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ABSTRACT

The purpose of this study is three folds: to analyze postmodern fashion through the notion of pastiche,
to enhance an understanding of uncertain and confused situation in the late 1990s, and tc suggest a way
of approach to creativity and originality in recent fashion design.

The results can be summarized as follows:

1. Pastiche is an art work that borrows some parts of other artists’ authentic works and recombines
them thus imitating their style, technique or motifs selfconciously.

2. Pastiche is based on the Deconstruction theory: the end of art as a result of deconstruction of the
subject, the collapse of the meaning, the loss of history: the Late Capitalism in which reality becomes
change info images or simulacre,

3. Pastiche represented by 'the death of author’ which means the exhaustion of creativity, is shown in
the fashion borrowing subculture styles and art works or religious images. Pastiche fashion which is equal
to the play of signifiers floated as image is shown as graffiti and objects, Time and space pastiche
fashion can be explained by historical eclectism and ethnic looks,

Finally, pastiche means not the fixed aspect but the open concept of indeterminate condition which

includes "anything goes” through the coexistence of various style in pastiche fashion.

Key Words : pastiche(EA 24}, deconstruction(#}A]), the play of signifiers(71¥¢} §3]),
indeterminate( & &3 3)
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