet encloses the soap. and the herbs at the heart of all this
around it, makes the soap like 3 sort of core,

il g, one meaning nd b1
utinthisad® level the
e i none I
‘naturally’ in the caption is a k " is a supremely
l?l:t:o:p)'lnumral' (a‘;(hough soap, the great lflcfv‘:)er:i ui[s,.‘obviofsly'. 2
cultural artifact) but the other sense :\iitngediscusscd furtherin the
‘inevitably'. Thus we see the idea—Ww hic bvious; ‘naturally

¢ i __that what is natural is ot ' )
iy g v element of determinism attdcheq toit,
le connotation of

means ‘of course’, so there is an ws
and it removes power from our own hands. Tl;el dt:) R ariiig. ¥ thess
*naturally’ in this context is more than a dua ldy e aiiveu i
meanings are very much bound up together, an aret'ons el of
in some puns. Because the soap 1s ‘natural’, it functi

course. The two meanings are inseparable.

natural” has more than
ind of pun: 0

A77: This ad shows some more of the magical properties ofherlgs—-on;
of society's latest obsessions. It is ironic that thxs-'naturalncss‘ shoul

actually be seen as having unnatural or magical properties. The
‘mysterious wild flowers and green herbs' are made almost super-
natural, and the product indeed promises to transport you away from
the real and natural world—'like you're somewhere far away beyond
the ordinary world in a wild enchanted garden’. But notice lhfu the
garden—enclosed nature, not ‘wild' nature as it claims—is again the
place to which you can be transported: gardens and greenhouses crop
up in advertisements claiming to be about ‘nature’ with surprising
frequency. The exotic quality of nature suggested in this ad also gives it
the aura of something alien, unusual, mystical. Thus the romantic
interest in ‘the natural' is the very opposite of materialist—nature is
never physical, but becomes a dream, a paradisial fantasy. I am not
saying that the advertisement really intends you to believe that the
product will carry you away to paradise, or that anyone will believe it.
But thisis irrelevant: what isimportant is the kind of nature referred to,
wha_t ‘the natural' is seen to be—even ifit is blatantly unattainable. And
the image of nature that this ad exploits is one of a fantasy, an ideal and
exotic haven which is located not in the natural, the ‘ordinary world’,
but far away beyond it. ‘The natural’ is thus situated out of nature,
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A78: Here the illustrations are of

‘moonlight on water', and ‘mother of pearl by starlight': all totally
Romantic images of nature. And Max Factor is able to imitate
nature—reproduce these natural shimmers to do the work of nature
itself. Yf:l while creating the *natural’ look, Max Factor is also doing
‘some}hmg for your eyes that nature never intended.’

This ad therefore works in two ways. Its basic assumption is that
nature is primarily decorative. Nature cannot be seen as also cruel,
destructive and terrifying: we are shown it as shimmering moonlight,
butterflies’ wings, stars. However on a much deeper level we are clearly
shying away from nature with a deep-rooted fear, or why should we be
painting our eyelids with Max Factor at all? The product here is
unnaturally imitating a romanticised and idealised aspect of nature, yet
with the emphasis on manufacture: indeed, nature is seen as a vast
subject (as Science is, cf last chapter). "Nature’ gave the shimmer to
these things, it is a kind of artist or deity, but definitely a subject;
imitated by Max Factor who thus becomes a sort of shadow-subject,
copying, and yet tidying up after, ‘the natural’: transplanting a natural
phenomenon, the shimmer, to a place where nature never meant it to
be, the eyelid. When this transplant takes place, we are told, ‘something
quite extraordinary happens’. Thus nature again is scen 10 hold all
these unnatural surprises: it has the capacity, apparently, to uapsccnd
itself. Nature becomes more and more magical (cf. nextchapter) instead

of material.

“butterflies’ wings at twilight',
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wan actually see both
A79: Here, 'Sudden Beauty' works so fast that we L.m' .‘r::;(:llll\)l;t‘ltn the
the process and the result of the face pack simu ‘:1' \sing nature’s
model's divided face: it brings an ‘instant rcsu]l .con c11. |thc) ind
work both physically (getting Country Air in " 1.1 s minutes!
temporally —the natural glow of fresh country if !"J‘:,m'"c is both
The product *helps nature do its good work™: again. l:d i highly
copied and improved. But notice that the metaphor useq thisisun
cultural one: *feel the tingle as it recs up your circulation ... imably
idea drawn from motor mechanics and it is ironic that 1t 1S presutis e
car exhaust fumes etc.. that have destroyed your skin S.lif;::l‘;i.':]‘-:::’u"ngz‘
glow in the first place. And the result of the mask is d?surl' ; l(u.rc Rt
terms, leading up to a very ‘unnatural ;adjcc.uvq: .ol t’th s
looks finer, silkicr. ... polished'. So we are polishing up nature.
helping it with its work.

A80: The contradictions which have been implicit but disguised in Mo
of the preceding ads are very apparent here, whprc we are .pr%‘s.L':\llc

with burning and coolness simultancously. _Th's f‘d oﬂ'cr§ h"_L ‘- 0;-
nature freshness through the health-destroying. air-polluting "F' 0"
smoking. This promise is implied in the picture: the clean damp .s_m;,

of the grass and stream are correlatives for coolness: but they will -‘"O';
be destroyed by the cigarette in the girl’s hand. The opposition ©

coolness/burning is so extreme yet so completely denied by lhq ad. lhu%
this is a good example to make the point yet again, that advertisements
work on concealed. unconscious and irrational levels: juxtaposing
things not only unconnected but in this case actually opposed, but
giving these juxtapositions the status of a*natural’ order (cf.surrealism).

iy

A80 o ‘ DA
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Something . $ almogy naughl{-dnd Sk"‘ii"}d the attitude 1o nature
mpt ETather ¢, Y. Thisshoo: 1 € genuinely natural is seen as
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A82: Here, tec

hnology |;
s i . " .
fomantic image of 1%1):: s?;a“y reproduces ‘the natural', Despite the

romantic myk ; » the horizon, the shell, a sort of mist

the mySlifyiy,l,: l:e:"gzlbi‘e:;giround‘ the products in the foreground ant}il
‘eChHOl'Ogi.cal myth, Whichot?le;}:;:w“?n equal preoccupation with a
perfectibility, : st

nature, and

! @ romantic rather than a scientific image.
€ names like ‘TPR-939.T P-770'—and the language is
o/ad\s}ncc? CrO, switching...wow and flutter an
: : o- SIgNal 10 noise ratio 60dB plus oil damper
;l:v?;?:?'.i'.' Few of the people reading this are likely to understand

Y Olit;1tis as incomprehensible, as inexplicable, as nature itself. It is
anew, tgcl!nolo.gxcal myth of complexity presenting nature as a simple,
ror‘namlc. idealised myth of girls on seashores with shells. The creation
of‘the natural’ through manufacture, shown here very clearly, runsasa
thread of contradiction, simplification and fear throughout these
chapters. Nature is connected with perfection: yet this perfection can
only be achieved mechanically. And in a way, technology is offering us
here a key to nature, ‘the sensation your life has been missing': it is the
final point of perfection in your life, it fills the gap left by nature. The
actual products also fill the gap between the romantic background, the
picture, and the very technical verbal part of the ad, beneath: because
the tapeplayers are placed as if on the surface of the paper on which the
writing is situated, yet they spill over into the sea-scape picture, almost
as though the girl was listening to them, and not to the shell. So
Sformally, the products do precisely what they also do on the level of
connotation: they partake both of the romantic, and of the
technological, perfection.

The products hay
highly technical:
astonishing 0-07

This setting of machines in nature, to give them the quality
of ‘the natural’, can give us a new angle on some of the ads
showing machines in natural.surroundm‘gs that were used in the
last chapter to illustrate tl_ac image of science. A65 and |6,6 draw
very heavily on Romanticimagery and this, as much as the more
overt, scientific image, is what sells the products.
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e S oll.’);Althoughlh'c Pcug_col Car is aby
A6S (/’_) (lﬁlr‘c‘;?s’;: g:}f,ys it very romantic image in lhc_ mi d“l:fll I:ﬁm’
n;uu‘rcls red cur';.ll alone in a vast expanse ql’ Snow and ice. The -
Lhe I“.‘ c.\ besides being a way of proving the safety of the c;,;
danger 1 -;,lly attached to the car itsell. The more “Civiliseg, : r.
pamdo.;u‘cj our lives become. precisely  hecayse of Su::
conlro‘I c mechanical, accurate, labour-saving— the Ereater e
Prm!mls snsate. by reintroducing danger ?"(} excitemen 4 lht
. mv':t': f(;rm .of advertising 'udvcmu!'c stories’, Although the
:::r::fgc of this ad is that the l’c}lgcgl will get you out of this St
the implicit suggestion is that it will get you into it, ang Create lhis‘
exciting adventure.

se see page 113): Although the product clajmg to
:ga(sct(igl(z,r‘\’:u(ougg.alhe con_ditions of its use as describeg and
illustrated here are completely lrrelg\(anl 1o most people. In this Sonee
of ad. the spaceship/polar expedition/Mount Evcrgsl lhc{ne only
removes the context of the product further from our ordinary Jiyes.
images involved in this are, despite the scientific, gritty tone, very
romanticised: as in A65, we are sold on the idea of adventyre.
exploration, excitement. Chris Bonington is the Romantic (almos;
Byronic) hero engaged on a lonely, challenging exploit: and the
of the mountain itself, its craggy peak shrouded in white mists, is
romanticised by its setting in the frame, as it represents 5 sort
pinnacle of achievement; we just see it in the shape of an arroy

pointing upwards into the sky, and drawn into the Page out of aj Smle
or context.

This placing of a machine in a natural setting in order to give
the aura of ‘the natural, can result in extraordi
juxtapositions, and the final example in this section will lead ys

straight into an examination of *surrealism’ and its relation to
advertising.

A83: The Citroén is supposed to be ‘very beautiful’ and hence its place
among flowers, symbols of natural beauty. There is a slight pun in the
caption, providing the supposed reason for the car being in a
greenhouse: the point is that the car gives you *plenty to show' just as
your prize flowers do. This is using nature as a referent to connote
something owned and displayed. There are a hundred other ways to

connote beauty besides flowers in a hot-house, and thus the real
significance of their presence as*

nature as subject. The final
re 1o show for your money': since the car can be

Sada e

beso
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of t 3 g¢ the meanings from one part
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» but what is concealed is the
acement. In the previous examples the
S ( €en ‘nature’ and this has blurred the
Jarring of particular images—e.g. cigarettes and mountain
streams. But in surrealism the images are allowed to jar: we
smgply have to look a little further for the ‘underlying’ sense,
which may be an *unconscious’ one. In this aspect the idea of
hermeneutics is again relevant (cf. Chapter 3). The short section
on Surrealism which follows has a relevance outside the sphere
of advertisements, since the real Surrealist movement followed
on from the Romantic movement historically, and is based on
many of the same ideas of subjectivity. This move from images
of the subject in nature, to images ordered *naturally’ by the
subject, is one which takes place in*Art’ only as a spin-off from a
similar movement in the increasing complexity of the place of
the subject in ideology, which is discussed in the final section
below.

reason underlying their pl
connecting factor has b

' i i am only concerned with the cultural image
(P Str nzinr;})"lti\sglc'gz?rialism, rz)ilther than with the movement .it.self ;
'i;‘he question is—What use can this myth serve in advertising?
Surrealism can be traced _ba;k to Romanticism in its
construction of ‘sealed’, SUbjCCllVF worlds frgm dns';:lara‘:e
objects. In Dali, the most mythic and pt}blnc of a lf :
surrealists, this is apparent in a painting like *Apparition o
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Face and Fruit Dish on a Beach®. Here an ?bf;‘fil(;,:n:’n‘:)r unlike
are brought together in an incongruous o: ly to Dali that
Catherine Dencuve and Chanel). It is c""")h, t follow you
advertisers have looked: in some of the cxumPl;"?l x;:osl famous
can see that glossy, photographic style olf_ {‘:hc road to the
paintings. Surrealism has been dcs'{"h"d. " al road’ to the
absolute™ (perhaps in reference to Freud's rl(:iy gl o
unconscious). By using this absolute world, :i ways of
bracketed off from the real, advertising again ﬁ'l‘ ?magc af
placing objects in juxtaposition. The cultura ~ea itk
Surrealism means that the spectator of the ads assum g
between them. In these examples we imorprclha p::culic
Juxtaposition but do not expectan answpr—forthe |cr[g1’amon p
of the surreal has no key or solution asin the Doub er 1 it
ads (see p. 88). It is precisely this absence l?' t:” gcan
relationships that makes us assume a link deeper than ter the
say—indeed the more the objects are disjunct the greate "

unconscious link we expect. Our knowledge of Surrealism
denies us knowledge of the actual relationship belwzgg
things—that butter has been produced, for examp[c (see ¥

low). And in its assumed representation of subjective an

unconscious states the spectator's own unconscious is reached
out for and drawn into the ad.

A84: The Dulux series consciously makes use of the mythic structures

of surrealism. One crucial factor in producing this ‘openly’ surreal_lstlc
effectis the blue sky: the ‘natural' background used to make the obje_cts
of the picture seem like natural objects, the foreground surface meeting
the sky at the *horizon® and thus taking on the place of *the gropnc‘!’.
althoughitisa shiny surface. The ‘vanishing point’ of the perspective in
this picture is located in or behind the paint tin. But besides the
‘surrealist’ blue sky, the effect of surrealism is achieved in the
arrangement of the objects. We see the product, the tools for its use,

and the effect of its use (the wall and door) and the two symbols (the
dog, advertising symbol for Dulux, and the ICI symbol of the
manufacturers). All th 5 i i

'André Breton,
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A85: Here, th
; + Ihe connection betw i
ce : . ¥
omes apparent. While n surrealism and ‘the natural

displa 1% surrealism orders objects that have been
. p 'cefi from their normal’ (natural) surr dJ' i
association representi oundings, in sequences of
associations of th nting the sequence of a dream, advertising uses the
which is nater oural dream or myth—the primary example of
Juaxtanoned \-:'Ul:e.' This ad shows products, symbols of nature,
abaur b it nalurf:-an 'ass'ociulion that can only be brought
These ary o d.r,eam'hkc belief in the product’s status as ‘natural’.
¢ ‘cows in a field: the symbol replaces the reality—literally,

hcre- bul lllis Ollly |l|akcs CXpliCil what alw h H als
at ¢ a a adv
(Cf. Chaplcr 3) at al ys ppens in dd\cnls‘ng

A86: While the previous ad replaced cows, natural beings, with the
product, we now have cows and the product together in a field. A8S was
an example of the hollowing out of a place in a system and then
inserting the product: the cows had been removed from their place in
the field and the bottles had taken over their place and some of their
significance (though there is no rational basis for this since the product
did not come from cows).

However in this picture butter, the product of cows, is placed
alongside them, apparently ‘naturally’. Notice how the plants overflow
the frame here: thus drawing attention to it as frame. No attempt is
made to be realistic. ‘natural’, in the actual representation. But the
*natural’ quality is only displaced. from the rcprcscntalionql lcvcl‘lo a
deeper one, that of the connections which justify and explain preciscly
this lack of "naturalism’ in the picture as a whole. An association
between processed butter and cows actually has attention drawn fo it.
by the apparently odd juxtaposition. We feel that the connection must
lie on a deeper level than that of the visual.

N (T AN E Thus. although it looks strange, lhc butter, produce ol_‘ cows, and

Tk e PUhee  cows themselves, are placed together in such a way as lo give t'hen"a an
W sedn b Yhedy al status, and a similar essential quality: the cows seem ;cmarkabl‘y

90 a huge block of butter in their field. This
undisturbed by the presence of a huge block o
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(¢) The Ideology of the

Natural

igin wi sult, and thus denying process: Producer ,
is confusing orlg'E‘ : ::xrlcls(:lcl:l.uh othersoasto negat‘c the m‘“el’ialny of
produced are pr:‘“;ullcf just seems to be 'na(ur.ailly (_hece: l!lcrg e
production. The ade. of the circuit of cultural wokm; which ;
hint of its bcmg. "":hc';wo stages shown, cow (polenl.ufl bu“er) g
through bctwet,nbl butter). Surrealism and advcrusmg leave 2
packet (marketa :, things, as dreams leave out grammar, “‘fcofding
connections betwee things as symbols and ignoring the relationgp,
to Freud, ﬁxmgr:: butter and the cows simpl)f exist: (hey are relaeq
e lhm-“.hc cows exchange their ‘natural’ status with the by ter,
symbolically (1 aning) but not in any way that could involye change
(ranSfcnvn_g m:., of this kind of picture denies even the space of time i
The snmull.fp °ranalion could take place. the finality of both cows 3
:::lcehr :::3:::10 space at all for either to have any but an absolute form,

The replacement of real relationships by _Symbolic re,
lationships, which are undla_lectlcal and rcqplr.e a .}Ialus'quo of
symbols as a precondition, is one of thg pr!mdr){ unctions of
ideology. The misrepresentation of relat.lonshlps 1S not CPOUg_h
on its own to conceal the actual relations of pr?ducu‘on in
society; this misrepresentation must have an ‘order and
‘rightness’ about it, so much so lhgit it will never ha_ve_ 1o explain
itself because it will never be questioned. In surrealistic Pictures,
we assume a logic of connection betyvecn things simply becyusc
they are presented as connected: with the Herc’ford ‘COWs' the
connection carried no further than the product’s name. But in
the butter ad. a complexity is introduced 1n that the butter and
the cows really are connected —only, not in the way
makes out. And in surrealism the distortion of relationships

seen already in the first part of the b
itself as ¢ referent system helps a
properties from €Xposure, by appeari

‘Many of s, , find the exploitation that takes place between

MEN Just as natura] ys that by which we master nature, ., !
¢ have seen that surrealism, as 4 ‘referent system®, has

accustomed ys 1o seeing an unstated Jink between things, a static

| X M
Brecht, 7 Slc\wmkfml Dialoguey.



rder of things'. It has

. hip between nature and
order natyre (cf. A6 ¢h € Natural', that not only does science
by cultyre as ‘tixe ’ °l(_7l_ greenhouse) but nature is taken up
transference ofm Natural’ in a symbolic form that enables a

: :ea?tmf fi Tom nature to culture to invest cultural

€ Word ‘naturg) self, wnha‘natu_ral‘ order. The meaning of

y Provides an example of this

€ system of nature has been drawn into social
ote Inevitability,

relationships ke all the.examp.les of nature/culture
helpful to l;',e-gu " tll:()w complex this relationship is, it may be

¢ € circuit of ‘cooking’ i
hature in the simplified form of =Sl

a diagram:

CULTURE «=*% NATURE

| 1

.
SCIENCE — ‘“THE NATURAL'

Advertisemepts, in their production of exchangeable images
of nature, provide a ‘currency’ that may work round and round
this circuit—which of course is never static—a currency which

We use, and thus perpetuate certain ideas about the status of
nature and culture. These ideas, as I have shown, involve
culturally determined misreco

gnition of the real relationship
between the two—in other words, an ideology. However, the
above diagram is not purely a representation of this ideology

and its perpetuating motion: the relationship between nature
and culture is a real one, and the fact that science works on
nature by experimenting and compiling results, does not
necessarily deny the reality of nature. The point about the
diagram is that it charts the production of images, the relations
of symbols and not material things. Nature is cooked by
culture, fed into it to provide fodder for ‘Science’, in the sense
(described in Chapter 4) of a metaphysical organiser: through
‘Science’ we may see ordered nature; in the transparency o( its
own workings we see what is ‘natural’. Beyond Science, be_hmd
its neatly framed window, is ‘the natural’: thus the genuinely
two-way relationship is apparently compleled. But it is never
completed in fact, because ‘the Natural thou;h |deo|og}cally
located with ‘nature’ (they are together on the right hand side of
the diagram) is absolutely irreconcilable with it, for the simple
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al. the other 15 symb(-)vhﬁ,' 'thhe 1
but sign and rclcrcr‘\(:ngv‘:gc:::orlhc‘gn“alw'
signifies nal‘ff‘f-dycrllscmcnls trytoc Himmiptalar, PkPOsue
however much J\vcr relates to nature direc | n_w(crial i
Thus culture Net ws on nature for phys,g ier ; l{scd L
‘raw': society df;c goods sold in advertisemen s‘i dd" nat
manufacturing ; . material for the images reuni e f‘"lh_ th
also the S),'mbo I,L-niscmcms. So the r‘no\‘/cmcl,:"l |s' f’_" i
s i ever looks back ovcrltssh‘ou €r.asitwere
ke an i ':1 look at the nature that supplies IS physicy)
take an unshlclvdi Josk et1e pars (1 SRS e -
57 ne':ds‘b-l kground of nature. but only succeeds in
o lm"foc‘:; tghc image of society itself.
"o coninue us diagram: we may add one more arroy,
To continue usnr!g':;ny et b
that by which the false

CULTURE <«— NATURE

L}

SCIENCE —& ‘THE NATURAL

. alur,‘r
s is TC
reason that the one 15

Ure is

i iety, once it has created images of ‘the

Ourl["i‘:::?::‘c: g;ﬁen{ to validate its own workings, and
fmpeler ordered and inevitable connotations of ‘the natyrap
e Statlc'be found in society's own view of itself. For aJ| this
can thu:ition of nature and machinery is not arbitrary, |
{:3:2:::5 in symbolic form precise!y t}}c statug of .that
machinery, and more importangly. our nmag!ned relatlo_nshlp to
it—natural’. 1deology functions by misrepresenting our
relationship to the means of prodpctnpp: and advertisements in
their constant presentation of ava:lab:h{ ¥, show us our ‘natura(‘
relationship to that revealed and re‘vealmg process of mechgn?.
cal reproduction. We “see through' technology to nature: it is
entirely innocent in its transparency. Moreover, it Invites us as
subjects to look through it, so that we forget to look at it. The
very use and current meaning of the word *natural' in our society
showsitsvalue in ideology: what is natural is justified in being as
itis, for it is unchangeable and obvious, And the setting up of
‘natural’ as a desirable way to be, of ‘the natural’ as the apex of
all that is good and wholesome and beautiful, therefore means
making this justified srarus quo the object of all our efforts and
desires. Thus two connotations attached to ‘nature’ intersect at
a point which is very ideologically charged. Science makes
nature seem ordered, in a synchronic way, for all classificatory
systems must have this qQuality. The natural system is thus



time] :
-,ea,ifi‘n:.'.mm_ "i‘elaph)'sncal. but Paradoxically always the
desirability S One strang of connotation, Tllc other is
‘Unnatural" 'Y, wants (o be ‘unnatural’, to Iook‘
' t Unnatyry) food, 10 live in an ‘unnatural
Weall do iye thus, we simultancously strive towards
¢ of herba| shampoos and whole wheat bread,
_ aX€-p and ‘invisible' girdles. Nobody will
deny Wanting (o pe Natural, or actually say they prefer canned
100ds and fy)ge €yelashes, Now, while advertisements did not
Invent the firg ¢ aning, they use it in their internal
‘currency' (A76) and as for the second strand of meaning, they
Virtually diq Create i,

in their insatiable need for referent
systems which wil] syck in our desires. Advertisements cannot

mes to be filled with products that we
§ means that because the product hads
ature, we are always trying to buy an

are urged to buy, and thi
n made to symbolise
attain ‘the natural’, )
hen these two meanings are elided the result is the par::iiz:
of desiring the inevitable—or to put it more m:ldly.h ::W:v o
things to be how they already are. In lhl{ way “an d ‘the
confused but symbolically resonant area of nqtur?n ot i
natural' is denied recognition of its material function
by being made to perform an ideological one.
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CHAPTER SIX
MAGIC

487 This ad incorporates many of the strategies discussed in the
part of this book “objective correlatives’, absence. langua firgy
meneutics, narrative—but these are organised according to a f'r her.
system which 1s appealed 10 in WO Ways: firstly. in the brande ereny
secondly. in its transformation into adjectival status—'_ . the ;Iamt;
magic box. It is the myth of magic that allows our k“"i’wled ack,
intersect with the transactions between the signs in the ad. Bec 2¢ lo
know what ‘magic’ does. the replacements in time and space wh.a"“ we
been discussed in Part One are provided with a short cy ich have
assumption of a magical transformation. Lin oyr
The objects in the ad signily two presences —unsee : :
example (A40). There is the woman whose letter is :;:tsi;';ilhc Kitchen
: . . Yy revealed-
and the man who has sent the gifts and will receive the letter. The led.
phrases in this letter are:". .. the last time we met ... and "I Shechl
to see you again soon’. Both of these narrative possibilities a would like
for conjecture. The shadow of the box is cast over the dcta',e left
previous encounter, and the letter ends: ‘perhapswe... "I h ils of their
shown that the function of absence (here, of both people an:"e already
is to form a place for the spectator of the ad—it iswcw‘;, language)
il i the detalls of the preceding cvents, and comn
the people who have experienced them. We may als<; and constryct
consume the magic box of chocolates which contains purchase and
contents and whatever went on at the Christmas the secret of ts
signifying in his magical present? Somethin sw:ny- Wpat is the man
The ‘Black Magic’ both connotes what hasg ha t, magical and dark.
secret promise of what will happen: which is codpg;ned and holds the
we already know about the chocolates. The led according to what
to be present in the same space as the magic box allows the man
signified through objective correlatives woman (.funce they are both
P ST R SRS ) and magically to obtain her
ha_}:lre;:iy determined her action:.:.ay because the spell of the present
e ‘Black Magic' su : ;
absent series of evsc:cms fgfezs;n{‘ t to be experienced sweetness (an
BO) nass 2 6 A N it ol e
possibility is also seen in &Ve pment of a relationship; and this
unopened box, and the .r.tiue relation between the unwrapped, but
obvious way, this is a point i wrapped, smaller box beside it. I
bee in favour of the ‘Bl >side 1t. In an
n opened first. She seems ack Magic', since it has
contained, for there is to have magically known what i
unwrapped parcel. Ma no other explanation for this being the o
:‘FlatiOnship between °ﬁf3¢8;:: awl:ﬂV}lllcged access to information 01?13
h1;=om the puzzle of the objects, an d“;v hoa actually construct the woman
wn'rtsteelf' lies hlnn that shadow cast across 'th‘?‘have formed, the woman
n—whi et :
;Vom"'s is l': Vl':a:'% nat,.h th ::, km‘;; ?'llte knows v:tll‘:lu::
knowledge of the ma ¢ R we have in common with her i
into the room and gical powers of the box. It has br r is the
Since we know promises the fulfilment o ‘oeought the w
effects suggeaned o Are magical objects 06 ho Christines exconier.
in the ad. We can bu 00 can be promised the
y a box of ‘Black Magic' and
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siaio
t. magic box?
(he secret of the black, magic be
powsthes

Fknowleq tol 'S pow 'S us Into the
ad as Sorcerer tcmigcu the box's Powers, that draws y
S she OPCUCd the magic box first, but she has also written
‘eeding (¢

I Buaranee, 10 the ot " Present. Because it is unopened
. IET Continy gy Presence —she musy feturn to the space

I’fprcscnlcd 0 the ad 1o discover the lesser secret of the other box.

Presents; /Present: of Course,

opcnc'.jusl 45 she wil)

n the ad the box will never be
dlways be about 1o place the freshly written
tnvelope thay aWaits it. This is another string in the
chocolates magical oy, : |
Unwrapped and y
UnWrapped boy that produces a move
closed and w atis open, Other details
bottle, thy SUBCSIS & potion, and t
movement i ¢enacted ad infiniyum in

he status of the other objects as
Or the woman, means that the
unwrapped. She who unwra

mentin the ad, between what is
indicate this: the closed pcrfump
he open powder compact. This
the perpetual present of the ad.
objective correlatives, that stand
woman herself is about to be

i is trapped in
ps will be unwrapped for she is trappe
theimplications Oflhal'Pcrhaps We... "Thisisalready indicated in the

X : ¢ A%0r ct.
discarded Jewellery—which signifies her and her fu'turc igsn::‘l:s Sty
here is also the Possibility that all the objects are pl Tt fop
is used to signify her presence are prescf\ s.r Call e
purse is placed on top of wrapping paper i thea
ithin the narrative of the man—!u‘ " h:gcn s
her story is merely that she has been given prcSFn}S: ?rrc;:wha;t signifies
case their presence in the room isall the more mdg.lcld Yo e e
her has come from someone else, the man, and also sig i
: : av nt. Now magic produces ;
lace, from which they have been se ¢ just 4s we can
p. X . 3t tre ¢ thing into another, Ju i
time and space: it transforms on essthem: itcan
iectsi ad stand for the people who poss 5 L
make the objects in the ad stan ace. just as the magic box places
transport something to a q:ﬂ'crcnl place, J‘ls just as the box will reveal
he man in the room. And it produces e ntation.
the m /ents preceding its prese : ionthat
its contents and fulfil the events P i ||isthlscap‘l°‘!‘ a
"Who knows the secret Of thie biack n?ldg The *who' that knows is, of
i her the transactions of the ad. : et o s
binds togethe 'ho has written the letter and has expe s Bat the
course, the personwi ience what it promises. Bu h
. . ill also experi ad addressed in the
it describes. ShF il he spectator of the a h Il in the
ar: f this ‘who' is the spec f the narrative and fi i
guarantor o the characters of t gty aranteeing a
ion. We construct ctator, in guara
gussuon. This status of the spectator ans that the
3 the story. jective correlatives, mea !
gaps left in of the objective cor utic of the
referents ) he hermene
content for fhed the *deciphered’ are merged '“; ic, for it is we who
.dwphtf;ﬂ This merging is performed bbyu;" a box of‘Black Magic',
black box. since we may ; ki G TEOR o
. / the secret, A tion. The q
potentially kno.w i‘chwa"ds that make the ad ful::)c el ey
oo :2 dtiutologous—for the answer
the caption A ically and that what we
agic. agically a
magic’ is "Black Motgthc“d is that we know ml:oglh 1hyings that can be
The assumption and the ad are The box can be
is magic. The box at imply knowledge.
know or rather things tha
known—

objects are placed w
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The Uses of Magic

. to reveal what is absent. And this abgen... -
opened; the ad deciphered re are the man and the woman, whrci)c:::

: oral—the k
both_ 558:::::1 :::iu:he past and future events, whichare merged in
;E;u:inie it refers back to past events (the Christmas party) ang Carries

events (‘perhapswe . . ). SO we cutacross time and space o
g:;?nrgug:lr(c‘the secr‘:: of the black, magic box.

Magic is not a single unified referent system, as it is not 5
‘thing’, like nature, but a PT‘OCCS-?’_& "{W!hl:al means of doing
things. Thus unlike ‘nature’ or ‘time’, it does not involve ,
particular area in relation to which we may be misplaced by
ideology—it represents the mlsplaoemqnt itself, and Isanarea of
transformation rather than an area of time or space inwhich our
position may be transformed. Magic is therefore a kind of pivot
around which misrepresentations may be produced—it s 5
transformational referent system, a short cut for moving
between other systems. It is important to realise, then, that
magic does not stand in this part of the book as on a level with
‘nature’ and ‘time’, but as a particular twisting of the
relationship between the two. And far from being a prototype
for one kind of transformation, it is simply the heading, the
organising mythology, under and in which a multiplicity of
transformations, productions, and actions can be short-
circuited or misproportioned without explanation—since the
explanation is that it’s magic.

Magic always involves the misrepresentation of time in space,
or space in time. Time is magically incorporated into space, in
such things as the crystal ball—an object which contains the
future—and space is magically produced out of time, in
conjuring up objects out of nowhere, instantly, by means of
spells or alchemy. In the centre of these magical processes, the
axis of their performance, is the subject: you, the buyer or user
of the product.

Consumer products and modern technology provide us with
everything ready-made; we are always users, not creators;
manufactured goods make up our world, removing the need for
any action from us. In advertising it is essential to compensate
for the inactivity forced on us; hence advertising’s Romanticism,
its emphasis on adventure and excitement (cf. A65b). But the
only thing we can do in fact is'to buy the product or incant
its name—this is all the action possible as'our part of the
excitement offered. Such minimal action inevitably creates a
‘magical spell’ element: from a little action, we get ‘great’ results
(or are promised them). That action is our buying, although in



: Posed into something el
: o : g else.
the primary piece ofma .Magic is actually referred 1o in the ad,
of buying” ang consu:ﬁli:.ma‘ s referred 1o by the ad, is our act
consurqpt.io;\ but as produgc} i:hlch 1S misrepresented nor as
gIC i the pr o

effort put jn a tp uction of r;sults dispropo!'tionate to the

i ppear, miraculously, but
or an e lhls Miraculous quality, we do not feel we
miracle, It i« . P anation, since this is the definition of a
; . IS rather like the situation described: in: ous

rtisements offer us, the more

the § ithin the non-explanatory system of ‘magig'. and

magfcsst :’t‘)‘:ﬂng they thus seem, because it is not amazing for
; amazing,

Magic can therefore be used to misrepresent any system of
Prpducuon. The magical results of buying a product, have, as |
said, the function of turning consuming into producing—the
end of the ad (to make us buy) is turned into a beginning—it
initiates all these miraculous events; in Chapter 3 we saw how a
hermeneutic constitutes us as producers of meanings while
limiting us to the role of consumers of solutions. The
misrecognition of consumption and production is of crucial
ideological importance, as has been discussed in Chapter 2.
Magic allows us to feel that we may not only be producers of
meaning, but of material effects—thereby even more efficiently
than hermeneutics diverting our attention from the process of
material production of goods. In the advertisements that follow,
it will be clear that products themselves are seen as
producers—of effects disproportionate to their size. But the
process of this production is of course always an absence, since
magic is instant, it just *happens’, metaphysically, and does not
work, materially. It is one abse_nce in ads tha.t we nqeq nevgr_ﬁll
in: since the reference to magic, the evocation of it implicitly
even if not overtly, initself fills the gap between action and result
and makes it cease to be a gap at all. There is an elision in space
and time which negates precisely the spac‘el and time of
production. This is clearly analogous to the negation lm
ideology of the actual system of pr?ducnon in society. In
mehasising the effects of the product, in other words its role as
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{ magic in advertisements denjes the .

duced. removing it from its rey) ) fagy

producer. the image ©
dace n

: ‘118 pro A :
that the produc h‘; same time promising a product fr,

¢ at t
the world and a allowed to be producers only T the

roduct. We are . £ n
Fonsumcrs. Thus we can produce by proxy, merely, since Wwe hus

the product, and it will then produce the magic resuly b’»‘auty‘

e. salety, ctc. . )

Iow(.).us:gtcll)’or buying. and saying the produql S Name, i thug a
spell which provides a short cutiad l argeraction, performeg noy
by us but by the product. A similar kind of short cyy jg
nowadays in the pressing of buttons, and in mechanica] gadger
In its promise of instant results with very little effort, Magic 4
used in advertising reflects an indisputable element of Moderp
everyday life. The passivity of the individual increages With the
ability to plug into a vast source of external power, lhough like
the magician of old (cf. Faustus) we never produce or conrg, the
forces we have learned to tune in to. Electricity and CleClrical
media have made the ‘instant’ quality of magic come true:
immediacy and fast results are no longer the province of
witchcraft and sorcery. Aqd as short cuts and Passivity g0
together, the former creating the latter, so does pasgiyy
necessitate the promise of more short cuts, short ey (z
wonderful activity which will compensate for that Passivity. This
creates a never ending exchange between passivity and action a
translation between technological action and magical action
with our own inactivity as the turning point, Technology
deprives us of a control which we are given back in the surrogate
form of spells and promises.

But of course, we are not in control of the results of these
magic practices: the result is already determined by the product
the magical object, and by t!ng words we are told to use, the spell‘
Magic is a kind of determinism: it consists of particular ritc§
whgch_ have particular and predetermined results and effects
This is why you need a book of spells, the formulae fo}
producing d!ﬂ’ercm_thmgs on different occasions. Every child
i\:l}}?sre:g: eI;asnrty st;n? knows this. Thqs magic is closely related,
. g cess, to the idea of hennencutxcsalready. discussed: it is
he physical parallel to that conceptual determinism, and has
the similar effect of making the subject feel active while in fact



d as bej
g sexygy)
or b s Youdonoy for
n'ccolmc able 1 oy th ViO“c:umplc. getoffered
you wij Wp in lyoc Lment of ¢ ance in magic
not whyy thiegs ot ese Predetermineqd cha

illw;xys ﬁXcd) : qsclswdld

Magic’ const; sm, have so

o : 5 a sort of
butlut:c.'no'l by an actual organisation
_ Y 4n assumption that some org;
mherpnl Causality, =

It is i . e
M H d ¢ . [ poa )l ¢
lnﬁvnablc. that they 'fm Dbaren i re 0 ‘natural’ and
edi

me ‘natural status,
pre-scientific ordering of
of the elements of nature
nisation does exist, some

in the cause, just as a certain kind of question
(what does 2 + 2 make) contains its answer.

This aspect of magic is again closely linked to modern
technology, which in its production of transistor radios, pocket
calculators, mini-cameras etc, places such an emphasis on
miniaturisation. This could almost be described as one of the
great myths of our time: the focus of the microcosm, the part
that contains the whole—the great in the small and the many in
one. The microcosm appears not only in real ‘science’ but in
many current trends of ideas. The Subjectivist Idealist tradition
in literary criticism has always been centred on the idea of the
illuminating moment, the part which reveals the whole—in
other words, the hermeneutic key. Thus, a little does not only
produce a lot, but contains it. The condensed content only has
to be released. This is true equally of the atom bomb and a can
of condensed soup. '

The technological image of the great-into-small, complex-
into-simple idea is shown in the following advertisement for a
bank’s services:

* The ‘simpler way to tackle complex problems’ is illustrated by an
At?;ﬁ;!c.t;fralclupre: which represents simultaneously the complexity and
?hc clarity of ‘Science’. It is mystically complicated, but offers a
magically simple entrance to such complication.
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at, as always in advertisements, . . :

) e a.rgucd l'~“:1liscd around a particular rcl‘cr«:r?lc amagey
produced and organ elves, and do not ; .
random or complete in themse ally s di iriesaal Sgnify
that referent, but are fundamenta yan mCerrlCably relateq
the material basis of our society. lm_ag'cs 0 nature, 4 alreqq,
seen, and of magic, do not ‘represent’ nature and magic by, %
these systems of reference to mis-represent our relation 10 the
world around us and the society we live in. The OVBanising
referent system is not .wgm_[wd by the images drawn from it, ut
it Miade. (o WAy Somesing eltc. abouL & product g 1!
about production and consumption generally.. Our e,
misplacement in relation to the referent system— s jy Signifieq
which we *know', is snatched from under us and made 1o me,,
something different simply in rerms of the system-— ;e
displacement in relation to our knov«(ledge is lhg means of oy,
imaginary misplacement in the relations of society. Magic
however, different from nature and time, in (hat j, alway
involves a mis-relation: we do exist in nature and time, and it
the creation of imaginary forces in nature and time which dep
that existence, which constitutes magic. Magic is a Sort of black
hole in both nature and time—it is the creation of the unnatyry
in no time at all. It is also like a black hole becayse by involying
us in this creation and making us actually seem 1o pe the
initiators of it, we are sucked into this unnatural, non-tempop,|
and non-spatial time and space. We are invited to s
summer in Haigland (see below) or become somebody ejse
invisible after using a blonde rinse (‘Where's Jane? she wem'
blonde with Hiltone): in other words, to spend time in non.
existent places, to become a non-existent person. This is ap
‘absence’ which does not gape, for us to fill it up, byt an ‘abseny
absence which denies us any position at all, draws ys into itg
non-being.

Itis thus clear that magic is a transfo
can incorporate many different eleme
meta-system where all the misrelations a
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the orm: - 'IU's even better. It's in smaller pieces.” The
scientific magicality of the picture is shown by its magnification; you
can see all the lines of the finger and thumb, every peak and cavity of the
microcosm. This gives you the impression of looking through a
microscope, and the enlargement of the potato atom only serves to
show how small it must be when not seen under microscopic conditions.
The idea of ‘the smallest difference’ also brings in the whole idea of
differentiation, yet with a transformational imbalance: so that the
smallest difference in the causal area, the magic potion, can create a
great difference in effects, in the magic released. The little granule
magnified in the picture encapsulates a vast amount of mashed potato.
But note that we are shown the granule and not the result, the actual
mashed potato—because the granule contains and represents the
result. Thus the magic microcosm, the capsule, has a lot in common
ith the symbol.
w‘!!}"his adyshows several magical elements, then: the word, *Wonder-
mash’, the condensation and encapsulation which can release forces
greater than themselves, the scienl_iﬁc miracle of breaking thfngs down
into minute particles, and yet being able to see these particles. And
nature is transformed—'cooked', as in A61, to produce a short cut in
time, ‘instant’ mashed potato instead of arduously peeled, boiled and

mashed potato.
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ici agical nature of producing
akes explicit the magic: e Lalogy,
ak ,"»‘::om"s from a little yeast’. The form of this ;3"1
- Slar to that of A78, where Max Factor gave to yoyr eyes | Is
very similar butterflies, etc. Here, we yr, % o

. tars.,
. at nature gave t0 s : \ ow

shimmer that nature gev= . = © er different from the scientif n
examples of ‘natural’ magic (rath Cntific mgy;

e in the previous example) where Something c.
that ra-;-rrpzlr‘n I:(;‘\i‘:‘frln likcr:hc bubbles in chumpugn'c Whichgs 'l‘;:ams
to come tl; ttom of the glass, or the *lift’ in brcud.'whlch 1S "‘Hgicn;
i lheﬂ:’c blurb of the ad tells us that yeast is “nature’s mirac?
gro\;l‘h:__lhis assumes that nature is full of m.lruclcs. and that miraclcc
?v(:.n:rmm]': no contradiction between l.hc mlruculqus and the "“'Urai
;lnrlcrfcrcs with the image of transformation. Tl;;:I point about the Yeasy
is that it transforms what 1S ;glrc.udy lhcrcl.(!t is c'lo work OVer natyre
naturally. So that the new life in your skin |.s.crc‘_ucd 1!1 a miracyloys
way, yei also, becausc of magic's dctcr.mlm.sm, It was iil.regdy there
potentially, the new skin 15 still *natural’ because the magic is Naturg)
magic and has fixed results. The combination of the natural anq the
miraculous is a paradoxical one but as with most of the paradoxes i,
advertisements, it is carried off successfully because it seems inevitable.
The determinism of the rising loaves and the bubbling champagne
ensures this. The connection bglwccn specific causes anq specific resy)yg
is shown by the colouring of pink sachets for normal skins and blye for
problem skins'. There are formulae, spells, wngh given effects: magic i
the ultimate form of guaranteeing results. It involves transformation
and exchange: but an exchange which is entirely within determineg
bounds, making explicit the determinism of exchange in g the
signification of advertisements.

A90: Thisad m
a little: ‘A lot of mag

A91: Here again, the*lot from a little’ transformation is seen. One drop
of the magic potionworkswonders: it adds ‘the final touch of perfection
to your casserole’. Perfectibility is only attainable through magical
means. Another pointis that here, asin many other ads of this kind, the
product has alchemic properties. Not only do Lea and Perrins, Oxo

etc.. go a long way, they provide the philosopher’s stone that turns basé
metalsinto gold, transforming everything elsc in the stew. It is the same
principle as the yeast transforming the bread, or champagne, or your
skin, by alchemy. Lea and Perrins *brings out all the other succulent
flavours’, and will *enhance roasts, pies, stews' and so on. The catalyst
which effects 4 transformation in other objects is part of the process
itsell, only felt by its results; just as the philosopher's stone is not itself
made of gold, but can transform other things into it. So here we have
moved f rom the original encapsulation of results (Wondermash) to the
CIFC:.I[?SUIZIKIOH of process itself. Nobody wants to eat a stew that tastes
of Lea and Perrins sauce. It represents change, a *touch of perfection’,

in other words an improvement : i [
s ent: and stands for
rather than the result, S

A92: T.his product does not ¢l
whole life, turning one
enclosed, framed., firm|

‘uim to transform a whole stew, but a
person into another. *Where's Jane T She too is
y encapsulated in the past, in the inset picture.



(b) Spells
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Seems 10 be dreaming of the
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ABIC compensayes for’ljifel o8 yeast pack gave ‘new life” to your
ol ot cssn‘css, inactivity. So the ‘little’ Jane
i Bonfiq + Who is bigger; thus the small
one: and the wy s

PHER S spalially contained in the Iargcr
yitis plﬂCCd dil’CCll O
o R over h i
non-Ja ) k it i e¥ l the head of the new Jane( r

‘thoughts' i = ; Y an idea in her head—just as
head.gsospl::nc_:)m'c. SUrips are always positioned above the thinker's
s ane's dream is made 1o come true and she herself, or her

the insets meet. '

The words of the ad are clearly relevant to the Lacanian idea of the
‘mirror phase’ as discussed in Chapter 2. *Next time I looked in my
mirror a cool, gentle blonde looked back. ... And I thought, “Where's
Jane”...."Is that cool, beautiful blonde really me”" And then I
realised. ...’ This also has a magical element about it: *Mirror, mirror
on the wall, Who is the fairest one of all? (I suppose in this context
*fairest’ could be taken literally.) There is the Through the Looking
Glass referent as well.

The final magical aspect of the ad is the importance of the word, the
product’s name. ‘I chose Hiltone because I knew the name’. She knew
the right thing to say, the spell that produced the results. She did not
choose Hiltone because she knew anything about it: she just thought

‘the creamy conditioners sounded nice'—enticed by the mystical sound
of the words.

Having seen how a commodity can be placed between an
action and its effects, or rather, between desire and result,
encapsulating in itself a transformation, we can g0 on to see how
language can also be placed in this position: functioning so as to
enclose process and eclipse production’s temporal space.
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is i ial
la for a spell: there 1s & speci

A93: This ad involves the classic formula Ior &3V = g an act
gold liquid, a prepared vessel, a series of rlluu!lst‘;i :,_:::;:ncc of words.
of consumption—and all directed by an ‘"dfd'" in a specified order,
The performance of these ‘rites’ as described. Il'k e onjuring trick
produces a miracle: love. The whole thing ""'d? " '.':l uality: “Then |
and a spell. Even ordinary words are given d mfu“;“fqu swallow what
said, “hold the glass up to your mouth, tip it ll'"‘ 'c:(ion and word are
comes out.” (I call this “drinking™.)' Soan everyday act i .lhc structure
transformed, taken from our field of knowledge f"‘d,'"m * and power.
of a mystical order, given a more than ordinary mel‘m-clgmcunl t0 be
Obviously the magical element here is not, on one c\h ot explicitly
taken seriously; but the idea of producing love, ‘h"_“'gl one—it offers
through magic but through a drink, is s{lll a magica

dramatic results to a specific action and incantation.

i i i enient one for
A94: magical emphasis on spells is a very convenic _
prertins g Bt i ince the idea of incantation,

advertisers with brand names to project, si .
saying the spell, is made to coincide with the act of purchase arlld SaY‘!;B!
the product's name. Here, ‘Dunlop Aquajels'_becomc mz_nglcal y ;pea ¢
words: they are the invocation, they provide safety in the acgnt:
danger. They are almost a prayer: but one with guaran!ecd results. The
utterance of words is our only participation in the business of creating
safety in the car: there is nothing else to do except be glad we said
‘Dunlop Aquajets’. We have to rely on a power greater than us, beyond
us, doing the work for us: the manufacturers, who thus gain almost a
supernatural status. Yet we are made to feel like prodpcers: we say
‘Dunlop Aquajets’, and thus create safety in the rain. This replaces the
fact that somebody else actually made the tyres and materially created
their safeness: we reproduce the force of their production.

Here the referent of the words has become their effect: ‘Dunlop
Aquajets’ signifies safety, and is made to produce safety: the process
described in Chapter | under ‘the product as generator’. Referent and
sign become joined along the axis of action. The sign will produce or
ensure the referent: together they do something. Activity is removed
from us and transferred to signs and symbols. A

Once again here we have the inset: the enlarged, encapsulated.
representative microcosm, the key to the rest of the picture. It shows
the secret of the whole spell and of the large illustration: it magnifies the
unique Aquajet itself, that little detail from which such great results are
produced.

And the important point is that they are produced, initiated, by you,
by the words, the sign itself. There is even a sort of ritualistic exchange
of words, as the forecast says ‘rain’ and then you will be glad you said
‘Aquajets’: the forecast saying ‘rain’ is substituted for actual rain. The
ad does not say ‘when it rains you'll be glad' . .. but involves a series of
determined lines, a password—and events are apparently produced by
words: the forecast saying rain produces the rain in the picture, and our
words ‘Dunlop Aquajets’ produce safety in the rain, '
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Ul— oleven say what it i
cpsrrtl‘;':‘;b')'?haw: are gcllinggu’;::l::'l:
dhere, as the o Ctually a tautology. An example
c.lp‘non £0¢s."1o enjoy one yourself
Scems 0 be g "lgrums 7Crown over ice .. * and
e NE Just this, but instead of pouring
. ‘"cr: O\JH him. The fact that he isin a
5 ar al I
S @ tumbler ip which unz i:\fllr::njg.:z lSt::gdr:;l(s)g{l
Jit follows the wordsand’ again a manifestation of the
and releases the et Instruction i

which they have ¢|

seems odd that

This mergj
ging of refer o )
already looked at in a: ", ellect and sign is seen in an ad

: carlier chapter, AS3, wh -
m ' , Where words
re:ﬁ;:‘g‘!}{haeppear on the gold packet. The referent becomes the
is a smokin, .o they appear together. In the AS3 picture there
give a furthgc mp, precisely like Aladdin's, and the orient jewels

r *Arabian Nights' is i
feature of magic: ghts' effect. This introduces another

(¢) Thf’ Genie in l_he Lamp and the World in the Bottle
The cncapsula_uon‘ motif can go to the extent of containing a
person or place in one magical vessel.

A96: The brandy glass here contains someone, in a variation on the
genie in the magic lamp idea. The glass really is a perfect microcosm for
the world around it, as the figure in the glass holds up another glass;
thus the brandy encapsulates and is a microcosm of its own reality, just
asall products are seen to represent the realities or myths shown in their
advertisements. Notice how the glass gives us a privileged access not
only to aworld, a figure from the past, but it actually seems to magnify
some barrels on which are inscribed mysterious hieroglyphics. Thus a
mystical writing is revealed, full of magic symbols and strange carvings,
a spell inside the product, revealed to us by it, rather than being our
invocation of the product. This strange writing is also present outside
the glass, however, since the bplllc and glass, and cork, an'd"slomc
papers (more secret MesSages, since we cannot read lhcm).archa lymg
on a barrel with scratched symbols on it, like thc‘ ones lnl.l ¢8 lahssl
picture. The ‘explanation’ for the man and barrels 'in” the g diis' ss'. .lt
they are reflectedin it: but this must mean that the man |shstaq ‘n‘r:u:‘sh
where the spectator must be, and he does not belong in the eightee

r the spectator is magically transformed into this

cc;:;l::lcrcyl;t:(:ccnl:sfy connoisseur, with his (probably smuggled) barrels
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A97

of brandy, and thus the reflection is perfectly normal, or, the spectator
is perfectly normal in which case the reflection is magical since i shows
someone who is not there, and who is from a different hislorlc_*all era.
Again, this aspect of the ad involves ideas discussed in various dltfcrcn!
parts of this book: the product’s ability to reflect/create, the mirror-
image, the capturing of time (cf. next chapter) and so on. The
importance of magic is that it provides a blanket referent for any kind
of unusual or inexplicable transformation or production.

A97: We are invited 1o spend our holidays in *a new plucc’—llglglund.
Here, the bottle has not only a containing effect—the world is in the
bottle—but a magic carpet effect as well, because Haig will take us to
this new place. "All you need is a large bottle of mur\'cllous.mcllow
Haig..' and ‘You don't need a passport...You don’t need
luggage . .. You don't need those ghastly seasickness pills’. So not only
can Haig produce this place, Haigland, it can take you there in no time
with no trouble. The people in the picture are hardly \'iSib}C in lh;
obscurity of the night, but there is a fire and theyare arranged in a semi-
circle around the Haig bottle; although it is in the foreground and they
are in the background. not fiterally sitting around it but apparenlly. S0
in the spatiality of the ad. This is like a magic group, a rite: drinking
Haig round the fire like witches round a cauldron. As in many magical
myths, fairy tales and legends, an object is the means of reaching a
mystical place, one which is not in this world. This aspect of magic thus
relates to the fetishism of products, their supposed ability to create

auras and effects—the projection of which idea is the main function of
advertisements,

Ideas, feelings, time past (Martell, A96) and time future
(Embassy, A99), worlds and people can all be miraculously
contained in objects. This makes objects seem very important:
society overemphasises and clings to them as the material
representations of otherwise ungraspable things. Life and
meaning are attached to objects that might seem worthless in
themselves. In all societies but our own we call this fetishism. To
return to the *Black Magic' ad at the beginning of this chapter:
the *black, magic box’ (the comma cleverly turns the name of
the product into two meaningful adjectives) is a fetishistic
object, it holds a secret, has a mystical aura quite out of
proportion to its actual contents. It is endowed with a power
that, for a simple object like a box of chocolates, can only be

magical. Thus boxes can hold not only products but can
produce in themselves.

A98: Itwould not be an exaggeration to see the ‘World of Lambert and
Butler’ as a kind of sect, separated from us by an altar-like table,
enclosed by it and set apart by being behind it, just as in all religions
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no doubt see it as such.

(d) The Crystal Ball/Magic Circle

A99: There is a whole series of

Embassy ads like this one. It illustrates
the microcosm idea. the encl

osure of a world; however, the global
image here involves more than just encapsulation, a world in a world.

Time is involved: the|architecture in each of these ads is ultra-modern
and futuristic. The crystal ball is used to indicate the fglqre: itisa
microcosm of space and time, encircling time in space. Itis ironic that
the caption is *Today's outstanding value’, because the picture §ugg<:‘st::
that today is already tomorrow, that the Embassy is pointing into

future, as the cigarettes lean up into the centre of the ball, the muffled
globe of light.

A100: Here we have anothgr sp:lial wal)'y‘ cof :::);c?_:wgd ?::SFR;I:S::E
lime} ‘ge'? td}f:‘l: }f:il;c'seuc:i‘::cr( ;';fe:: is ulsjo something like a njile (cf.
A7 T uld lh; bottle) in the very picture, the bodies and the Fm:t;lar
vAcgsZc;‘)\:i[:h its slightly strange n}arki.ngs (liio:;u‘r‘\ :;::::alrso uq;ii lc;:
i es)— . in making ¢
fumiliar lhdn ';)r'ﬂrt:acl oh?vsc) a v::?lll?grzlphic function (see C hup}cr 1)(!l
ek, ph'mf u-h" wn limc way in which calligraphy conﬂulc§ sign ‘"1‘1
e ulrcad) i 0' rt of the idea of the spcll.whcrcwoydscprpuri u'p :Ilf-
refcren_t ] Th‘s'l ?}:th represent. Someone is show'n in this ad lm 'f o
sl dry Whlc :hh);s uses thecircle and phys?cal image toenclose a
rou?dﬁilzﬁth;: representation) a non-physical reality, time.
captur
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CHAPTER SEVEN

TIME: NARRATIVE AND
HISTORY

We have seen the spatial construction of the subject ip
advertising, in the way he/she is required to read between signs
across the surface of the ad. In this chapter lintend to show the
temporal location of the subject, whether th_xs Isa synchronic, 5.
temporal location, or alternatively, a misplacement of the
subject in terms of his own past and the shared past of *History',

A picture can represent not only an event, but a series of
events, and I shall be looking at ads which evoke the past,
promise the future, or tell a story which encompasses both past
and future. But it is important to realise that, in a very real way,
everything in the ad is already past, since the picture i finished
and the future events are never open, but specifically directed (as
with *hermeneutics’and the results of ‘magic’, cffabove). So the
spectator is put in possession of a closure, a narrative sequence
which is inevitably pre-determined. This is. of course, an
obvious contrast to the spectator’s real situation, which is one of
unordered, alterable events, and a completely open future., The
open future belongs to a present which may be changed, while
the closed future belongs to a deterministic and unalterable
present. Thus the closed narrative has an obvious ideological
function: as in the nineteenth century novel, for example.

Since closure contains the events which lead to it (a temporal
reverse of the situation where in magic, an object contains the
events which will issue from it, i.e. inverted closure) it must have
a synchronic status, it draws events our of time and into a sort of
eternal moment. Perhaps this is the kind of thing that Eliot had
in mind as the still point of the turning world". But too much
emphasis on this (imaginary) ‘still point’ can obscure the fact
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These things only make sen
connected by a sequence of
them, you must have acces

se if you know the story: they are
events in time and to understand

s to this invisible structure, in other
words, the myth. (Every picture tells a story—but it helps if you

know it already.) Objects are extracted from the myth and
located in such a way as to retell its story. The picture gives us a
narrative, of St George slaying the dragon in the foreground: he
has already slain several monsters (extreme foreground)—these
objects signify past events, for example, his lance is fallen upon
the ground and part of it has already piercgd the dragon. This is
the past of the story. Now the lady is being saved.

In the background a patch of light falls upon dlstgnt fields
and a remote castle. This signifies the future; a technique that
will be seen in very many advertisements. In this area we see St
George riding off towards the future (cf. sunsets at end of
Westerns)—the lady rcsculcd and freed, an angel above

ionifvi approval.
mg’?i{i?&? ﬁf:g IiﬁEs past and future in the structure of a
myth, and so is synchronic. I have suggested that there is an
g dy lt; y of the synchronic—a category t})at 1s used to
joen gresenl history, since it can represent hlstory. as a story
:?ﬁﬁﬁ' mythologies) which has an end, and thus might just as
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at once. from the vantage view-pojng v

he present (which is somchow sc_puratcd from '_hiStory-; e
;l((:r;‘ ends before the present day —justas school history alwa

Rer 08 « turn of the century). Story-pictures }; A
ends ‘;m:::dll:\lr":g what has happened to ll!c fulu,»c‘kientl;ls
O:Erz)ck)cn chain of events, & total sequence of time; the dfago:
;:as been pierced with the lance, St '(tflcmgc' \;(':I{ ride off inyq the
distance and the castle. Its ImpOsst dc i h(': any one poing o,
the line between these WO events, and §l‘_ng this is the Present of
the picture; this is the moment shown'. The time of the picty e
a continuum, and because lhc‘cvcntf are lpscpdrdblc they Come
to have the status of one, pcrm‘mcx'u event. There js an
inevitability of events because they are all.presem at once; thig
reflects the inevitability of myth, where given beginnings gy,
given endings (as with magic). Things e always happening apq
always ending (the dragon kl_"t_:(}. the lady saved) in the same
picture, so there is no possibility qf changc. The.closure is
incorporated into the depth of space in the picture, since we are
led *in time’ into the back of the picture, though of course (he
picture has no real temporgllly bu.t that of 1S materia|
construction, and the duration of its observation by the
tor. ”

spﬁt?dvenisements the ‘continuum’ of time made synchronic,
as in this painting, can be apparently broken by a prolongeq
emphasis on one moment, the moment befgr_e consumption,
halfway between past and fi uture. But this position in time is noy
a real ‘present’, since it is a ime representpd by the advert, and
precisely because it is poised between a given past and a given
future, itis not ‘open’ like the present in which we live. Thereisa
‘closure’ of possibility. )

It is important to study carefully the way in which the St
George picture works, as its basic structure is repeated in many
advertisements. We no longer have the naiveté to show the same
figure twice; the human figure is frequently absent altogether,
for we are meant to supply ourselves in his place. However, note
the objects in the foreground, signifying events which will lead to
the Elysian field-like background of the future, and note the
special light that marks out this area. In this painting it is
indisputably clear that the foreground represents the present,
and the distant fields, the future—since we see St George riding
off towards them. In advertisements this signal is missing but the
basic use of spatial structure to perform a temporal structuring
is the same.

The subject is constructed outside history by advertising in
three ways: synchronically, as will be seen in A101, in the past,
and in the future. Thereis no real present in advertising. Youare

well have happened all
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advertiscmenl. whichmn:s Slgbsmuled by the {alse preseat of the
am just about to eat/d ‘!yll‘ndgefi become our real future; i.e.’l
advertisement for X'). Th X' (instead of *I am looking at an
invited to pro; ). This false situation into which we are
th project ourselves refers also, unl d llyb
e product, o a false future (1o ool ess we do actually buy
through a anticipation of ure (in reality a double step away,
resulting from the 'c‘)do X to b enjoyment of X) of _plcasurc
there is an illuso pr rucl s consumption. In ac!vemscmeq(s
and the time ofcory perfect balance between the time of desire
1 nsumption; they are as inevitably linked as the
elements of the St George story.
ad:v?:r; &;tei:ie(;'tnscmeqls tell a‘story’ (this applies to many of the
. us sections) we are forced to decipher this
synchrpnlqally. to comprehend a series of events all at once.
Thus llmg is given a ‘being’ rather than a material existence: the
synchronicity must be outside real time, since all time is
a{:’allable lo usat once as we stand in real time, in front of the ad.
e aaion ol
time other than our own, but in advertisements the difference is
that we are constituted in this false time, it is substituted for
ours. A real historicity is denied as history is either condensed to
a synchronicity, or appropriated in the notion of memory or
projection. Memory and anticipation become our only access to
time outside our own, and they are emptied of any real content
and completely absorbed by the constitution of the subject: the
past and future are deliberately represented as vaguely as
possible so that we may insert ourselves there. Paradoxically,
our real past, history, is appropriated by the advertisement 10 be
filled by the product, or to become represented by a single
subject—as will be seen in the last part of the chapter. The first
part will show how the subject is captured in time, and time in

the subject.

' Barthes, Mythologics. Paladin, 1973, p. 79.
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The desire to capture time is a very basic one. AdumT l::::(;:
can make a lot of mileage out of this b_ccuusc Il).lFL_fl-: )li'lilm‘
have always been seen as a barricade against the pa SR (l uit
and the insecurities of change. They provide a Sp‘.'"“l e m 4
which cannot be found in such activities as.dmng or .ht'“'.'"lf',
Seeing, and owning things that can be seen, Is @ comparatively
more stable affair. LS

Time, of course, is not something that can I?c owned; 1t n:
common to us all, and cannot be divided. It is the c.\'lrcl‘],‘:
spatiality of our consciousness that leads us to assume lhu} Mi
can partition time and make it our own, through materia
objects.

A101: This room is like a museum. It is crammed with objects and at ‘:.
closer look it appears that they represent an extraordinary variety °

eras. There are: Art Deco wall lamps and a strange Art Deco cl'ouk
placed very high above the Regency mirror. The mantelpiece and
fireplace and the shape of the room are all Regency. There are Art
Nouveau lamps on the two tables and an Art Nouveau sl;m(_h_ng Iump-
There is a Classical bust which indicates very early Western civilisation,
possibly Roman. There is an Oriental carpet and plant pot, suggesting
even earlier Eastern cultures. The tall vase of lilies is Prc-Ruphacll_lc.
Behind a strange tree lurks an old, indefinably milslcrp.lCCCTISP
painting. The music at the piano dates from the ‘Naughty Nineties',
and the candy striped awning on the Regency windows rcmforcc.y this
element. The piano itself being painted bluc is a phenomenon of sixties
style, and the glass-topped table is also sixties or seventies, the most
modern thing in the room.

These things drawn together remind me of Eliot's eclecticism in The
Wasteland— These fragments have | shored against my ruins’. Into one
room, symbols of almost every past era uare collected very
jarringly—as if against some terrible destruction. This destruction is,
of course, time. But all the objects are linked by the product: because
they are all painted with Vymura: *We painted everything in the
photograph with Vymura gloss—the walls, ceiling, floor, radiator, even
the piano’. The product provides the synchronicity, the connecting
‘story’ for the disparate representatives of time: the ‘story' is. ‘we
painted everything...' and this implies a subject, one who does the
painting. You too could cover everything with "All Over Gloss": and
this suggests that the events and eras in which the objects have or had a
material place, are ‘all over', finished. as the objects themselves are
coloured with a gloss *finish'. Cracks in time— changes, disruption,
even simple historicity itself (i.c. one era coming after another) are
plastered over, and all the historically different times of the different
things in the room are quc the same through the same paint. The
synchrony thus produced is mcv.iluhly an imaginary one: the things
(hcm§clvcs have been uscd' precisely because they have symbolic
function, representing a variety of historical periods. But once the past
has been symbolised by these things, they are merged into an imaginary
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the subjecy ¢ ich both Unites th
nce h . -> lhem, and a) :
through the prod:cf N be active jn painting T A pice for

and joining these objects

anticipation, both of wll?i:}l,sgxdfhéww through memory, and
while in the previous ex: Clude the subject from history:
from himself and hisc:::‘ P‘; he was invited to exclude history
Paint. Memory is th m by denying its differences through
subjectivity, as it ¢ mamn vehicle used by ads to create a
sétian Ofﬁi; G gresupposcs_a remembering subject, while the
bind, of st : rydoes nol.A similar misplacement occurs in the
Chapter 3, si 50";:3 of which have already been examined in
nteroalie: nee they involve absence) which lead spatially to an

rnalised ‘future’ where a subject is necessary for the
?Chlevemcm‘ofevems yettocome. Wewill see how the spectator
Is absorbed into the past of memory and the future of desire.

(@) Time Past: Memory

*...I'had only the most rudimentary sense of existence, such
as may lurk and flicker in the depths of an animal's
consciousness; | was more destitute of human qualities than the
cave-dweller; but then the memory, not yet of the place in which
[ was, but of various other places where I had lived, and might
now very possibly be, would come like a rope let down from
heaven to draw me up out of the abyss of not-being, from which
. I could never have escaped by myself: in a flash | would traverse

oo e A o g puct N e e o bow o ! i e :

e mmomkapmidnssel - and surmount centuries of civilisation, and out of a half-
bty @) yisualised succession of oil lamps, followed by shirts with
N it Mastis work sttt turned-down collars, would put together by degrees the
SSEEESESEIES.ee component parts of my ego.”

*_..“] can remember summers in the past. The quiet days that
gave way to calm evenings. And picpics on the green. There were
always sounds of children, in the distance, echoing over.the tqll
trees then falling silent on the blue waters.” Reflections in
summer. Recapture them with great moments from Kraft.”?

Proust, A la Recherche du Temps Perdu.
2K raft Peanut Butter.
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Mtes consciousness, putting
Proust describes how memory cr.c‘“f:u:::i';:l: chaos. from the
together a “consistent sell~ out of M:jrvr-niscmcnls rely toa great
symbolic components of the past. A \:l since it is impossible for
extent on this property of mcn.mr‘y...m.| . of eitch of their
them to invoke the actual. mdmdutlk P-l~ personality _they
spectators—the past that does go to make!t ?on o defitied past.
invoke cither an aura of the past. ora C(T':;!n " o the present.
The past can be secen materially as lff'. ! -t'.il L oriniteca
creating the present, and therefore mlcn.%l‘l'ﬂt-- (hc.; preseii—use
"misplacing’ concept. However. in advertising. a way of getting
of a product like drink or perfume —Is m..u;]'.lb "in \ of past and
back to the past. There is an imaginary col “lP-"_ ‘t“ focitibed
present in memory: in Chapter 2 the ‘|ma.gmflf) 4 - ed. There
as the realm in which actually separate lhlfigﬁ are lf:wry: adsin
is another ‘imaginary’ merging ofdlﬂ'crcncas.m T;nfuscd ey
that our past and memory of the past, are e ok
someone else’s (or nobody’s, since the “past in I.I‘C P e
total construct). We are shown a hazy. nostalgic P'C‘u"lc : -
asked to ‘remember it as ouwr past. and simultancously.
construct it through buying‘consuming the product. -

In advertising the nostalgia is often createdh.mh 7
photographic style. There are numerous ads. 'of W (;c' i
following is just one example, where the past is implied in he
blurred misty quality of the photography—this can be seen 'm
many television advertisements as well. '.l'hls.mlsty. unclear
quality is crucial in drawing us into the ad, since it must be rague
enough for us to identify with it. to allow us a place in that very
undefined place suggested by the photo.

Al102: The *Mateus Rose’ series consists of photographic ads which are
all either blurred. like this one, or bleached, as in their current
series—but the bleaching has the same effect of vagueness asin this one.
(The new series also include a green lawn in the distance—see the
discussion below.) In all the ads the people are wearing old-fashioned
clothes. So two techniques are used to evoke the past—the haze of
memory, and the physical dress of past eras (though again, this ‘era’ is
left deliberately vague, impossibk;'lo locate in real history).
However, whar are we supposed to remember? The pastshown in this
picture is not our past. It would seem that what you remember js the
romanticised, blurry *past' scene in the 4d—thé pictiire represents a
ctin the picture: thus they are

Mateus Rose’, does not make
s remembering what? If e
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1e they re :
: a t;encr'a‘r::::’c fi%8? Of course, the point of
IS nonsence’ 0 a of nostalgia and it is only o
eadic . Nse’ comes Nonsensical, yon
0L emporallygifepene, ! i the su
10N Of time. 1% erentiag
-alm of u‘:n(t))rrl " construcieg :r
Picture) along (he . 1€ JOined with
ng the axi 1th them (the people drinking i
o) memory, theirs and ouprcs. :)h: grcllnukl:‘gr'at::;

' together the
. nd the present (drinking Mateus

bject who is observin
om the people in the ad. Thcrlc;
S one moment in the imaginary

. -
= o
3
o
=]

ing to the ide: g

gl 0;:; ldc‘:i of a single, imaginarily unified time,
crystallised momen t(%n present, is the frozen action, the
SWIng is arrested. This show rever as the movement of the girl on the

s that time has been effecti
t ectively stopped, for
me not actually in time.

The sa

and its lil::agl?‘\)lt:%t;e:egri :ura, th:;e mythical time of the ad,
genre. The Kraft ad ed g can be scen in all ads of this
days of ‘summers i quoted above invites us to recapture the
! momeats 6 ers in the past'—Recapture them with great
. nts from Kraft’. Yet it is the nostalgic characters
' themselves, in the picture (not shown here) who are eating the
K{aﬂ peanut butter cake (for it is Kraft peanut butter that is
being advertised). Moreover, the ad incorporates a recipe for the
Kraft peanut butter cake, thus suggesting that by a future
action, making the cake, we can be transported into the past
(represented by the figures in old-fashioned clothes who are
eating the Kraft peanut butter cake in the ad) and thus the ad is
eternally poised between ‘our’ past and ‘our future, but
bypassing our actual present. There is no guarantee that we will
make the cake, and it is obviously untrue that the hazy scene in
the photograph is our past summer day: so we are given a false
place in an imaginary time by the movement between past and
future, or rather, from a future event back ro the past. Notice
also that the past is ‘recaptured’ with ‘great moments from
Kraft': Time consists of ‘moments’, which will reveal all the rest
of time, the ‘illuminating mgmenls‘ which | mentioned in the
last chapter. The material existence of time 1s'collqpscd into an
existential ‘moment’ that hasr 3 being outside time, since 1t
different parts ol time.

C L
' "‘ 7 omther warld, ansther ¢ encapsulates
? 2 "..g % '. "' L I w 03: This perfume ad shows the same confusion of past z_md.futurc.
e - B i future use of the product will create the past which is to be
.l since the 1 member: ‘Remember

remembered. The perfume claims to help you re
' —the moment again

erfect moment (note

g::'ufcll‘fflut these perfect moments that we are to remem

1) with “in Love" by
ber have, itis
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implied, been created by the same product: ‘suddenly it's another

world, another time'. The perfume transports you to'(!ns mag_lcal ume,
which consists only of moments—which are by definition stauic, iTa2en
crystals from the great flow of real time. So we se¢ that advemscrflcnls
invite us to remember a past that they have lhcmsclvcs_crcated: Mateus
Rose and Kraft create beautiful nostalgic worlds which we may then

remember by using that same product, and 'in Love’ creates its OWR

memories in just the same way. But memory is always subjective: 1t
always belongs to somebody. These products are connected by a
magical (q.v.) route to a *past’ which becomes equally a commodity,
something which we can own too, through the product. However, once
we own it, it in fact owns, or rather, creates us; since lhg past Icafis to lhe‘
present, and to give us subjective memories is 10 give us & b(_)ughl
subjective existence. Time is elided as ‘in Love’ creates an affair and
remembers it in one and the same instant. And we are chded.wnh the
‘subject’ of the memory which performs this collapse, since our
projected use of the product will make that memory ours, in the
present.

A104: Here is another way of capturing the past in the present. *Quick
enough to catch the moment, as it happens. The little moment that
makes a magical memory'. It must certainly be a magical memory, since
it is one that can be given to us, through a product, The ‘memory' is still
seen as a monent, static time rather than changing time. "Memories are
made of this': of the product, the mechanism for arresting time.

All the preceding ads have a slightly frantic note about them.
They are all for products which create a past, and this is
particularly clear with the camera: one click and a ‘moment” has
become a*‘memory’. Thisis an attempt to create a past out of the
present in order to capture it; the past is secure; the present is
not. It must be stopped; caught and processed into something
that can no longer slip away—in other words, it is made into a
product. Time is a commodity, bought and sold. This camera
advertisement is at the extreme end of the scale, but its insistence
on processing and destroying the present characterises all
advertisements. For the present is not only real, but it can really
be changed. Advertisements deny this.

When the present is changed, it becomes the future. But
advertisements must represent the future as already determined
by the present, leading from it so clearly (like St George riding
off in the background towards the castle) that we need do
nothing to help bring it about. We are drawn into the future,
dragged into it, as though it were already there; and not
something which we ourselves must create.
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(b) Time Future: Degijyo

. Change of »
0€s ripe f Uit never f:l?g%m g

ang always heaon : r do the bough
"Changinyg- .h? Y In that perfecy sky, =

I a4 Wallace Stevens
1 advertisem

Waiting, Th ients the

In the adverjs

Al05: This man ic o
an (’M}‘:‘I’s”n,\af\ l's caught forever on the verge of enjoying his snack. ‘At
Jasioned, leisurely pace' uses the idea of the past as a referent, to

S tenatin ¢ :
;“3;' {;:Zl}r‘g‘:i;“;’e'l;;L’d"cl?c:)cnfml;nfdh—iI' f( is connected with the past it
his movement has sto g . Butt e‘[‘mcc i1s in fact so leisurely }ha}
The vast; pped altogether: *Naturally (q.v.). Unhurried".
Past is evoked as some sort of natural, slowed-down time, and this
qqu!ly drawn from the past is then projected into the future, since the
caption refers to a future action: *Sit down and enjoy it
) Bu} here, as in the ‘nostalgia’ ads, we are in a state of confused
identity, because hie is sitting down to enjoy it, yet the writing applies to
us. Real, sensual consumption is not shown but the ad hovers on the
brink of it, so that in our anticipation shared with the man in the

picture, we may indeed share his action and go off and eat Cracker
Barrel cheese.

All the enjoyment we can really have from advertisements is
the anticipation of consumption, since this is all the
advertisement can materially bring us. We are continually
presented with close-ups of food and drink as though we were
about to consume it—as in the poster advert for a beer, which
shows simply @ huge beer mug tilted towards the observer, as
though he/she were about to drink it—but we cannot reach into
the advert and take it. So a false future is dangled before our
noses, denying our real position as spectators, drawing us into
the mythic time of advertising.

With the idea of myth | would like to return to the St George
and the Dragon painting and its method of indicating the
future. The same structure of forcgroupd objects or events
leading to a distant, differently lit, Eden-like area of the future,
is seen in countless ads, The hinl'of the repeated figure (i.c. St
George in two places) is lost, but is replaced with symbols such
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as open windows or steps. The following advertisements all
display a similar pattern.

A106: Here the open window links the present of the foreground to ll!c
future; it signifies promise, and the distant light in the sky bears this
out. The objects in the foreground are part of the structure of the myth,
the story of the picture. The cricket ball and wicket show what has been
happening: they were playing cricket, when it rained and spoilt the
game. The pictures inside and the old church provide a basis in The
Past (this hovers on the boundary of “history' since it represents a
cultural, common *past’). All these things give clues as to the type of
person this is (and we are invited to e the person—cf.Chapter 3). Itis
quite clear how in one static shot. the story of the situation may be told.
However there is a less clear dimension involving projccugn: the
advertisement links a mythical present (the ‘story already descn_'lbcd) to
amythical future, via the product; drink/smoke this and you will be led
out of the window (or up the steps—in other ads) in the direction of the
future; but a future constructed, as in the St George picture, out of a
mythically structured past (the old church, the tankard, etc.). )

The perspective of the picture helps this transporting to the mythical
future: the edge of the picture frame and the frame of the open window
form a bounded perspective pointing inwards to the church at the other
side of the cricket pitch. The movement is then carried up and out of the
picture, via the church spire. So in fact our vision skims over the
present, the abandoned cricket pitch, the rainy window, and already
lodges (imaginarily) in a brighter future. As the caption says: ‘Every
cloud has a golden lining’. This implies a deterministic *happy ending’
to present events—also that time is as uncontrollable as the weather;
you must simply wait for the sun to come out again, or for things to
improve.

There are two ads which should be included in this chapter
that have been used before.

Al3 (see p. 33): Here, the steps perform the function of the window:
they lead upwards to the (slightly blurry) green lawn, the far-off mythic
paradise to which you will be transported by Belair.

A39 (see p. 78).: Here the same product as in A106 is part of a different
story. This traveller, with a French postcard, a distinguished hat and
glasses, “The Times', and a stiff drink, is different from the country-
style, beer-drinking aristocracy of the village green. The setting for this
story is Istanbul—with echoes of the *Orient Express': again, a shared
*historical’ referent. Although the key objects here—like words in a
sentence—tell a different story from A 106, the structure is the same: the
objects in the foreground (present) and the window lead back into the
picture and into a brighter area, the future. The train is located in this
area, waiting to transport you still further away from the present, just
as the spire in A106 also led out of the picture altogether.
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Thus tp,
€ Spectator
Y the position: 1Lis implicitly inco od i
could aClually reg:;g(:) 1 ecground Obj);as sgm:t::: ‘f'::::(l)s‘::
Present i exchanged Ut and touch them: in other words, his

; fi .
the ad, this mythic pr or that of the ad's story. But then within

esent i
the temporaj ot NLis thrown back (paradoxically—since

lowarc_js the back O;_T:;l;t ""dicatqd is meant to be forwards),
that dives into the Picture, in a movement of perspective

thus positioneq the cart of the page. Then, in the ‘future' area
ad and {hys ‘comrells'lhe spire or the train, leading out of the
PICling your journey through it to a

metaphysi T
beyor? dyi:.lc';l};isu?rcal ime’ which is not just in the ad, but
discussed in Ch ° ObV'°“§ly similar to the ‘*hermeneutic’ idea
Siopandic beitil[l)ler 3. Itis always the product, however, that is
time: the light f € magic carpet that takes you out of your own
Dekeii b (%lh Arom the sky fa!ls on the Benson and Hedges
fitied and 106 and A39, giving it the gloss of the ‘brighter

»and performing a similar function to the Vymura gloss.

\': ilr?géxjr;rl:\}:: clxam%!}c‘ the open hamper has the effect of the open
mmdsionl steps. Thereisan opening, a promise, @ fulgre; ll)ere has

| row up the river to this landing stage and now the picnic is about
to begm. The elegance of the objects tells us what class these people are.
Thelighting, lhg small boat, the two glasses and plates, tell us that it has
b}:cn a romantic occasion. The open hamper is a correlative for the
cigarette box, one open box leading to another. The hamper is open,
and the meal laid out, for consumption; notice how in all these ads there
has always been another kind of oral consumption taking place (or
about to)—a drink, and in this case, a drink and a meal. So we weave
into the story the idea that the cigarettes, the product, will be
consumed. This is the central point of the myth, the story of the future
that we supply.

But there is a confusing twist about this future, because we are told,
*Next time out, pack some gold with the silver'—but the people in the
picture have already packed some ‘gold’ with the silver: thus the picture
is in fact representing our future, the ‘next time' (not ‘this time’) when we
will take along Benson and Hedges. This is rather like the
advertisement for the duty-free shop at London Airport: it says ‘You
forgot, didn't you' (i.e. to buy your duty-free liquor) but between the
‘you' and the ‘forgot’ there is an omission mark and above, the word
valmost’. So the past time, when you probably did forget (not having
seen the ad then) is transformed into or merged with the imaginary
future time, when you will not have forgollcn (allhough_ you almost
did). The ad may be read in two ways s:mullancously.——m terms of‘a
past and also of a future improvement on that past, which are elided in

the subtle working of the sentence.

163



164

(¢) History

The pictures in this section have captured time in 4 diﬂercn;
way from —for example - the camera ad, A104. Thy, offereq .
means to ‘stop’ time; but lhcsc.pc_rform thg same narrayjpe
function as the old St George painting, creating a synthesig of
time through telling a temporal story. The same IS true 1o 4
extent of the ‘nostalgia’ ads: they tell us a story of time gone by
The ‘unconsumed’ ads tell us a story of EVENts to come, The
more sophisticated ads just shown, however, |§nk @ Series of
events incorporating both past and future. As with S Gcorg e's
story, the spectator has to partake of the myth, 1o understang
the signs and their structure, in order o put together the story.
We have to know about cricket, and Istanbul, and what kind of
person it is that reads “The Times'. The story does noy give
information, so much as wse information.

These narratives are all collapsed in time, 5o that thejr closure
is elided with the point of consumption, eyen though
theoretically the consumption must precede the events i jg
supposed to produce. Howevgr, these ads also represent ,
culmination point of a story which precedes the ad itself. There
is a completeness about the objects assembled: they have
already been determined by the story, and do not create j
themselves. All these narratives imply closure, both in the
straightforward sense of the already-happened, and in produc-
ing an ontology of the about-to-happen, which makes time
static and draws the present into an eternal closure, forever in
the future, but forever as closed and determined as the past, And
we are implicated in the narrative that we have, determinisy;.
cally, deciphered and constructed, so that we are drawn in both
as narrator and as actor.

The Benson and Hedges ads that we have just seen are
teetering on the brink of historical representation, since they do
refer to a time outside that of the subject’s. Yet this
iconographic past (Orient Express, Old Church) is still totally
subjectivised—only given meaning through the idea of an
individual's story. Real events, or objects connected with real
events, are hollowed out, as with other referent systems, leaving
only the interiority of the subject, an inside without an outside,
denying ‘objective’ historicity. In the following advertisements
we will see history itself appropriated by advertisements and
denied its actual content. The ‘memory’ ads gave us an
imaginary relation to Past personal time; these give the subject
an imaginary relationship to history (athough this misplace-
ment in history is already achieved in all the ads so far seen, in
that they give us a time other than our own, which is a historical



Mythica| inrt)‘:)esc?t? and replace historical information with

capable idcol;md!'onr{lboul the product. This shows how very
i . et

Not invent (o T INcorporating the real into itself: it does

Aﬂ:‘:s"{(',‘:,"l,',”"’ Here, we start off with *facts'—*In 1865 the Southern
thai it ¢ American civil war..."; we know that it is ‘real history

- bc.'"g referred to. But this is quickly absorbed into a myth, as the
Product is inserted in the hollow shell of historical events and fills the
B bl e dteTn b sace of the *in'—the hollow referent. Thus a cultural phenomenon in

history, ‘the South's reputation for warmth and hospitality’, becomes
— accounted fo

gl r by the product: *For what visitors from the Northern
s s States would not think 3 place kind, generous and hospitable with a
) . . glass of iced Southern Comfortin hand 7 A piece of social mythology is
thus ascribed 1o the advertised commodity, which takes on a
mythology ready-made, absorbing the idea of ‘the South’ and its past.
In A109 the misrepresentation of history is even clearer, for what is
only suggested by the Civil War ad, is explicitly spoken in this. Again,
there is the date at the beginning, establishing ‘authenticity”. *In 1920
the U.S. government . . decided that nobody should drink anything
stronger than coffee.’ Then, we are told, the Blues originated. This is
supposedly caused by the lack of Southern Comfort: ‘The source of
much of their distress was the lack of Southern Comforl.. (Tltls is
presumably meant to be a joke, however, since. the very ‘facts’ are
incorrect; the blues originated long before 1920 in any case.) Thus ar
cultural movement is emptied of its real meaning (which in the case (l)
Blues, is one deliberately hostile to an oppressive society) and tot;lcg
taken over by the product. Thisis precisely the process [ have descri -
as being the essential function of all ideological mxsreprcscpl?uou;
reality is not described or explained, but rc.-fm_-re(l to in such a way zlxrs ;
make it mean something exterior to itself; it signals away from 1tscf (in
advertising, to the product) and has therefore been scooped oué:lom(:.cr’rrnt
fethe Sodthis repurtation for warmth and hopitality imented SRR WS TR relations without content. In these Soulhcmd o Koxt
.,.drm-l;]m:u..unru-xmlm.(‘u;'run? ads a whole historical system, complete with (qucs't:o:lm'::‘bal::iz)nasll:(si -
i the disposal of the advertisement—its (
?:r:;‘céjl;:les beginI; (war ends/hospitality begins) are apprgp:l::::;
but its own meaning is replaced by the meaning relail_mg lol n(:whosc
Comfort whisky; the product becomes the content of a syste
material content has been excluded.

That advertisements can do l}_lis with history itself, sl.lowst:rci):;
great their recuperative capacity is—they can us;:e an)t :;;;r =
at all, however hostile its content may appear to be to e own
h’od and aims. This will be discussed further in the _
v ter. Yet it is important to remember that the spectator is
St @ fx‘xgredétachcd from the process described above: he/she is in

— S
N — — —— -

fact the culminating point of misrepresentation, the person

.....

e e
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¢ time as his/her
nt at which
ust refer to

ed at the sam g
de to seem the pol
s a referent, m

whose place in history is deni
constitution as a s;_ul;iect is mi;e s L
history fulfils itself. History u 's (see Al
someg\ing’s (Southern Comfort’s) or som"°r:,c 735-2 the real
place in it, since something/someone m“s;, : Sbjcclivisation
content of history. The next example shO\‘{st e s le individual.
of history, and its fulfilment represented in a SINg

hown in the picture, a scenc from tlhc crla;
sed to represent a historical (cultura

; SR is evoked only to be
cliché: ‘Women are lousy drivers.' But the_p:::’ |(sheevwhole sistorical

discarded—'we've come a long, long way’ the S
development from the invention of the car, to avnattlltl): (ilc'l]:awoof e
wearing a flying outfit) is contracled. into i woien
product—cigarettes for women—and epitomised In S itorieal
herself; whose clothes are the same colours as are used in the i
picture, which are also the colours of thc_ cigarette pao:h 2 Siocs
historical scene is drawn into a closure, in the single woman, { gﬂ: {lu :
who is made to represent social and technological change. Bu i

change has been robbed of its real historicity; it Is only meant to s:ghn y
that women have changed into ‘Virginia Slims’ smokers as they avel
become more ‘dominant’. The caption, ‘At last, a cigarette we can cal

our own’ is very appropriate in terms of the subjectmsat‘lon and ghe
appropriation of the past—it is a past we can ‘call our own’, ?long with
the cigarette, bought like the cigarette. The colour correlation shows,
as in Chapter 1, that the one thing/person is madF to stand for
something else linked to it by this visual means. Here it is the woman
aviator who is made to stand for the passing of a past era, she is its
closure.

A110: Here a historical pastiss
of the early motor car. It is u

Thus *history’ can be made into a referent, just like ‘nature’
and ‘magic’ and countless other social phenomena; used as a
language in advertisements. There is a poster advertisement for
the ‘Sunday Times' which shows a deliberately ‘dated’ looking,
"S0s style picture of a boy and girl with their father, saying,
‘What did you do in the Sunday Times, daddy? This refers to
the *‘What did you do in the war, daddy’ cliché, and the stylistic
dating of the picture to make it represent the post-war era
heightens the ‘historical’ effect. But of course, the advertisement
is not about the war at all, nor about the '50s; it is simply using
these as a form that is filled with the ‘Sunday Times’. There have
also been a series of beer advertisements on television recently
evoking the lpast wti,(h scenes of jolly pub life—again referring tc;
dcommunal past, but one that is only sioni i it gi
s o ysignificant in that it givesa
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CHAPTER EIGHT
CONCLUSIONS

‘Capilalism ha
. s th i
im ia(ely # € power 1o turn into a drug.

tel continually, the poison that is
thrown in its face and then to enjg(y’ i’

Brecht, Brecht On Theatre

Advertj : .

re-abso:gs?:i‘:in-l s (ideologies) can incorporate anything, even
devoid of comClsm of themselves, because they refer to it,
recuperator: “e:.ll'l The whole system of advertising is a great
back uninjured |r work on any material at all, it will bounce
criticisms Jof A t‘;f’"_‘ both ?dvertlsmg restriction laws and
Sy ‘hl S basic funcuqn (such as this one) precisely
from &t € ?Ndy It works in hollowing historical meaning

Structures: the process | have described in the second half
of this book. No matt

i thes er how much you try to talk about what is
€ ad, you always end up back at the signifier, the structure

Of SIgns In an advertisement, because what the signs should or
did refer to has been totally effaced and they have been made to
point inwards, to the ad itself and the product it is selling. In
Part_ One | outlined the theory of how ads work, by an exchange
of signs, and an enmeshing of the subject in that exchange: a
process concealed by the participation of the ‘active subject’. If
the first half of the book was about how ads get messages across,
it might seem that the second half has been an attempt to find
out what these messages are, what the ‘content’ is, the location
of the signified of the signs shown in Chapter 1. But an
examination of ‘real’ areas of life (nature, history) as the
‘content’ of ads has shown that, far from being ‘in’ the ad in the
sense of being its meaning, these areas are simply re-used
without their material content or historical context, so that
mushrooms are made of, and ‘mean’, cans of soup; Stonehenge
is propped up by a packet of Benson and Hedges, literally
inserted into a historical structure; and the*Blues’ was caused by
a lack of. and ‘means’, ‘Southern Comfort’. The nonsensical
nature of this appropriation of forms, of signifieds as signifiers,
is shown by this very example: the Southern Comfort ad. For
although the story goes that “historically it was the absence of
Southern Comfort that caused the Blues, and therefore the two
have a negative relationship where logically, Blues means *no or
not Southern Comfort’, the result is a connection of the Blues
(now a very fashionable kind of music) and Southern Comfort
in a positive sense: sO that the ‘style’ and aura surrounding New
Orleans Blues music rubs off on the whisky. This shows that the
structure only of the ad is of any significance, and that it
functions so that there is a potential reversibility of content, as

167



with Blues/no Southern Comfort—Blues/Southern Comforl- It
is the structure of connection which provides the significance:
the actual relationship between the elements may be rever sed
without destroying the basic significance which is simply the
connection of two things. This has also been seen in Ad4, with
the smart people not watching TV. The point there was just the
connection between the people (smart) and the TV (hence
smart)—even though it was the TV they didn’t WiglCh- These
examples prove that it is structure which signifies in ads: not
genuinely ‘significant’ things, but things arranged so as 10
transfer significance from themselves to something else. This is
how the idea of exchange in ads, elaborated in Part One, carries
into the idea of ‘referent systems’, hollowed-out systems of
meaning: because an exchange of meaning inevitably means
that an object (or person) must lose its own meaning in l!le
process. This is what I call ‘turning signifieds into signifiers'.

A final example of this is Al11l, which, because of the
particular referent system it is using, belongs in Chapter 7, but
in its method provides a very clear demonstration of all that has
been said about appropriation and emptying of ‘real’ systems:

All1: On every bottle of Holsten we will see a picture of the Black
Knight, we are told. And this advertisement actually makes explicit the
total lack of substance in its signification: *‘Nobody knows for certain
who he is but he's long been a symbol of the Holsten brewery in
Hamburg'. Nobody knows for certain who he is—we don't actually
Anow anything about this ‘historical’ character at all, despite the fact
that it is his substantial ‘historicity’ which is meant to transfer this
quality to the beer, and make it *The historic beer of Germany'. So
history becomes identified with a total mystification: there is a ‘symbol’
about which we know nothing, except that it signifies this beer, and our
only access to the beer is by ‘looking for the Black Knight on the label'.
Action is located around the symbol, while history is somehow
suggested as being both unknowable, and yet ‘obvious': ‘the rest is
history" implies that it need not be told, it stands so objectively and
solidly on its own. So a completely hollow symbol is used to signify
both history and the beer: and in connecting the two the beer becomes
the ‘“historic beer’. Clearly the material substance which has been
knocked out of history has become transferred to the beer: the referent
system may be empty, but the beer has a ‘full, distinctive taste’. What
history has lost, the taste of the beer has gained. This shows precisely
that the loss to the referent system is always replenished by the product:
history may have been relegated to the level of *tradition’ (*tradition
says the Black Knight is Duke Adolph Il and it's a happy
explanation’), i.e. not ‘true’ necessarily, but *happy’ (since it coincides
with the mythical origins of the product)—but this loss of real content
is sustained by the grafting on of a whole mythology attached to the
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tion is *History in the mak_‘l)'le' picture of beer being

Ing'. History and beer have
' S ause they are both subject 1o the
intoa symeay Ucturing, (?nce a rcl:‘ality like hislory’e;:as been :5'2:
: =8 f 34 o asa S
may offer ay 1 body knows orcertain’ and a‘tradition
myth). its c|c_mems ‘l‘;:'e‘o;:c ao '::ppy explanation’ (in other words, a

+ Mot significant of rhemselves, but

_ be exchanged with signs from
ng the product’s own mythology. These signs

see what anything means in its ow it inti
hing m ! N system as it is always pointing to
:;gg:el;u{:; gglohncag:n of the ad here tells us absolutely nothing
Phor Germany but nevertheless impli i
whole body of i y ertheless implies that thereis a

but unknow i
Dol o e Ry (but unknown knowledge) which suggests a

There is nothin

g ‘wrong' about symbols as such—obviously
systems of si

. gnification are necessary and inevitable. But
besides the function of symbols in ideological systems, which, as
I ha\{c suggested, is to deprive us of knowledge and create a
mystification about history, nature and society, there is also a
danger in having people involved as part of the currency in these
systems. When people become symbols they need not be treated
as human beings. This is an obvious point but itis probably little
noticed how much of the human symbolism of advertisements
carries over into ‘real life’. Women are especially liable to this
phenomenon. But in all areas of life it is clearly very dangerous
to see only what people ‘mean’ (e.g. a threat, a status symbol)
rather than what they are. And ideology is the system whereby
society gives itself a ‘meaning’ other than what it really is. If
meaning is abstracted from something, from what ‘means’ it,
this is nearly always a danger signal because it is only in material
circumstances that it is possible to *know’ anything, and looking
away from people or social phenomena to their supposed
abstract “significance’ can be at worst an excuse for human and
social atrocities, at best, a turning of reality into apparent
unreality, almost unlivable while social dreams and myths seem
so real. We wipe a great deal of our actual experience in life from
our minds—our lives become the lives we don’t lead: like the TV
that wasn't watched. Smart people/modern people/magazine
people/people in our society—don't do half the things we do:
they don't sweat, neither do they go to work and produce. Most
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] o ‘unlived’ lives of advcruscmcnts. the
::‘ d(::;dl::;“;:; “‘2’;' d picture. So |hi_s reality ttccomcs almog,
literally unreal —sublimated. unconscious. As'd lantlSCf. for
R is really ble to live almost totally in a sor of
example, it is really possi ies and images. and this
dream world of magazine stories an lmlg 5 admit 1o
more real than reality- though few 'pcopt: bt ; S0 The
reason for this ‘reality’ is that the social .drcam_ ~drc_am though
it is—is & shared one: what is commonly perceive ("" the sense
of a shared - though also a frcql_lcnl “perception) has a more
‘objective’ status than something par}ucy!ar to Ourselves,
People’s real experience may be very similar but I rémaing
isolated while what is a universal experience is the impact of
media and social images. So it is in fact a positive instinct, the
desire to share in a social reality. which deprives us of a trye
knowledge of social realities. Advertising may appropriate, no
only real areas of time and space, and give them a false conteny,
but real needs and desires in people, which are given a false
fulfilment (see Chapter 2). We need a way of looking at
ourselves: which ads give us falsely (cf. advertising and the
mirror phase); we need to make sense of the world: which ads
make us feel we are doing in making sense of fhep,
(hermeneutics).

Thus the idea of the ‘referent system’ is, I think, a ve
important one because it is the point at which ideology and
symbolic or signifying structures combine to form an almost
Platonic system where everything means something else, and
nothing is what it is. I have stressed how refe_rence replaces
knowledge and content, in advertising's use of *history’ with ads
like Southern Comfort, Virginia Slims, and the Holsten ad
above. But it can also do exactly the same with ideas, systems,
phenomena in society whose actual content and body of
thought is hostile to advertising and might seem completely
alien to it. But the more hostile, the better use advertising can
make of it, for its recuperation from criticism then seems all the
more miraculous and inevitable. To take just one example, the
movement of *‘Women's Lib' has provided advertisements, one
of the most sexist fields of communication there is, with a vast
amount of material which actually enhances their sexist stance.
There is a television ad for an aftershave ‘Censored’ where a
woman is beating a man at chess, But then he puts on the
aftershave and she is so wildly attracted to him that she leaps up,
knoqking over the chess board where she had him check-mated.
and jumps on him like a wild animal. Now, far from the effect
being to make us realise how inadequate the man is if he cannot
stand being beaten at chess by a woman, her ‘cool' and
intelligence and obviously ‘liberated’ image are in fact made to



devalue themselves

‘dominating woms. because the point is that even a cool,

will become little mn’ an mtellectpal threat to a man, even she
smelling ‘Censored ?relthan an animal, and a captivated one, on
P Sesonuer cologne for men. It is obviously more ofan

0 win over a ‘liberated’ woman than one who was

submissive all
‘she's liberateda}::,?.g_'_?any ads are based on this sort of line:

A dves ;
truly Vreel';:’sz‘r‘l;ents also incorporate structures which belong to
i B or:iary standpoints. There is the Watney's Red
scais ad. bglll‘ there. are the imitation—Che Guevaras on
o illboardsin America. And a London underground
o revolut?m for a department store uses slogans usually used
ik ionary context—we are told that at this shop, ‘You'll
everything and you'll want it now’. This is usually chanted
at demonstrations.

s B}lt advgrtiscments do not only use other systems as
signifiers, without content. Advertising itself may be the referent
system, and can be referred to by advertisements which will use
the structure of one ad to signify something about the product in
their own.

A112: This ad for a television exploits the famous genre of washing
powder ads, makinga clever play on the “Whiter shirt’ image; the whiter
shirt is due to better colour TV. Even the unwhitening brand, Brand X,
produces whiter results on Panasonic. So this turns the original ad
upside down: it is brand X which is used to signify whiteness and better
colour—i.e. what previously signified ‘unwhiteness' now shows
brightness. But this ad uses precisely the same structure as the one it
refers to, although it uses the content differently. Itis structured on the
‘brand X versus our brand’ model, and instead of showing two shirts,
one inferior and the other brighter, it shows two TVs in exactly the
same way, while transforming the original substance of the soap ad by
not using the brighter shirt. Thus again, a structure, a set of formal
relations is stolen, and simultaneously the elements of these relations
are transformed: here, literally transformed by the TV, which makes
the dirty shirt white, reversing the soap-powder-ad significance of the
shirt while using the form of that ad.

This joke depends on our knowledge of the original ad (even to the
extent of understanding what ‘brand X' means—a sort of code)—the
one where housewives vow 10 exchange their packet of brand X for the
wonder der—and manipulates this knowledge in two different
ways. This shows advertising using its own form as a referent system;

and it relies on our recognising that form.
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Al13: Here we have e

_ xactly the same thing as in the previous example,
Again, the structure

! . of another ad (the one where housewives those
magical arbiters—try to tell the difference between Stork and butter) is
used: but the content and context are different. And again, a joke
comes out of our knowledge of the thing referred to: this ad only
catches our attention because of the obvious reference to the margarine
ad. Its basic message is that these paints are different—in price.
However, here the inclusion of material from another, very well-
known ad, has a further function beyond simple humour. The ‘can you
tell Slqu from butter' ad has become a classic, almost a parody of an
advcrt!semcm. and representing a basic idea in people’s minds about
adv.eruse'm.ems'—namcly. that they (ads) are rather silly. So by quoting
theclassic’ ad, in such a way that it seems to join in the joke with us, and
to be aware that advertising can be very silly, this ad seems almost not
to be one at all, it is excluded from the criticism it implies about other
ads. It admits that most products are the same. We are disarmed by this
self-refe'rentia.l capacity of advertising. For the reference to the other ad
fits precisely, in tone, with the main point of this one; Woolworth's is
offering a down-to-earth, square deal—we are being practical and nitty
gritty, and paying sensible prices for products which are the same as
others of higher prices—and we are realising that ads are silly and false

with the exception of this one. Its honesty is guaranteed by that quote
from the Stork ad.

This shows that self-reference, or use of other structures
within the same ideological system, is not a ‘neutral’ process or
just a good joke, but has an essential self-validating function.
We will give the Woolworth’s paint ad more credibility because
it mentions another advertisement in a ‘conscious’ way. Self

reference can take place visually, though, as well as verballyasin
All2 and A113.

All4: This advertisement shows itself: the woman is reading the
Sunday colour supplement which is open at the page of this same ad.
The self-referential quality works in a paradoxical way. Originally it
helps break through the ‘illusion’ of the ad, by presenting itself as an ad
in a magazine. However, this very self-consciousness makes the ad
convincing; at the point where it refers to itself as an ad, our scepticism
is satisfied and with our guards down, as it were, we are more
susceptible to the ‘reality’ of the ad. While appearing to incorporate
some kind of external ‘reality’ (one in which it, the ad, may be shown as
an element) by representing itself apparently from the outside, the ad in
fact leads endlessly back into itself. For the ‘reality’ outside and around
the ad—the people reading, their living room, the ‘nature’ outside the
window—are all inside the ad in the first place and although external to
the small ad in the big one, are obviously inside the latter.

Thus self-reference is a type of reference where it is impossible to
have any bearings at all: the referent system that is *hollowed out' is that

172

All4

1w il iy o s s e



e represented world in which the
e ria ;‘:‘d merges with our own—where the
efective of ‘mirror 00. This is in many ways one of the most
ourselves tookingat !h);p:d 3§‘\::mslements.' We are actually shown
::?':f;gsomm |00king.a| as| have said, the advertisement, in its
ure' . M

of ecia Onl::f)g'ick:lds ‘;Iowhere buttoitselfand is a completely closed
adjacent 10 ours & plane. So while seeming 10 place’ itself in a world

+ Implying a continuum of reality between us and the

people in the picture. i
from the actu:] co“‘:;x': i:ﬂ;ures not only that the ad is well sealed off

i : , hich it is being seen but

;;::’y (::: sell'-refergnual void as well. Thigs is a (;’p:clrlt;:;:s:h:g

the s.ameanr::: i e and unlike the people depicted. We are reading
Paper; but it is not our living room that is shown.

” A suml?r kind of self-reference is used in a TV ad for
epworth’s clothes. After a long chase from one place to
anpther for incomprehensible reasons, someone says ‘What is
this, a runaround? and someone else says, ‘No, it's an ad for
Hepworth's." Again, we are given a position within the ad that
offers the same view-point as our own as spectators; thus
although the man who says ‘It's an ad for Hepworth's' seems to
‘get outside’ the ad myth, in fact conversely we are taken inside it
since there is a space there analogous to our own.

Another example of advertising referring to itself as a genre
(i.e. ads about other ads, like A112 and A113)—a different kind
of self-reference from A 114—is the sausage ad on posters which
says, ‘I'm meaty, fry me’. This is a take-off of the airline ads
where girls say 'I'm Jo/Susie/etc.—fly me’. As with the ‘four out
of five housewives' example, this serves to validate the ad which
makes the reference.

To find out why this should be so we must take advertising as
a referent system and apply 1o its use of its own forms, the
theory which emerged from conclusions drawn about other
referent systems. Thiscase is, however, clearly going to be rather
different since advertising itself seems to consist of a ‘bricolage’
of other social myths. But if we are to explain why Woolwort!fs
should be using the Stork margarine advertiscment to give

Woolworth's the status of honesty, it will be necessary 1o
recognise that advertising does have a mythic structure of its
own. towhich, asin thiscase and the colour TVad (A112).itcan
refer. while (as with all referent systems) denying its content.
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The advertising myth in oyr society jg not 4 . .
an ideological brain-washing forced Upon :"""’%
are generally regarded as |jeg and “rip o S from, ih{,::"'n.
advertising has on people, it is rye that the;r.. Wha
to it will usually be sceptical, The fact tha, m::“sc.ou‘. o o

like the Stork one, have virtually becorme. - Advery,,, Mg,
are not always taken too seriously as';',',‘;’:f :" Show :,:":'ﬂu‘
goes. 'IUs a pack of lies', *Just afyer YOUur mone ¥ Co.,l

sentiments most often heard about ad"cﬂis?:y thege , Meny
are actually asked what they think abouy jy 8 by

TV programmes). So the basic Structure of ; on Varioys o

advertising is, in fact, that of dishonesty apg o, 28 SUrroyng

the Woolworth's Paint ad refers 1o the Storixplo'!a!’m. WI;::
this structure, this mythic framework (g itis refe i Precigy
the use of other referent Ag l:

: Systems, where "8to,

appropriated, so here oyr knowledge oro:nl:c k'. 8¢ i

advertising is called upon—the paint ad drayg on al‘ﬂ'«:u of

knowledge of advertising. It thus sets itself up agh, Wy ilicqy

to-earth, aware. Onest, dow,
But in doing so, it is incvitably denyin :

of the myth that has been referred g

is untrustworthy. This idea js appealed to in y pumm?m&"!
for any real application of jt in practice :



o they functio
advertlsmg m 0N on the level of the sioni
th( y evelo the signifier
located ip theym {olie) makes i necessary tg:r the (gl:lizgm

t g
other myth s)'slc);nl;?:::lgg:\{ thcf o recting atention to
can be made clearer in ay Irom the system of the ad. This

relation to parti
er ads— particular examples. In
iy T thc,tyﬁe :;e;:"c?' to by Al l2—;(,here is
y n of some sort which is not
knowledge ofthergxc;;mus'y by most adults. However, a
at whatever is being u:g' 0f5|gn§ in the ad must make us look
powder. This will usual] beas a signifier of the ‘image’ of the
the kid with the e Tyh' a mOIhﬂ"/Chlld relationship (who is
and care, within a ferc-\sv (;'1 ")f and in fact it is maternal ‘love’
with other families, th rk of family loyalty and competition
(cf. the fath » that provides the main structure for the ad
ey er-daughter/mother-son inter-family ¢ ition of
The Generation Game' y competition 0
X really washeswhi me’). A mother may not ‘believe’ that brand
rroido ':s Whiter than brand 'Y but she may unconsciously
relationshi w?;aie of the S|gmﬁer: which offers a ‘mirror
ekl l|) lld erself and her children. In television ads,
o g s sold at the level of the signifier-people, the kind of
ple who are shown using any product. Again, you may not
really believe th.at some minor ingredient is going to transform
your casserole into a cordon-bleu dish, but the images of the
grateful, hungry, appreciative husband and son tucking into a
hegrty meal provided by the woman, stay long after the actual
claims made on behalf of the product have been forgotten. Itis
the images we see in ads which give them significance, which
transfer their significance to the product. This iswhy advertising
is so uncontrollable, because whatever restrictions are made in
terms of their verbal content or ‘false claims’, there is no way of
getting at their use of images and symbols. And it is precisely
these which do the work of the ad anyway—as was shown by, for
example, AS54, where the different words had no effect on the
image put across by the same pictures. Therefore advertise-
ments will always escape any criticism of them which bases its
argument on their deceitfulness or even their harm in being
‘capitalist’, "sexist’ etc. Not that these criticisms are invalid: but
they by-pass the ideology of the way in which ads work. The
exchange between images has not been banned by any law, and
cannot be; that is why the Smirnoff ads are still successful. The
following set of examples provides, firstly, another example of
an ad's use of a different ad’s structure (the Vymura ad)—which
here is a structure of magical transformation achieved by the
product—and secondly, an illustration of the above point, that
it is images and not words which ultimately provide the currency

in ads.
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: ’ inst: what
Al15: In A115b wfi cn'r: see an:l.lllg: :rlll;:lﬂlg“:’:‘;l:g;::;;;?tcil?rby its
has been discussed above—an ¢ . 115at
reference to another wcll-lfq(.)wn'a'd. The Smlmow\?grs‘.(l){::ﬁ g bann{‘{;’;
(i.e. where they made excessive claims, bglorc cy X ST
were, in fact, never taken completely seriously. They have pr OVI'\J clf)od('
basis for many jokes outside advertising, as well as \\‘llhl'n it. Nol : y
really thought they would stop being Mr Holmes of llousv‘:h.old 'Lm,u‘ls
overnight: but perhaps because they were never made to l‘cv.l (h'.u they
were Mr Holmes in the first place. You were not plczmt to ul_cnufy with
the original character, only with the result. This is made quite clear by
the fact that the pictures always showed the resulting lrcpdy person and
never the old, pre-Smirnoff one. Nobody ‘believed’ in the
transformation—that Smirnoff’ actually could make you completely
different. What we were really given to identify with was simply the
image of ‘after’ the transformation—an image of trendy, outlandish
people who were drinking Smirnoff. This is no different from all drink
advertisements—Bacardi Shorts (A49) for example. The ‘transfor-
mation’ was always so extreme that it started off as a Jjoke. Because it
was not credible, it was valuable as a reference for the Vymura series,
one of which is shown in A115b. The ‘I was. ... before I discovered PR
formula had become synonymous with incredible advertising and so
when Vymura selfconsciously uses this formula it is in fact, not
imitating but drawing an implicit comparisonwith, the Smirnoff claims.
It draws attention both to the change and to the absence of change.
‘Until we moved to Vymura' is clearly a joke, not to be taken seriously
(this is unlike the Thomson holiday ad A31, where the suggestion of
transportation to mythic regions is serious)—because the whole point Al15b
is that they didn’t have to move, their own home was transformed. So
the point being made is that unlike Mr Holmes, who appears to have The most dramatic thin 2 inour house wag
moved from some suburban housing estate to a sort of Mediterranean  * theWednesday Play. Until e moved toVy
fishing village overnight, these people did not and do not need to move, A OVymury,
Vymura will work enough changes for them in their own sitting-room. : :
This ad relies on a partial joke to suggest that it offers a more realistic
transformation (as indeed it is—painting a house is easier than
becoming a fisherman) than the Smirnofl' ad does. So, as with the
Woolworth's ad and the *brand Xj colour TV ad, a structure is used

crmqally but is filled with a meani

p i L,
9&-:1-.{...,.?“'_.'.,,



:;::;I(c”i‘nhlcl: :P‘rc;l In any case: the man in 115d is already the boss. The
s ey say Smirnoff won't make us the perfect couple’ are

ady a perfect, though unconventional couple.) But—this is
precisely what they showed before. The old images were always of what
pcoplg had become through drinking Smirnoff, and thus, although
|nv9lvmgy narrative difference (before/after). precisely match the new
S{mrnuf! images. The image of the new Mr Holmes is what we connect
with Smirnoff, just as the images of the man and woman in A 115d and ¢
respectively are connected with it. It is also interesting that the eye-line

¥4
1/ 4

lb‘ \5\ wﬁﬁ\« 11 wﬂntmmd\d

VL that oo el Ko . matching has been much more carefully done in the new series: the sexy

J .

woman and the boss look at us from an angle, as though sharing some
hidden, subversive secret. The secret is. presumably, what itis they have
¥ Vashiion lhu? has pre-empted the image previously shown as purchasable with
‘ { = A = Smlrnpf_f. But the shift is simply to the *alreadyness’ described as an
) : advertising strategy in Chapter 2, of using the image of ‘already’ trendy

and therefore drinking Smirnoff, instead of the same image, but one

!hat comes with, and not before, Smirnoff. The idea of transformation
is rca}ly a side issue to the same basic exchange in All5a,¢ and d.
Anfi In any case, transformation is implied by all the ads because once
an image is transferable it is transferable to us—via the product, The
only major change in Smirnoff ads from 117a to d is that the later ones

refer to the very restriction imposed on them and therefore seem all the
more daring in the image they offer.

In other words, you clearly do not ‘drink it for what it is’: you
arit ki the DGR drink. itin order to become like the signifier in the advertisement,
| drink to that. the distorted mirror-image that confronts you in the person or
people shown in the ad. We, like them, can also become
signifiers of sexual success/chic etc.; for, once meanings are
allowed to come loose and are exchanged out of context, they
become the currency for a sort of pass-the-parcel where an
abstract ‘significance’ can be endlessly passed on from people to
things and back again. This is why only when meaning has a
material context can it really be grasped and become the
substance of knowledge, rather than inference. But it is because
advertisements use ‘meanings’ as a currency and signification as
a market, that they can always exchange them, take anything
out of its context and replace it: re-presentation. It is a reliance
on empty structures that keeps ideologies going, and an
understanding of those structures, even when a critical
' understanding, does no more than provide a platform on which

You drink it for what itis. . p 5 5 .
ideology can seem to know itself while still being absolutely
SMIRNOFF devoid of knowledge. It is easy to analyse endlessly the
structures of ideology without noticing the vacuum at its heart.
The ability of advertisements to incorporate criticism should
remove any possibility of complacency in having laid bare some
of their formal strategies. Indeed, an advertiser who read this
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book might well find material which could be very helpful to
him. It would be stupid not to be aware of this. We can never
Jinally dismantle ideologies because one of their basic qualities
is that of adaptability. Their tenacity and elasticity arise
precisely from their lack of real content: a framework can be
filled with anything, and structures of social myths are re-used
and re-used. Similarly, real things are rearranged in false
positions while their reality seems to validate those positions.

Thus, ideologies cannot be known and undone, so much as
engaged with—in a sort of running battle, almost a race since
the rate at which all their forms, especially advertising, reabsorb
all critical material, is alarmingly fast. This incorporation is
also, however, increasingly subtle. That is why the tools of
structural criticism are valuable within certain limits. The only
reason for the complexity of parts of this book is the complexity
of advertising itself. All the same, there is clearly a danger
involved in this kind of analysis—it can lead back into itself Jjust
like A114, and can also become mystif ying instead of clarifying.
There is an advertisement which to me epitomises the danger of
allowing analysis, an understanding of relations, to become a
value in itself—in some way making perception more important
than what is perceived.

This advertisement always makes me think: ‘Decoding
Advertisements. If your friends know a sign from a referent'.
Ultimately it is not this knowledge in itself that. is valuable, put
its potential to change the system which is its object. And having
described the difficulty in criticising or even keeping abreast
with, advertising’s ideological system, because of its powers of
absorption, and the danger in structural anglysns_, because of its
introversion and lack of context—I will finish with an example
which shows most clearly of all what ads are z}b‘out and why thqy
must be criticised and their values fought. Thisis an ad for ads: it
is a magazine speaking to advertisers, and therefore.sho»\.'s more
blatantly than in examples intended for us, what is going on.

: These are advertisements about advertisements—but not in the
z:;dlhat other examples in this chapter have been. They are for
advertising space, advertising for afivemsmg. The point ls,.they are
selling the image created by advertnsemenl; back to ad\fertlsc{s: the
people who have allowed their lives to be built up of certain chonce§ of
consumption have now become currency, objects of consumption
themselves—they are the product in this advertisement. They are the
product offered for sale by the ‘Sunday Times’ magazine. The price is
the cost of advertising space. These ads are a precise pqra}lel to all the
other ads seen in this book, except that they work on a different level:
other ads offer these ‘Sunday Times' readers products which they can
buy; these ads offer advertisers the ‘Sunday Times' readers themselves,
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The clothes she wears,
the perfume she prefers,
the jewellery she cherishes;
the drink she lingers over,
the holiday she chooses;
the furnishings in her home,
the luxury in her bathroom,
the timepiece on her wrist . ..
Almost certainly
her choice is influenced by
The Sunday Times.
She's the woman you want
to reach. And your

advertisement in ]
The Sunday Times finds her ...
just as ours has found you.

THE SUNDAY TIMES IS HER

whose buying power is also buyable. This s . >

place in the exchange of signs in advcrliscm:: 0:::“,::;')'”;:: o
theirvalue system, is not one on the sidelines, detached : we also h:cm 2
exchangeable objects, with a price on us—our buying of ima cs Ol'(nc
us buyable. When 1 have said that we become caught up as cﬁrrc':: in
an exchange, this is not an abstract conclusion but one arising from);ll)n
very way in which advertising buys and sells itself, i

These ptzoplc are seen as the creations of advertising: ‘the holidays
they enjoy, the camera they take along, the home they furnish, the
nursery they planned together. . . . Almost certainly their choice i‘s in-
fluenced by the “Sunday Times™." They are scen as the product of a
whole range of advertisements: which have been carefully selected to fit
one‘image’. In advertising, elements of ‘real life” are transformed into a
structure that gives them a mythical status. Here, one step further, we
have the advertisers’ myth as the transformation of the ‘real’ clcm;nls
of the original advertisements. “The holidays they enjoy, the books they
read...etc.’ arc the components of advertising; and this picture
consciously welds them together into one image, that of the couple who
are these things. However, this image, a ‘meta-structure’ of the elements
of advertising, is doubly removed from the reality which provided the
material for the original structure of advertising.

Of course, the original selection of ‘real life’ used to signify the
product in the ordinary ad, is conditioned by the nature of the product
and the mythology it is trying to project. At this second stage a selection
takes place again, as the new myth depends on the kind of magazine the
space is in. So this final image is doubly unreal, using people as the
signifiers of an image which previously signified them.

But now, they signify the *Sunday Times': their choice of chocolates
may ‘say something’ about them, but here it is they who ‘say something’
about the magazine, which is the advertiser. In fact, they become totally
identified with their buying capacity (as represented by the ‘Sunday
Times' image): ‘The “Sunday Times" is them.” They buy the *Sunday
Times', therefore they are the ‘Sunday Times'. Similarly *The “Sunday
Times” is her'. This is an articulation of the basic equation in all
advertising: it establishes an identity between two social ‘products’
which originally belonged to different orders of social |life but
have become exchangeable through their co-partnership in
signification—people and things. People become signified by, and then
summarised by, things—'the chocolates they buy, the time-piece she
wears’ etc.: and hence equatable with other things—money (their
spending power) and ideological images (the ‘Sunday Times’). They
provide the connection between the two: images are bought. This
should make clear the very real material basis and substructure of the
images that are valued and exchanged in society: they, the images, ‘life-
styles', meanings, may not be real: but the money that buys them s, and
so are the people who earn it. As long as the structure of these realities
remains, so will the structure which I have tried to analyse, that of the
images which mediate material exchanges, and conceal them, while

also suggesting that we create oursélvesthrotighthem. These people‘are’
the sum of their consumer goods.-We re-create ourselves every day, in
accordance with an ideology baseJ on property-~whére we are defined
by our relationship to things, possessions, rather than to each other.
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‘Advertisements are selling us something else
besides consumer goods:
in providing us with a structure in which we,
and those goods, are interchangeable,
they are selling us ourselves.’

Advertisements clearly have an economic func-
tion. But they are not just a feature of the modern
capitalist economy; they constitute its most
‘acceptable’ face, one that is familiar to us all,
and even enjoyable.

This book sets out not simply to criticize adver-
tisements on the grounds of dishonesty and
exploitation, but to examine in detail, through
over a hundred illustrations, their undoubted at-
tractiveness and appeal. The overt economic
function of this appeal is to make us buy things.
Its ideological function, however, is to involve us
as 'individuals' in perpetuating the ideas which
endorse the very economic basis of our society. If
it is economic conditions which make ideology
necessary, it is ideology which makes those
conditions seem necessary.

If society is to be changed, this vicious circle of
‘necessity’ and ideas must be broken. DECODING
ADVERTISEMENTS is an attempt to undo one link in
the chain which we ourselves help to forge, in our
acceptance not only of the images and values of
advertising but of the ‘transparent’ forms and
structures in which they are embodied. It pro-
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vides, not an ‘answer’, but a set of ‘tools’ which
we can use to alter our own perceptions of one of

society's subtlest and most complex forms of
propaganda.

This book is divided into two parts: in the first
the author analyzes the structure of particular
examples; in the second she examines the meth-
ods by which the ‘Ideological Castles' are built,

Stuart Hood said about DECODING ADVERTISE-
MENTS prior to its publication: ‘This highly intellj-
gent analysis of advertisements concentrates not
on what they mean but how they mean. Dealing
with what the author calls “The Iconography of
Magic" it describes how products are given value
by persons or objects which already have value
for us. The insights of Freudian and post-
Freudian psychology are combined with the tech-
niques of semiology to produce a fascinating
account of how the admen achieve their effects.'
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