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The study of women’s magazines is interesting and various. On the one hand, there is the 
pioneering feminist critique by Betty Friedan (1963) who claimed that, in their emphasis on the 
fulfilment of femininity, women’s magazines in the United States (but, by implication, elsewhere 
as well) merely reproduced what she called ‘the happy housewife heroine’. Another early study is 
the semiotic analysis by Roland Barthes (1967) who, in The Fashion System (Système de la 
Mode), examined the language used in French fashion magazines from the late 1950s into the 
early 60s to describe the ‘written garment’ worn by women, and so to analyse the world implied 
by fashion.  

From a rather different perspective, Joan Barrell and Brian Braithwaite (1988) have 
looked at the history of magazines and the contemporary magazine industry in the United 
Kingdom from a purely business angle that takes account of such publishing issues as launching, 
advertising space, magazine distribution, and editorial practices. Another approach is that of 
historical research – exemplified by Marjorie Beetham who has traced the emergence and history 
of women’s magazines in Britain from the 17th century to the present day (Beetham 1996).  

By far the greater part of the research on women’s magazines, however, has come out of 
cultural studies. One comparatively early study was Marjorie Ferguson’s Forever Feminine, in 
which the author made full use of her decade’s experience as writer and associate editor for a 
weekly women’s magazine in Britain, to produce an account that combined in-depth interviews 
with editorial staff with content analysis of selected English women’s magazines between 1949 
and 1980 (Ferguson 1983). Another comparatively early commentator on women’s magazines, 
Janice Winship, successfully combined a feminist, Marxist and reader’s approach in an analysis 
of Woman’s Own, Cosmopolitan and Spare Rib. Her Inside Women’s Magazines provided some 
general ways of understanding the place of women’s magazines in contemporary British women’s 
lives, as well as the cultural codes that shape those magazines as a combination of ‘survival skills 
and daydreams’ (Winship 1987). 

This second, very different, approach to the study of women’s magazines by scholars 
associated with cultural studies has sparked a radical shift away from their production, to a focus 
on textual analysis and reception. Ellen McCracken (1993), for example, has looked at ‘glossy’ 
women’s magazines in the United States primarily as ‘cultural texts’. Although she also brought 
in the business side of magazine publishing by focussing in detail on the relation between 
advertising and editorial matter in the women’s glossies that she studied, her main aim has been 
to argue that women readers are ‘duped’ by magazines into becoming unreflexive ‘slaves’ of 
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trends in fashion, beauty and ‘femininity’. Such textual analysis and critique have since spawned 
an interest in what readers actually think of women’s magazines (as opposed to what academics 
presume they think). For example, Joke Hermes (1995), a Dutch feminist, has conducted in-depth 
interviews with readers of women’s magazines, to determine what it is precisely that does (or 
does not) interest them, makes their contents memorable, helps women with their everyday lives, 
and so on.  

This shift in interest among those studying women’s magazines may be seen as part of a 
more widespread trend in cultural studies as a whole, which has, since its early decades as the 
‘Birmingham School’, gradually moved from an engagement with issues of production towards a 
focus on reception, by way of textual analysis. Marjorie Ferguson’s pioneering work on the 
production of magazines, therefore, is now often forgotten (and certainly, not regularly cited) by 
those anxious to climb aboard the bandwagon of theoretical and methodological trends in cultural 
studies.  

This leads me to the first of the two simple methodological points that I wish to make 
regarding my own research on women’s fashion magazines. In the study of cultural productions 
of all kinds, we cannot properly conduct research on just their production, or just their reception, 
or just the products themselves. While such research can be – and has been – useful and 
enlightening, we should recognise that it is always partial. As a result, as part of our scholarly 
endeavour, we need to take account, as best we can, of the total social processes surrounding the 
production, representation, distribution (circulation) and reception (consumption) of such cultural 
products, as well as of the products themselves. It is the negotiations that take place among and 
between producers, consumers, and various kinds of ‘critics’ (employed in advertising, PR, 
journalism and so on) during a product’s move from production to reception that transform a 
cultural product into a cultural production. At the same time, we should note that we are 
concerned with the study of cultural productions in the plural, rather than with a singular cultural 
production.  

In my own research on international fashion magazines, I wish to link the production and 
consumption of a class of women’s magazines by looking, on the one hand, at how editorial staff 
go about their work, the problems that they face in their everyday work, and so on; and, on the 
other, at how women read and think about the magazines that they regularly subscribe to or buy. 
These two extremes in the life (or lives) of a cultural production, I wish to link by way of textual 
analysis. It is only thus that we can begin to understand the ‘meaning’ of a woman’s fashion 
magazine. My concern here is with bridging a methodological divide.1 

At the same time, and this is my second point, almost all the work cited here has been 
concerned with women’s magazines in England and the United States. This is not to say that 
nothing has been written on women’s magazines in Latin America or Asia, however. Ellen 
McCracken included some Latin American material in her study, while Teruko Inoue and her 
research group (Inoue et al 1989) have written (in Japanese) a pioneering comparative study of 
women’s magazines in Japan, the USA and Mexico. There is also an emerging literature on Asian 
women’s magazines more generally (cf. Leung 1998, Fang n.d.). Japanese magazines, in 
particular, have been the focus of scholarly attention. Kazue Sakamoto (1999, 2000, 2001), for 
example, has focussed on the historical development of women’s magazines in Japan and the 
construction of new readers’ identities in the 1970s and 80s. Others, such as Barbara Holthus 
(1998), John Clammer, Sharon Kinsella, Nancy Rosenberger and Lise Skov (all in Skov and 
Moeran 1995a) have carried out readings and/or textual analyses of Japanese women’s 

                                                           
1 Unfortunately, it has not been possible to present such a holistic study in the confined space of a 
conference paper that is already too long. 
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magazines, while I myself have looked at issues of production affecting magazine content 
(Moeran 1996, and in Skov and Moeran 1995a).  

What is unfortunate is that, to date, those working in cultural studies in Europe and the 
United States have seemingly remained unaware of the work of those working on similar topics 
in the Asian region – and, though to a lesser extent, vice versa. As a result, separate strands of 
parallel work exist side by side, with the Asian studies tending to relate to the theoretical work in 
cultural studies more than cultural studies theorists relating to the Asian material. By choosing to 
compare two international women’s fashion magazines published in France, Hong Kong, Japan, 
U.K. and the U.S.A., therefore, I aim to integrate regional with theoretical studies and so bridge 
this theoretical divide. 

 

Contextualization 

Women’s fashion magazines have been seen as both cultural products and commodities. As 
cultural products, they circulate in a cultural economy of collective meanings, providing recipes, 
patterns, narratives and models of and/or for the reader’s self. As commodities, they are products 
of the print industry and crucial sites for the advertising and sale of commodities (particularly 
those related to fashion, cosmetics, fragrances and personal care). Like women’s magazines in 
general, fashion magazines are thus deeply involved in capitalist production and consumption at 
national, regional and global levels (Beetham 1996: 1-5).  

The distinction between magazines as cultural products and magazines as commodities is 
reflected in how those involved in producing them are organised. A fashion magazine is normally 
put out at monthly intervals2 by staff working for a publishing company of one sort or another. 
There is a clear division of labour between editorial and publishing (or advertising) employees, 
with the former represented by the editor-in-chief, fashion, beauty and feature editors, art 
directors, designers, stylists and so on, and the latter by the publisher, budget directors, business 
managers, advertising managers, sales managers, financial analysts, and so forth. This distinction 
between competences also corresponds quite well with the distinction between culture, on the one 
hand, and business economy, on the other.  

Both, however, have their ‘social lives’ (Appadurai 1986) and it is on the social lives 
surrounding the editorial and publishing sides of the fashion magazine business that I will focus 
in the second half of this essay. In general, the editorial side of things is run by an editor-in-
chief,3 who oversees staff working on each issue’s features, fashion, beauty, health and interior 
sections, on the one hand, and those charged with the magazine’s layout and design, on the other. 
Each of the sections is usually headed by an editor who has a certain number of staff allocated to 
her and who also makes use of freelance journalists, photographers and so on to complete the 
necessary tasks. During this process she will liaise constantly with the art and graphics employees 
who give instructions and advice on the grid, typeface, colour, and general layout – including the 
number of words needed in blocks of text, the positioning of photos, and so on, which together 
determine “the dynamic relationships between various elements on the page” (Holmes 2000: 
167). 

                                                           
2 Both Elle and Marie Claire are monthly fashion magazines worldwide, except for the French edition of 
Elle which comes out once every two weeks. 
3 In the PRC, the editor-in-chief is required to be a mainland Chinese national and Communist Party 
member. This means that the real editorial management of a magazine may be done by a more experienced 
assistant editor. 
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The publishing side consists of two main departments: circulation and traffic. Those 
employed in circulation have to negotiate with bookstores, kiosks, news stands, and other vendors 
to ensure that their magazine is given optimal exposure, so that it will be readily noticed by 
potential readers. They also conduct various sales surveys.4 Traffic is concerned with advertising. 
Those employed in this crucial part of a magazine’s organisation are required to solicit 
advertisements, negotiate rates with clients, and try to ensure that each client has his ad placed in 
the most appropriate slot both for its product and for its corporate prestige. The traffic department 
also assists in editorial tie-ins, where editorial staff write up an advertising client’s products or 
services in an informative manner for a fee.5 

In women’s fashion magazine publishing, this division of labour is also in large part 
gendered: the editorial side tends to be handled by women, and the publishing side by men.6 This, 
too, upholds a traditional sociological divide which places women in the role of cultural 
preservers and men in that of economic providers. There are, of course, exceptions, but the rule is 
general enough to warrant the initial observation.7 We thus find editorial content, culture, and 
women lined up on one side of the sociological equation, and advertising, business and men, on 
the other. As one senior international editor put it, albeit in a slightly different context: “Elle is 
business driven and it is a male company. But Marie Claire is different. We are almost all women 
and respect different cultures.” It is the problems that beset each group vis-à-vis the other and the 
different priorities that each brings to bear on the production and sale of a women’s fashion 
magazine that forms the focus of this essay. 

 The fashion magazines studied here are primarily Elle and Marie Claire, as published in 
five different countries spread across three continents (Europe, North America and Asia): their 
home market, France, and international markets of the United Kingdom, the United States of 
America, Hong Kong and Japan. The time span of the research is from 1995-2003. Apart from 
content analysis of more than 300 issues of these two magazines, research has also incorporated 
in-depth interviews with editorial and publishing staff in these and two other international fashion 
magazines – Harper’s Bazaar and Vogue – in primarily France, Hong Kong and Japan, but also 
in the U.S.A. and U.K. It is the contents of these interviews that will be one primary concern of 
this essay, the aim of which is to tease out the contradictions and paradoxes inherent in 
international magazine publishing as an economic and cultural activity. 

 

Women’s Fashion Magazine Markets 

Within the genre of women’s magazines in general, women’s fashion magazines form a separate 
class. They are, however, by no means the same throughout the world, even though certain titles – 
like Vogue, Harper’s Bazaar, Marie Claire and Elle – are published in different languages in as 
many as three dozen different countries. Nor are the markets (both economic and aesthetic 

                                                           
4 Circulations of fashion magazines, although subject to ABC audits in some countries, tend to be wildly 
exaggerated (in order to attract advertising) and tend to refer to the number of printed (rather than sold) 
copies. 
5 In theory, tie-ins should be clearly marked as advertising matter, although different countries have 
different practices in this regard. In Japan, for example, it is often not clear whether a particular page is, or 
is not, paid promotion for a particular fashion or cosmetics company. 
6 The exception is Marie Claire whose staff in both publishing and editorial work are predominantly 
women. 
7 Art and graphics, for example, tend to be dominated by male, rather than female, employees in a 
publishing company.   
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[Aspers 2001: 207-13]) in which fashion magazines are produced, distributed, represented and 
consumed necessarily the same. This gives rise to differences in titles, circulations, readerships 
and contents (including advertising) and effectively limits a magazine publisher’s aspirations for 
a standardised global product. 

 Let us start with titles and circulations. In the United States, the class of fashion 
magazines consists of nine titles: Allure, Elle, Glamour, Harper’s Bazaar, InStyle, Mademoiselle, 
Marie Claire, Vogue and W. The most popular of these is Glamour, with an average paid 
circulation of 2,139,672 copies. By comparison, W sells only 442,358 copies. Vogue sells just 
over, and Elle just under, one million, and Marie Claire around 900,000, copies a month. Total 
audited monthly sales of magazines in the class come to just over 10 million copies (ABC, June 
30, 2001). In Japan, on the other hand, the class of fashion magazines contains many more titles – 
23 in all – with lower circulations. They include local titles like Classy, Domani, Ginza, Gli, 
Grazia, Hi Fashion, Miss, Oggi, Spur, 25 Ans, and Vingtaine, as well as the international titles: 
Elle, (Madame) Figaro, Harper’s Bazaar, Marie Claire, and Vogue. Not surprisingly, given the 
population difference between the two countries, circulations are lower than in the U.S. – ranging 
between 280,000 (Oggi) and 105,000 (Miss) for local, and 225,000 (Vogue Nippon) and 140,000 
(Harper’s Bazaar) for international, title. Total official – and, it should be added, in large part 
unaudited – sales for the class come to approximately four and a half million copies a month. 
Unofficial sales are approximately two thirds of this figure, however, 8 and so match those in the 
United States proportionally, once population differences are taken into account. 

There are differences, too, in readerships. Everywhere in the world, fashion magazines 
tend to address young readers who are loyal, independent, well-educated, relatively affluent (or 
well off) and ready to spend.9 This explains the overall conformity of fashion magazine contents, 
with their sections devoted to features, fashion, beauty, health, interior and lifestyle. But 
magazine publishers – like the media industry in general – tend to see youth as an increasingly 
elastic category (Gough-Yates 2003: 4). Thus, American fashion magazine readers are, as one 
would expect, predominantly women (83.8% InStyle to 94.8% Mademoiselle), whose average 
ages vary between 28.7 (Allure) and 37.9 years (Harper’s Bazaar). The targeted readership, 
however, tends to cover a rather broad age spectrum. For example, Vogue claims that 35% of its 
readers are aged between 18 and 35 years; 23% between 36 and 45; and 21% between 46 and 
55%. Their median age is 42 years. For its part, the Elle reader profile claims that 57.3% of the 
magazine’s readership is aged between 18 and 34 years, and 85.5% from 18 to 49 years, with a 
median age of 31.9 years.  

In Japan, readers tend to be stratified more precisely and to be younger overall (Skov and 
Moeran 1995b:59-67). For example, to cite statistics provided for the two titles detailed above: 
9% of readers of Nippon Vogue are under 19; 21% are aged between 20 and 24 years; 25% 
between 25 and 29; 15% between 30 and 34; 9% between 35 and 39; 5% between 40 and 44; and 
16% above 45. The media age is not given, but can be put at around 28-9 years – a good 13 to 14 
years younger than the Vogue reader in the United States. Similarly, Elle Japon has a readership 
whose median age is almost five years younger than its American counterpart, at just 27.2 years, 
with 9.4% under 19; 28.5% between 20 and 24 years; 32.9% between 25 and 29; 15.5% between 
30 and 34; 8.2% between 35 and 39; and 5.5% over 40 years. The difference in ages in Marie 
Claire readers in these two markets is not as great – a year or two over (U.S.) and under (Japan) 
30 years. Overall, though, Japanese readers of fashion magazines are much younger than 

                                                           
8 Actual sales (information based on research interviews) are probably closer to three million copies. 
9 Readers’ profiles for the Hong Kong editions of both Elle and Marie Claire use the same criteria to define 
their target audiences!  
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American readers of similar titles – suggesting different interests, lifestyles, and consumption 
patterns for different age groups. 

If we move on to contents and advertising, we find that differences in editorial matter are 
not so immediately apparent. Fashion magazine contents may be divided into Fashion, Beauty & 
Health, Lifestyle, Entertainment, Technology, Issues & Culture, and Other. In the year 2000, 
Vogue carried 1,056 pages (57.5%) of fashion matter; Allure, on the other hand, carried only 243 
(21.3%). These magazines placed correspondingly less or more emphasis on beauty and health 
(190 pages for Vogue vis-à-vis 650 for Allure). Each magazine tends to differentiate itself from 
others in its class by devoting more space to particular types of contents. Marie Claire, for 
example, devoted 21% of its space to social and cultural issues (vis-à-vis Allure’s 2.8%); InStyle 
devoted 22.9% of its pages to lifestyle topics (vis-à-vis Allure’s 0.7%). 

Given the detail with which magazines advertise their readers to potential advertisers, we 
might expect to find similarly detailed analyses of Japanese fashion magazines’ contents. There 
are, however, no comparable figures for the Japanese market (although each magazine gives 
details of which genre of pages are read to what extent by readers). My own (interim) data base 
content analysis of Elle Japon shows that an average 237 page issue devotes 53 pages (22.6%) to 
fashion photography, 19 pages (8.1%) to beauty and health, and 88 (36.7%) pages to textual 
matter devoted to fashion- and beauty-related news, celebrities, entertainment, travel, social and 
cultural issues, and so on. By comparison, each 336 page issue of American Elle analysed devotes 
66 pages (19.6%) to fashion, 14 (4.5%) to beauty, and only 63 (18.6%) to similar textual matter. 

Everywhere in the world, advertising revenues are crucial to a magazine’s success and 
fashion magazines are by no means an exception to this rule. Although full, and perfectly 
comparable, figures are not available, between January and December 2000, total advertising 
pages for American editions of Elle were 2,221; Vogue 3,309; Harper’s Bazaar 1,786; and W 
2,184 pages. Meanwhile, the total number of advertising pages carried in the same year by Elle 
Japon was 1,627; Marie Claire Japon 956; and Vogue Nippon 928 pages. From this it can be seen 
that the exact balance between advertising and editorial matter differs between titles (with a 
magazine’s ‘success’ being equated with the quantity and quality of its advertisers, rather than of 
its readers), as well as among markets. The same data base analysis mentioned above reveals that 
an average of 77 pages (or 32.6%) of every issue of Elle Japon is devoted to advertisements, but 
193 pages (or 57.3%) in the same title’s American edition.10  

The cost of a full four-color page in the same year in the United States was $75,900 for 
Elle and $68,680 for Marie Claire (with discounts being given for volume purchase of 
advertising space) (PIB 2000). In Japan at that time, a standard four-color single page 
advertisement cost $12,000 in Elle, $12,500 in Marie Claire and $19,583 in Vogue Nippon.11 
Although Japanese ad rates are thus approximately six times cheaper than in the United States, 
this differential correlates with the magazines’ lower circulations in Japan. 

 The fact that so much attention is paid to readers in fashion magazines’ ‘media kits’ 
supports the argument that publishers are more interested in ‘delivering readers’ to advertisers 
than in attracting a readership by means of the uniqueness of a magazine’s contents.12 In other 
words, every fashion magazine’s editor-in-chief has to keep in mind and appeal to two sets of 
                                                           
10 At the same time, in Japanese fashion magazines, individual one or two page advertisements are usually 
structured in blocks between editorial, fashion and beauty features, rather than run simultaneously with 
them on opposing pages, as in American fashion titles. 
11 The exchange rate used here is US$1=¥120. 
12 This is an issue that has aroused the contempt of many a woman writing about women’s magazines in 
general (see, among others, McCracken 1993). 
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customers: one of readers who are attracted by their magazine’s contents; the other of advertisers 
who see those contents as an appropriate environment for their products and services (McKay 
2000: 196-7; Aspers 2001: 172).13  

We thus find fashion magazines making a number of claims about the ‘quality’ of their 
readers – by which is meant their buying power as potential consumers of the goods and services 
advertised in a magazine’s pages.14 Thus, in the United States, from two thirds (70.5% Harper’s 
Bazaar) to three-quarters (78.4% Marie Claire) of all readers are said to be employed in some 
capacity or other. Of these about one quarter are in professional or managerial positions (21.9% 
Mademoiselle to 31.5% InStyle). Their media household incomes are between $49,788 (Vogue) 
and $67,826 (InStyle) (MRI Fall Report, 2000). Their mean reading time for a fashion magazine 
(that includes, therefore, the time readers are likely to spend looking at advertisements) is said to 
be somewhere between 55 (Elle) and 71 (InStyle) minutes (MRI 2001). 

If we focus on a particular title, Elle, we learn that only 44.4% of its readers are single. 
76.3% are employed, with 24.7% in professional or managerial positions. 47.3% live in 
households with incomes exceeding $60,000, and 35.2% in households of over $75,000 per 
annum. In Japan, once more, data are given in more precise detail – with nine employment 
categories and seven incomes levels provided. A much larger percentage of the magazine’s 
readers are single (75.8%), corresponding to some degree with a lower reader median, and higher 
national marriage, age. The fact that many live at home means that they have a comparatively 
large amount of discretionary income to spend on fashion, beauty, entertainment and travel. 
Fewer (63.5%), however, are classified as ‘employed,’ although the Elle Japon reader’s average 
household income is higher, at ¥9.6 million, or approximately $80,000, a year.  

Needless to say, perhaps, the fact that magazine publishing is a business that delivers 
readers to potential advertisers more than it does editorial content to readers, so that editors have 
to address two sets of customers, tends to create conflicts of interest. Financially speaking, 
advertising is indispensable, since without it the cover price would need to be increased beyond 
the average reader’s means (or so it is argued). To attract advertising, an editor needs to ensure 
that the contents of her magazine both support the idea of consuming fashion, cosmetics, health, 
interior and other related goods, and are aimed at the kind of reader who has money to spend. 
This may involve a magazine writer incorporating favourable comment about advertisers’ 
products in her magazine. It almost invariably means providing what Gloria Steinem, former 
editor-in-chief of Ms magazine, has called “supportive editorial atmosphere or complementary 
copy.” So, a fashion magazine will emphasise fitness and health, for example, to attract 
sportswear, health and special food advertising; and it will feature certain clothing brands in its 
fashion spreads to thank certain fashion houses for past patronage and to encourage them to 
continue to advertise in the magazine in the future (McKay 2000: 197-8). In short, editorial 
coverage is ‘service journalism’ designed to be ‘sympathetic’ and attract advertisers, while those 
who advertise get editorial coverage by means of ‘special sections,’ advertorials, and revenue-
related reading matter or ‘fluff’ (Clark 1988: 344-51). 

Although there is “an increasingly close connection between the methods and contents of 
advertising and editorial material” (Williams 1976: 99), resulting in an increasing visual 
similarity in terms of typography, layout and photographic style, and although there seems to be 
strong consensus among critics that “visual imagery… overshadows the written word” (Winship 

                                                           
13 The double-audience nature of advertising and the media in general has also been noted by myself (in 
Moeran 1996). 
14 Each magazine’s claims are often contradictory when compared with those put forward by competing 
titles.  



 8 

1987: 55), we have to ask whether editorial material really is subservient to advertising images. 
After all, advertisers themselves prefer covert to overt forms of advertising, in the belief that the 
written word instils greater confidence in readers’ minds and is thus more effective than the 
visual imagery of their ads. They also believe that much of an advertisement’s ‘credibility’ comes 
from the ‘quality’ of the editorial material that surrounds it (Myers 1986: 55). At the same time, 
editorial ‘credibility’ is seen as crucial to an advertisement’s effectiveness (McKay 2000: 198). 
This suggests that in magazine publishing, as in other fields of cultural production (Bourdieu 
1993: 75-6), a certain disavowal of the ‘economy’ takes place at crucial points in the production 
process, as editors assert their ‘independence’ and journalists their ‘freedom of speech.’ 

 

Launching an International Edition 
Although we are not able in this essay to go into more detail about how (un)successfully editors 
of fashion magazines cope with the conflict of interests in which they necessarily find 
themselves, I want now to look at the relationship between magazines and markets, and thus 
between editors and publishers, as it is played out in the decision to launch an international 
edition of a fashion magazine title, as well as in the early stages of a new edition. 

Both Elle and Marie Claire have been very active in the kind of international expansion 
that marked the magazine industry as a whole during the 1980s and 1990s. In the Asia-Pacific 
alone, for example, Hachette Filipacchi Medias launched eight new editions of Elle in as many 
years: Hong Kong (1987), mainland China (1988), Japan (1989), Australia (1990), Taiwan 
(1991), Korea (1992), Singapore (1993) and Thailand (1994). With 36 editions worldwide (Marie 
Claire has 25) and a current monthly circulation of over five million copies (second only to 
Cosmopolitan and, even then, with more copies circulated outside the U.S.A.), Elle also claims a 
substantial lead in advertising pages worldwide: 36,648 for its 34 editions in 1999 (as against 
second place Marie Claire’s 21,828 pages). This translates nicely into an average of 100 pages of 
advertising per issue, although there are far more advertising pages in the North American and 
Japanese editions, for example, than in those published in India or Sweden. Not surprisingly, 
neither of the two French parent companies, Hachette Filipacchi Medias or Groupe Marie Claire, 
shows any signs of retrenching, even during difficult economic conditions, and both are 
continuing their expansion into new markets. 

How is a magazine like Elle or Marie Claire launched onto a new market? What 
encourages a publisher to contemplate an international edition? And what are the problems that 
beset him during preparations for and after the launch? Here are some of the voices of those 
concerned. They work in the magazines’ head offices in Paris, although they are not necessarily 
French by birth. 

First, let us hear how a Director of Asian Publications describes her job: 

“My job involves several stages, depending on the markets that we decide to enter. Most 
of the time, publishers from other countries come to us about the possibility of publishing 
a new local edition of our magazine. Then we respond by conducting market research to 
see if there’s a suitable readership. We also visit the offices of our major advertisers to 
see if they are interested. After all, they have a lot of information that can be of help to 
us.  

“Sometimes the idea for a new edition comes from one of these advertisers. For 
example, we launched the Turkish edition because L’Oréal came to us and said it was 
going to enter the market there and needed a medium in which to advertise its products 
there. At the time, we’d never even dreamed of launching an edition in Turkey. We knew 
absolutely nothing about the country. 
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“At this point, we also review all other magazines that are currently published in 
the target country’s market. We analyse the advertising potential, the distribution and 
circulation possibilities. To be frank, we tend to avoid smaller markets because we are a 
small team and every new edition involves the same amount of work regardless of the 
size of the market.  

“We then move to the second stage of a launch. If we feel that the market is 
mature enough for a new edition of the magazine, and if we feel that the publisher who 
has approached us is able to grasp and understand our magazine’s concept, then we will 
begin to negotiate a deal. We usually enter into a licensing agreement for a period of five 
years, renewable. Occasionally, and less frequently, we enter into a joint venture. We 
never create a 100 per cent subsidiary, because this can really upset local social and 
cultural relations. For example, publishers and printers generally are rather conservative 
people – which means that we need to respect their ways of doing business when we 
enter their markets. We also cannot send in young French or western managers to tell 
them how to do things. That would be arrogant. 

“Anyway, we ask for a three year business plan from our new partner in order to 
find out how he sees development of the magazine on both editorial and advertising 
sides. If we think there is some mileage in it, we go ahead. If we are worried that a new 
edition might, for one reason or another, jeopardise our brand name, we wait. This 
strategy is not necessarily adhered to by other international fashion magazines. We then 
sign a contract in which the local publisher agrees to pay us a percentage of net sales 
from advertising and circulation. This is more or less fixed. We base this percentage on 
the publisher’s accounts, although we occasionally audit them, too, to make sure that all 
is above board. 

“It is at this stage that we start recruiting and training the local team. I say 
‘recruiting,’ but in fact we leave it up to the local publisher to recruit the editorial team – 
except for the position of editor-in-chief, where we insist on having a say in the 
appointment and make sure to be there for interviews for the job. Occasionally, we will 
overrule the publisher’s preferred candidate, although this doesn’t happen that often. We 
then invite the whole of the local editorial team to come to Paris for a few days – a 
shorter time for a country like Italy, where people know all about France and French 
culture, but up to a week for those who, like the Chinese, know very little. We work on a 
list of contents, and the team is asked to put together features, fashion stories, beauty 
layouts and so on for what we call a ‘zero’ issue. Depending on the state of development 
of publishing facilities generally in the country concerned, we may also request that the 
publisher print this zero issue, to enable us to check on the quality of paper, print and so 
on. We then criticise the result and discuss its contents, before moving on to the first 
issue for sale. 

“As you can imagine, all this takes time, which is why we prefer a lead time of 
between six and nine months before launching a new edition. We then need to follow up 
each new issue and make sure that the publisher is not only following the magazine’s 
concept, but is adhering to the contract that we have signed.” 

There are two points to note from this description by a publishing executive of how she goes 
about launching a new edition of her magazine. Firstly, her account emphasises that magazine 
publishing is primarily a business enterprise which is driven by advertisers. It is they who either 
initiate or advise on a new magazine launch. Their support is a crucial factor in the publisher’s 
final decision as to whether to go ahead or not. As another publishing executive put it: 
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“The main factor influencing any launch decision is whether economic conditions are 
favourable or not.”  

In this respect, we should note that it is the size and not the content of a market that matters (that 
is, the potential development of the fashion, beauty and accessories market in a particular 
country, and not how ready that country’s readers might be for a particular magazine). At the 
same time, though, competition and risk also enter into a launch decision. 

“A competitive market allows a good launch. But there’s always an element of risk 
involved in entry into a new market, and this affects how we go about setting up a 
business structure. In high-risk countries – like Bulgaria, for example – we enter into 
licensing agreements with a local partner, because this reduces the risk for ourselves. 
Then, after a while, if things go well, we tend to develop the relationship into a capital 
joint venture. We have, however, gone straight into a joint venture in countries like 
Germany and the U.K. where we felt that the markets were not that risky. In this sense, 
‘risk’ is, as you suggest, in large part related to the distance of the launch country from 
our headquarters here in Paris.” 

Next, the potential of a proposed launch has to be sized up in terms of existing competition in the 
magazine market. Will the new title be able to find a niche and survive a launch? Perhaps equally 
as importantly, will the publisher be able to launch other ‘sister’ magazines as a result? 

“An international launch always starts with Elle. If the Elle launch is successful, other 
magazines in the group may follow. Elle Deco usually comes next, and then À La Table, 
which now has five editions worldwide. But Elle Girl now has four editions and has been 
very successful – we’re going to launch a new edition in Korea in March 2003 and in 
Russia in April – so we may opt for this title before the other two. There’s no fixed order 
in our magazines these days.” 

The cultural side of the magazine is clearly secondary in the initial stages of a launch. It is only 
after economic conditions for publication of a new edition have been satisfied that the magazine’s 
head office starts looking more closely at the local publisher’s understanding of the brand’s 
‘concept’, only then that the editorial team is put together and head office takes great care in the 
appointment of the person who, in everyday matters, has to put that concept into effect – the 
editor-in-chief. Other key positions are fashion editor and art director.  

What does head office look for in making its selection of personnel for these positions? 
In the words of an International Editor-in-Chief of one fashion magazine: 

“We tend to look for people who are young and who have had lots of experience, who 
like fashion, but also features, so that they have textual, as well as visual, experience. An 
editor should also have foreign language ability. She should be someone who can be a 
star in her own market. We want other media to talk about her, but not for her to crush 
her team as a result. So she has to have self-confidence and be a team leader. We want an 
editor who is strong in front of advertisers, who knows how to seduce them, but who can 
say ‘no’ to them, and to a lot of other people, when it matters. She has to be firm. 

 “You can’t find someone with all these qualities right away, of course. At least, 
not usually. This business is a school of self-confidence. It’s not what you say, but what 
you are, that counts.” 

Here we see the formal institutional establishment of an opposition between business economy 
and culture, as the position of editor-in-chief is established to attract and oppose advertisers. It is 
only when an editorial team has been established that contents take on great importance, since it 



 11 

is they that sustain the magazine as a ‘brand’ and so attract the advertising that sustains 
publishing as a business.  

“One great pleasure of my job is hiring young editors to start a new edition, and watching 
them grow into the job and become proficient at what they do. This is especially so in 
countries where women are generally not all that well treated. They become self 
confident. They learn to put up a stand and fight against their publishers who always like 
the money that comes in from a magazine, but do not appreciate women becoming 
independent at the same time. So there is a continuous tension between the publisher’s 
wanting to produce the magazine at the lowest cost and maximum profit, and the editor’s 
desire to do her best and to invest in her magazine to make it the best in the market in 
which she is operating. 

 “My job is to help an editor do her job, to strengthen her. How? By giving 
comments on issues over the phone. By sending out a selection of best ideas each month 
on the basis of what I find in all the magazine’s different editions. I try to create 
creativity. Our magazine is a magazine of ideas. We want our editors to be as brilliant as 
possible, in the same way as our president has encouraged us always to be independent 
and creative.” 

A new launch also affects the cultural content of a fashion magazine in a different way and brings 
in the issue of globalisation as an economic and cultural factor. A Director of International 
Publications of another magazine explains: 

“As I was saying, we work very closely with the new editor-in-chief, going through a 
launch edition page by page on the phone, by e-mail and so on. And because we have 35 
editions worldwide, there’s a huge amount that a new edition can choose from, for its 
early issues in particular. It’s all on data base so editors anywhere in the world can order 
material easily. 

 “How much is shared depends on a number of factors. I suppose you could make 
a distinction between ‘long launched’ and ‘led’ magazines. Some leading editions – the 
U.S., France, Italy, Germany and the U.K. – were launched a long time ago now and so 
produce their own fairly independent contents. Others – like Croatia which was launched 
only a year ago – need continuous briefing. So the amount of material bought varies from 
ten to 50 per cent or more. All sorts of variables come into play and affect the ratio 
overall: a new launch, special issues, local events, and so on. There’s no hard and fast 
rule about buying material. It’s the quality that counts. But magazines must have some 
local issues, so by definition local editions have to produce their own material and not 
buy from the data base.” 

There is thus a tendency for newly launched magazines to borrow more cultural content from 
long-established magazines – primarily in the four world fashion centres of France, Italy, the 
U.S.A. and U.K. This is partly because of the need to build up experience in putting together a 
monthly magazine, but also partly because of overall economic conditions in a country in which a 
launch has recently taken place. 

“Being able to buy material from abroad is very important for editors of editions in those 
countries that aren’t so well off and cannot otherwise afford to hire top class 
photographers. And top photography is essential to the Elle product. So probably as much 
as 70 per cent of all fashion photographs published worldwide in our editions comes from 
centre editions like the U.S. and France. What we do with the photographers we use is try 
to guarantee priority for Elle editions in other countries and get first refusal on their 
photographs. This includes a time clause that prevents them from selling their work to 
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other magazines for a few months after appearing in an edition of Elle. We aren’t always 
successful in this, but we try to make it an operating principle. So it’s not a contract for a 
name, but for a particular fashion shoot, that is in question.” 

Here we are concerned with the nature of cultural flows and with the extent to which, and the 
forms in which, globalisation is taking place. The view, too, is from a rather more traditional 
sociological perspective: the production, rather than consumption, side of things. This means that 
the idea of the oppositional power of consumers as ‘global dictators’ (Miller 1995), for example, 
does not enter – at least, not yet – this discussion. Still, for Marie Claire at least, local control and 
local development are vital, so that in some respects the title becomes independent of central 
control. 

“I’ve always fought for the cultural aspect of Marie Claire during my time here. That is 
why we let local editors do what they think is best. Of course, we help them when we 
start up a new edition, but after that we leave them alone and hope that their magazine 
grows naturally. 

“So we help each new edition’s editor. And if all goes well she will take all the 
glory and forget about the help I’ve given. But that’s all right. But if things don’t go well, 
she’ll blame me at once, so I can’t win! I try to be positive and very encouraging. I can’t 
get off a plane and storm into an editor’s office in Hong Kong or somewhere and say, 
‘This is bullshit!’ If I did, she would never call me up again. Now, I’m glad to say, lots of 
editors e-mail me and ask for help in getting good ideas. It can be a bit much, though. 
Some editors are perfectly competent and don’t need my advice all the time.” 

However, in specific areas of a magazine’s contents, like fashion and beauty whose advertisers 
are often global corporations, localisation can be more difficult. Gender sometimes plays a part, 
too. 

“What I want is to allow each country to develop its own local roots and traditions. But 
this can be really difficult with fashion and beauty and I find myself fighting and fighting 
with local editors all the time. I tell them to show their country, to use local models who 
look like real women, in scenes from their everyday lives. 

 “Models in our magazine should be real women doing real things. We’re not like 
Elle. We’re concerned with local women’s lives and want to show them to other women 
so that they can learn what’s going on around the world. But it can be so difficult. The 
Japanese edition, for example, keeps on using Western models… [but] it’s nonsense to 
show Japanese readers photos of red-haired or curly blonde women wearing make-up in 
the magazine’s beauty section. And yet the Japanese team continues to do it. I don’t 
know why for sure, but I suspect it’s got something to do with the fact that all the editors 
are men. They have no understanding at all of what goes on in women’s lives. I mean, 
even L’Oréal has changed. Nowadays – we had someone from the company come and 
give a talk to all our international editors – L’Oréal believes it should use all kinds of 
different women in its advertising: blonde, brunette, black, white, Asian, Hispanic, you 
name it. So why can’t our Japanese editors see sense?” 

Some editions do make use of models whose looks are closer to those of a magazine’s readers. 
The South African edition of Marie Claire, for example, uses black models in its beauty section 
because about one third of its readers are black. The models themselves, though, tend to come 
from the United States because of an apparent shortage of black models in South Africa itself. 
But mention of America makes two women in one magazine’s international fashion and beauty 
department throw up their hands in despair. 
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“Oh, the Americans! The magazine’s American edition is for Americans. That’s the way 
it should be, too, when we allow for local cultural input. But it is so American that 
nobody else in the world can understand it. A bit like Japan, no?” 

“Yes, in the American edition models all have the same style – their hair up to 
here,” She gestures with both hands to an area several inches above her own blonde hair. 
“And beauty always has to be so – so glamorous. All the women in America seem to 
walk around imitating the celebrities they see in the magazines. Our philosophy is to 
love, respect and take care of your body as a woman, but all the American edition tells its 
readers is how to look like Jennifer Lopez or Britney Spears. I hope we don’t all end up 
like this everywhere else in the world. And yet it is so successful, the American edition. 
You have to admire the editor for that, but are we all going to end up looking like 
Americans in a few years?” 

Putting aside, for the moment, a not-unanticipated Gallic resistance to American culture, we can 
still wonder about the extent to which the issue of globalisation is one of Americanisation, when 
the magazines themselves are run by French publishing houses. And how does this paradox tie in 
with the business strategies of large French luxury goods, fashion and cosmetics concerns like 
LVMH, Chanel, and L’Oréal, one of whose largest markets is the United States?  

Relationships become a crucial part of those overseeing the international editions of their 
magazines, and these relationships can be of a very different nature, depending on whether head 
office is dealing with editors or publishers. As the Director of International Editions (an engineer 
by training) quoted above, put it: 

“Relationships with editors can be difficult because they are very, very special people. 
We are managers. They are artists. So we’re very different in our approaches.” 

Although this distinction neatly echoes that between ‘creative’ and ‘humdrum’ personnel in 
Caves’s account of the ‘creative industries’ (Caves 2001:1), the woman Editor-in-Chief quoted 
earlier adds a new dimension to the relationships in which she finds herself. She starts out her 
description of the different kinds of power relations that exist between home and local editions, as 
well as between editors and publishers, in the following way: 

“There is an interesting question, though, about what it means to be a foreigner and to 
give an opinion about a local edition. I mean, there seem to be two extremes. Either what 
you say is overvalued and used by local management to support its own opinions. Or it is 
rejected outright because you are a foreigner. The overall judgement of your input is 
always too much or too little somehow… 

 “The relationship between myself and a local editor is not an easy one, because 
there are a lot of power games going on. Look!” She takes a sheet of paper and starts 
sketching a diagram with two headings, International and Local, under which she writes 
President and Publisher respectively, before adding her own name under International 
and Local Editor under the other heading. 

 “Now, I can say something to an editor,” She draws a dotted line from her own 
name to Local Editor, and I may at the same time inform my own president of what’s 
going on to keep her abreast of events. But she may herself have a word with the local 
publisher,” She draws more dotted lines from her to President and from President to 
Publisher, “Who then,” and she adds an emphatic red line with an arrow head pointing 
down from Publisher to Local Editor, “Tells the local editor, ‘Head office in Paris 
says…’ This is the worst thing that can happen. The local editor will never talk to me 
again, and the relationship of trust between us will have been broken. 



 14 

 She draws more lines between her own name and the local publisher, as she 
continues: “I also have to be very careful about myself talking directly to the local 
publisher without informing the editor, because of what might be said afterwards. So it’s 
really difficult for me to know where to situate myself. I can’t really have a relationship 
with the publisher. Yet I need to inform up. At the same time, I can’t allow a local editor 
to use her relationship with me against her publisher. It’s really important, though, to 
develop a partnership with the local editor. This is the strongest structure, and local 
editors will know I won’t stab them in the back… which is why they like to call me 
‘Mother.’ So we tell each other things without going to the publisher. Then I make a 
selection of what to tell my president and the local publisher. 

 “There is one major headache that can occur and that is the decision to terminate 
an editor. This decision may come from me and go up to my president. But it may be the 
local publisher who wants to terminate an editor because he has a lover whom he wants 
to take over as new editor. In cases like this, I may take a strong stance in support of an 
existing editor if I feel she’s doing a good job for us, but in the end there’s not much I can 
do. After all, I’m here in Paris and the local edition’s publisher and editor are somewhere 
else in the world. They are the ones who have to work together every day and, if the 
alchemy is no good between them, who am I to insist that the partnership continue?” 

 

Concluding Comments 

The fact that consumer magazines in general are simultaneously both cultural products and 
commodities sets up a number of paradoxes that this essay has sought to highlight in its 
discussion of international fashion magazine markets, readerships and launches.  

 First, in their discussion of magazine launches in the U.K. at the end of the 1980s, Barrell 
and Braithwaite (1988: 95) argue that a publisher has to be sure 

“Not to confuse need with condition. A condition is simply a state of being – a 
circumstantial existence – which in itself does not necessarily constitute a magazine 
audience of sufficient numbers or buying power to interest advertisers. A need is a 
readership which actually wants something from a magazine – such a readership being a 
market.”  

Consequently, to be successful, new launches have to discover some aspect of women’s lifestyles 
that will enable them to carve a niche for themselves and persuade a couple of hundred thousand 
women to part with €3 or equivalent every month. Or they have to aim at a particular sector and 
make sure that their product is better than the competition in terms of value, novelty and overall 
quality. Or they will be titles already published successfully in another country, where the market 
is saturated and the only way to expand is by entering new markets abroad (Barrell and 
Braithwaite 1988: 97). 

 International fashion magazines like Elle and Marie Claire are clearly examples of the 
last strategy, although they also have to take into account to some extent the first two. The 
question is: what is the balance between all three strategies? 

Then, there is the paradox that fashion magazines address certain kinds of readers and 
depend on them to buy each issue as it comes out on a specified day every month. Yet, at the 
same time, the magazines also address advertisers in the fashion, beauty and related businesses 
that form a very large part of their contents. Editorial staff thus find themselves obliged to satisfy 
two sets of customers, and it is the advertisers who generally get the greater attention. As one 
international fashion magazine Editor-in-Chief put it in Hong Kong: 
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“When it comes to fashion and beauty, we have to cooperate with advertisers subtly. We 
borrow different clothes for our fashion pages and have to choose our brands very 
carefully. We try to balance the interests of both readers and advertisers by representing 
everything. But we can’t publish whole product ranges, so we take turns among different 
products put out by different fashion and beauty companies. 

 “We also like to conduct our own testing of these products, because that is a way 
of bringing us editors together with our readers. But we have to be very careful in how 
we choose our words. So we sometimes mention a product’s good side, even though 
overall it may not be so good. An advertiser will sometimes refuse us permission to use 
any of its products when we ask to include them in our fashion or beauty pages, because 
previously we criticised one of them.” 

In her important early work on women’s magazines, Ferguson (1983: 139-148) argued that 
editors shared five strongly held beliefs. These included the commercial success of their 
magazines; their responsibility towards their readers; the rightness of their approach towards the 
editorial task; the degree of autonomy that they exercise in controlling the production process; 
and their self-concept as professional journalists. 

 My own research suggests that two of these criteria, at least, are not emphasised much 
these days. Firstly, none of the editors whom I talked in Hong Kong, New York, Paris and Tokyo, 
saw themselves as ‘professional journalists’, which suggests that Ferguson’s observation may be 
rather specific to the U.K. Secondly, very few editors readily referred to their readers, unless 
prompted to do so by my questions. To take one – perhaps slightly extreme – example, the same 
editor-in-chief quoted above soon showed that she knew nothing about her readers or their 
reading habits and very little about what they liked or disliked about her magazine. 

“We had a focus group some years back. Maybe I should arrange another one? But we do 
have a monthly evaluation meeting in which editorial, marketing and sales staff all 
participate. We exchange information and get feedback from clients.” 

With regard to an editor’s degree of autonomy, we have seen that this is seriously contested in 
any part of a fashion magazine’s attention to fashion, beauty and related areas (accessories, 
fragrances, and so on). There is one area, however, in which editorial independence from 
advertisers is asserted and that is a magazine’s features. 

“We don’t have any problem with features because we aren’t dealing with products as 
such… It’s true, I tend to use a lot of corporate PR for products that are shown in my 
magazine’s pages, but not when it comes to features. That’s my compromise. It wouldn’t 
be good to say that advertising doesn’t have an effect on the work I do. So we 
compromise.” 

This kind of play-off exists in all kinds of different areas of fashion magazine publishing – in 
particular, in the way in which photographers and top models will work for comparatively low 
rates for magazines, in the hope that they will be able to land high-paying advertising campaigns 
as a result of their appearance in high-status fashion pages (Aspers 2001: 115-9). There is thus a 
considerable amount of give-and-take between editorial and advertising staff within a magazine 
and between magazine and advertising clients. As another Hong Kong Editor-in-Chief put it: 

“I have a lot of difficulty with the advertising people upstairs, in the sense that I cannot 
always create the kind of magazine I want. But it’s a matter of give-and-take, you know? 
If I allow a particular ad in a particular place in the magazine in one issue, I can refuse to 
do the same next time round. After all, advertising depends on a quality magazine, right? 
Still, advertisers always expect more and more from me and use other magazines to play 
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off on. Like they say: ‘Come on. Elle published a special spread for us. So why don’t 
you?’ kind of approach. 

 “So sometimes I do what’s asked of me. Sometimes I don’t. It’s a difficult act of 
balancing because I need advertising to improve my magazine’s image… So PR is 
absolutely crucial in my job. That’s what it’s all about. I need PR with my own 
advertising department, PR with advertisers themselves. You know how it is,” He smiles 
a little helplessly. “It may seem like a fun job, a glamorous job, but there’s no free 
lunch… You have to smile all the time.” 

Social relations lead to social capital and social capital leads to economic capital and back again, 
so networking is also a crucial part of everyday life in the fashion magazine world.  

“It’s such a small world, you know. There are about twenty of us art directors in the 
fashion magazine world and we all know each other. You can’t get away with bad work. 
It’s a loop. A small world-wide community.” 

And the same is true of fashion stylists who liaise with photographers who liaise with models 
who liaise with designers who liaise with magazine editors who liaise with… in a series of 
overlapping loops that constitute the fashion, beauty and magazine worlds. Precisely because of 
the crucial nature of these social relationships, perhaps, if there is one single thread running 
through magazine editors’ and publishers’ accounts of the work that they do and the problems 
they face in their day-to-day activities, it is a stated denial of imposition as a way of interacting 
with others. In spite of clear evidence of business practices being imposed at the local level (like 
Hachette Filipacchi Medias’ decision to purchase paper for Elle and other magazines throughout 
the world from a single source, thereby destroying at one fell swoop long-established 
interpersonal relations between publishers and printers in Japan), the ideal of ‘not imposing’ was 
repeated time and time again by all sorts of different personnel as they described their various 
responsibilities.  

“We never impose anything, but allow the client to explain the situation to its subsidiaries 
and decide on what media to advertise in.” 

 “I work in close conjunction with the stylist, the photographer and the other people in the 
studio. I give general directions , but I do not impose on the others, each of whom is an 
expert in his or her field of make-up, hair styling and so on and who contributes what s/he 
thinks is best for a particular fashion story.” 

 “I see a lot of magazines and watch how they develop. I give good tips. I absorb and 
give, absorb and give. I never impose things without rational backup.” 

This stated refusal to impose one’s will or opinion is connected to the idea of independence (or, in 
Ferguson’s phraseology, autonomy), on the one hand, and to the importance of trust, on the other. 
As we have seen, both concepts (like that of imposition) stand on shaky ground, even though they 
are brought in as cultural justification for business activities. It is, therefore, not that surprising to 
hear the often repeated comment that a particular person in the fashion magazine ‘world’ (Becker 
1982) feels as if s/he is working in a family. 

“We’ve started holding a bi-annual meeting for all our editors from around the world. 
They come here to Paris for three days and we start the conference by introducing the 
editor-in-chief of the most recently launched edition of our magazine, so that everyone 
knows him or her. It’s like introducing someone into a family.” 

 “When I visited the magazine’s headquarters in Paris, I was surprised – no, actually I 
was shocked – to find that almost all the people employed there were women in their 20s 



 17 

and 30s. It was a little like visiting a sorority dorm, and I was impressed by the strong 
sense of family there.” 

“The company is very family-oriented, you know. We’re all friends, all ‘regular guys’, as 
the Americans like to say. We have no divas among us – not even, especially not, Gilles. 
He treats me like a brother even though, of course, he’s my boss.” 

“Local editors know I won’t stab them in the back. That’s why they call me ‘mother’ or 
something like that.” 

All this suggests that fashion magazines are as involved in ‘disavowing’ the economy as are 
members of the art worlds discussed by Pierre Bourdieu (1993) in his account of fields of cultural 
production. 
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