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Superfine
Tailoring Black Style
Monica L. Miller

With Andrew Bolton, William DeGregorio, and Amanda Garfinkel

This exploration of Black dandy fashion and its 
representation in art and literature accompanies the 
exhibition associated with The Met Gala

Superfine explores the history of a style characterised by bold, 
refined fashions, provocative excess, and a defining relationship 
with Black masculinity across three centuries. It interrogates the 
origins of the style as an imposed uniform for Black servants in 
wealthy 18th century European households, through its use as a 
statement of
artistic and political agency during the Harlem Renaissance and 
the Civil Rights Movement, to the present day, when dandyism 
is also an essential component of hip hip-hop aesthetics and 
popular street wear. Sections highlight qualities of dandy style 
that resonate across time, including cosmopolitanism, 
caricature, disguise, ease, ownership, and presence. The book 
features new photography of garments, accessories, and 
artworks from about 1700 to the present, as well as current 
voices in fashion, literature, and art writing on these objects. 

Published by The Metropolitan Museum of Art/Distributed by Yale 
University Press
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246 BIBA: THE FASHION BRAND THAT DEFINED A GENERATION

B

PREVIOUS PAGE Barbara Hulanicki in the 
first Biba boutique on Abingdon Road, 
Kensington, 1964

RIGHT Barbara and Fitz in their London 
home, 1975. This photograph was taken a 
year before their move to Brazil and the 
establishment of the Barbara Hulanicki 
label.

“Barbara created 
environments in 
which shoppers 
could luxuriate and 
experience retail 
as a leisure activity”

arbara Hulanicki, alongside her husband Stephen Fitz-
Simon, established Biba’s Postal Boutique in 1963 as a 
small mail-order business selling inexpensive clothing for 
women and children. For the next 11 years, Barbara and 
Fitz were at the helm of Biba, creating a company in the 
image of its staff and its customers, and steering it through 
many transformations – from postal service to tiny 
boutique, and, in 1973, to seven-storey department store 
on Kensington High Street.

Biba lasted for just over a decade. During that time, 
it revolutionised retailing and democratised fashion. It 
brought a high-end fashion and design philosophy to the 

high street, with coordinated outfits for men and women, matching accessories and 
a myriad of products for the home. Innovations such as communal changing rooms, 
‘try before you buy’ cosmetics and fashion as a lifestyle all became standard practice 
in the fashion business after Biba. Moreover, the rationale behind Barbara and Fitz’s 
mantra of creating well-designed, low-cost fashion has been vindicated and is borne 
out online and on every high street in every city worldwide. Biba’s phenomenal 
success saw many imitators, and some of Britain’s retailers today owe their existence 
to the influence of Biba. Topshop and Miss Selfridge began as small 
boutiques within high-end department stores in the 1960s (Peter 
Robinson in 1964 and Selfridges in 1966, respectively) and by the 
early 1970s had transformed themselves into stand-alone stores 
selling clothes at low prices nationwide.

Biba was an aspirational label, even though its low price point meant 
it was available to almost everybody. Barbara created environments 
in which shoppers could luxuriate and experience retail as a leisure 
activity. Biba clothes have become classics of their time and survive in 
the wardrobes of those who originally wore Biba, are bought at auction 
by those who recognise their enduring quality and appeal, and are displayed in the 
fashion collections of museums worldwide. Biba also survives as part of London’s 
fashion history. It lives on in the collective memories of teenagers of the sixties and 
seventies, as well as in the taste and style of younger generations who aspire to be 
dressed in Biba. Biba’s short lifespan meant that it never grew old; the brand lived 
fast and died young, giving it a mythical status within fashion history.

By 1974 the bubble had burst, and Barbara and Fitz’s journey with Biba came to 
an end. They lost the rights to the name, and the company has since been relaunched 
numerous times: as a store on London’s Conduit Street in 1977, which lasted just two 
years; as a boutique in Covent Garden in the 1990s, under the guidance of designer 
Monica Zipper; as a high-end label under the designer Bella Freud in 2006, lasting 
just two seasons; and, in 2010, in its latest iteration is as a department in the British 
fashion chain Frasers Group. None of these incarnations were by Barbara and Fitz, 
but they are all testament to their original creation and cater to a public hungry for 
the Biba story not to end.

In 1975 both founders walked away from the company; that same year, Big Biba 
closed its doors for the final time, bringing to an end one of the most remarkable 
stories in the history of British fashion.
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Biba
The Fashion Brand That Defined 
A Generation
Barbara Hulanicki and Martin Pel

Biba dominated London fashion from the mid 1960s, 
defining the dress and outlook of a generation. 
Celebrating the sixtieth anniversary of the opening 
of the first Biba boutique, this book takes a revealing 
look at Biba through the words and images of 
the people who were intimately involved with the 
company and its phenomenal success.

Established in 1963 as Biba Postal Boutique—a small mail 
order company selling inexpensive clothing for women 
and children—by 1973 Biba was a seven story department 
store on London’s Kensington High Street. Customers 	
could fill their wardrobe and furnish their home with 
Biba products; Biba had become the world’s first lifestyle 
label. Shoppers could buy a tin of Biba baked beans, take 
tea on Europe’s largest roof garden, or watch live music 
performances by the New York Dolls, Iggy Pop, and 
Liberace in the 500 seat Rainbow Room.

76 BIBA: THE FASHION BRAND THAT DEFINED A GENERATION

Early Biba catalogue, illustrations by 
Barbara Hulanicki, 1964
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77CHAPTER TWO: 1964–1966 ABINGDON ROAD

Le-Roy paper pattern, cover illustrations 
by Barbara Hulanicki, 1964–5
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Sleeping Beauties
Reawakening Fashion
Andrew Bolton

With contributions by Margherita Barone, Linda Borsch, William 
DeGregorio, Nick Knight, Stephanie Kramer, Rachel Lackner, 
Dr. Junpeng Lai, Christopher Mazza, Dr. Ronald Miles, Glenn 
Petersen, Elizabeth Shaeffer, and Sissel Tolaas

This vibrant publication brings to life four centuries 
of extraordinary garments and accessories inspired by 
the natural world.

Sleeping Beauties: Reawakening Fashion explores clothing’s 
complex relationship with the body through the senses, 
offering new ways for understanding and experiencing a 
garment’s inherent artistry. Engaging texts by scholars, 
scientists, and conservators reveal the history behind over 
200 works of fashion while also addressing their fragility 
and ephemerality.

Published by The Metropolitan Museum of Art/Distributed by Yale 
University Press
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Africa’s Fashion 
Diaspora
Edited by Elizabeth Way

With contributions by Valerie Steele, Elizabeth Way, Pamela 
Newkirk, Erica de Greef, heeten bhagat, Joelle Firzli, Iona 
McCreath, Janice Deul, Jonathan Michael Square, Teleica 
Kirkland, Krys Osei (tbc), Harriet Hughes, Tamara J. Walker and 
Hylan Booker

One of the first books to examine the wide breadth 
of the African Diaspora and its influence on 
international fashion.

Tracing the local and global impact of Black Diasporic 
designers, Africa’s Fashion Diaspora is one of the first books 
to explore the diverse perspectives and significant roles 
that Black designers have contributed to the creation of 
international fashion culture. With a focus on the twentieth 
and twenty‑first centuries, this book features some of the 
best examples of innovative fashion throughout the period 
and contextualizes how diasporic designers’ work can 
speak to contemporary issues, including decolonization, 
sustainability, and social equity. Diasporic designers cannot 
be monolithically defined—they come from varied cultures 
and their work speaks to their personal experiences, as well 
as wide ranges of influence.
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Looking at Fashion
A Guide to Terms, Styles, 
and Techniques
Debra N. Mancoff

What is an epaulette? What is a hanbok? These 
clothing items—and hundreds more—are 
entertainingly explained and vividly illustrated in this 
accessible guide.

Whether in art or life, fashion makes a statement. It gives 
form to the temper of the times and the motives of the 
moment, charting shifts in society, status, technology, 
and economy. Fashion is shaped by both high and popular 
culture and reveals the influence of individuals from diverse 
socioeconomic backgrounds.

Spanning the centuries and representing a global point 
of view, Looking at Fashion is a guide to the elements that 
make clothing practical, wearable, stylish, and distinctive. 
Created for scholars, students, fashionistas, and anyone 
who wants to expand their understanding of world culture 
through the history of dress, this book provides a rich 
and varied lexicon of the vocabulary that describes and 
explains the most essential components of garments 
and techniques of clothing construction. Ranging from 
basic pieces and their individual parts to structure, 
embellishments, and innovations, Looking at Fashion offers 
insights into the evolution of dress in terms of style, 
fit, and design. Gorgeous color illustrations, including 
paintings, photographs, historical garments, and custom 
drawings, reveal the interrelationship of fashion and art 
from antiquity to now.

N E W
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The Bloomsbury Look
Wendy Hitchmough

A landmark study of how the famed Bloomsbury 
Group developed their distinct aesthetic.

“Fascinating and wide‑ranging. . . . Will be enjoyed by both 
Bloomsbury aficionados and newcomers alike.” — Lucinda 
Willan, V&A Magazine

The Bloomsbury Group was one of the most successful and 
influential interdisciplinary collectives of the twentieth 
century. While its members resisted definition, their 
vibrant art and dress imparted a coherent, distinctive 
group identity. The Bloomsbury Look is an intimate and 
novel exploration of the ways in which the Group enabled 
its members to test and explore radical ideas and identities 
in public and in private, placing Vanessa Bell and Virginia 
Woolf centre‑stage as curators of the collective’s visual 
narratives.
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Spanish Fashion in 
the Age of Velázquez
A Tailor at the Court of Philip IV
Amanda Wunder

Bringing to life the world of Spanish royal tailor 
Mateo Aguado and his colleagues during the reign 
of Philip IV, and exploring the distinctive look of the 
court in seventeenth‑century Madrid.

Spanish Fashion in the Age of Velázquez is the first archival 
study of dress at the court of Philip IV, as told through the 
life and work of royal tailor Mateo Aguado. Tailor to the 
queens of Spain from 1630 to 1672, Aguado designed the 
striking dresses that gave the Spanish court its distinctive 
look in the Baroque era. The most influential dress designer 
in the seventeenth‑century Spanish world, Aguado was 
responsible for creating the iconic dresses that appear in 
some of Diego Velázquez’s most famous court portraits.

N E W
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Alexander McQueen
Savage Beauty
Andrew Bolton

With contributions by Susannah Frankel and Tim Blanks. 
Photography by Sølve Sundsbø

Celebrating the astounding creativity and originality 
of designer Alexander McQueen, who relentlessly 
questioned and confronted the requisites of fashion

Arguably the most influential, imaginative, and provocative 
designer of his generation, Alexander McQueen both 
challenged and expanded fashion conventions to 
express ideas about race, class, sexuality, religion, and 
the environment. Alexander McQueen: Savage Beauty 
examines the full breadth of the designer’s career, from 
the start of his fledgling label to the triumphs of his own 
world‑renowned London house. It features his most iconic 
and radical designs, revealing how McQueen adapted and 
combined the fundamentals of Savile Row tailoring, the 
specialized techniques of haute couture, and technological 
innovation to achieve his distinctive aesthetic. It also 
focuses on the highly sophisticated narrative structures 
underpinning his collections and extravagant runway 
presentations, with their echoes of avant‑garde installation 
and performance art.

Published by The Metropolitan Museum of Art/Distributed by Yale 
University Press
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Karl Lagerfeld
A Line of Beauty
Andrew Bolton

With contributions by Tadao Ando, Anita Briey, Stefania 
D’Alfonso, Olivia Douchez, Amanda Harlech, Patrick Hourcade, 
Mellissa Huber, Nicole Lefort, Kai Toussaint Marcel, Jacqueline 
Mercier, Loïc Prigent, and Anna Wintour, and photographs by 
Julia Hetta

A compelling look at the aesthetic and historical 
significance of Lagerfeld’s work—from his elegantly 
tailored pieces for Chanel to the witty, playful 
ensembles that came to define the Lagerfeld brand.

Unparalleled in its luxurious presentation, this publication 
celebrates the virtuoso artistry of Karl Lagerfeld (1933–
2019). Designed to evoke an elegant parchment‑and‑cloth 
artist’s portfolio, it boasts a pageant of stunning fashion 
photography alongside Lagerfeld’s original sketches, 
offering a behind‑the‑scenes window into his process as 
well as his sartorial brilliance. Silver inks and select gold 
pages punctuate the book’s stylish packaging and recall the 
designer’s signature accessories. An illustrated timeline, 
unfurling from the back of the volume, chronicles the 
designer’s long and illustrious career.

Published by The Metropolitan Museum of Art/Distributed by Yale 
University Press



A tippet was very like a boa (see p. XXX), being a long 
kind of  scarf, often made of  fur, though the name was 
also applied to cape-like garments worn around the 
shoulders. Whatever the name or form, the purpose was 
to keep warm – a function ermine fur would have filled 
admirably and luxuriously. 
 Ermine is the pure white winter fur of  the European 
stoat or short-tailed weasel ( ). It is 
represented in images from the Middle Ages onwards 
the way it was fashioned, with the black tail tip added 
to provide a contrast on the snowy ground, as seen on 
the pelisse trimming and lining in figure 4.18. Austen’s 
may have been of  the long form, or more resembled 
the shorter wrap in figure 4.19. There are no other 
clear references to fur in her letters, but its fashionable 
popularity suggests the material’s presence was highly 
likely. 
 There are many fur-lined or trimmed garments in 
Regency dress. Fashion plates and portraits are full of  
them, and ermine was noticeably popular in the early 
1810s (figs. 4.20 and 4.21). Austen’s favourite niece Fanny, 
the one mentioned in the quote, recorded in her diary in 
November 1804 how she went into Canterbury with her 
father from their estate at Godmersham, Kent. There 
she had her ears ‘bored’ (pierced), bought ‘a bear [fur] 
long tippet[,] ordered a black beaver hat … & a Pelisse 
of  Lady’s cloth trimmed with bear’. Five days later the 
pelisse was finished, delivered (on a Sunday), and found 
to be too small. It was returned to the mantua-maker, 
possibly after pinned alterations had been made at home, 
and by 5 December, a month after ordering, the coat had 

arrived ‘and just fitted me’.16 How warm these garments 
must have kept the nearly twelve-year-old girl in the 
ensuing winter. 
 While it is clear the Knight relatives are admiring 
Austen’s ermine, who gave it to her? She was writing to 
Cassandra, so it may well have been a sisterly present. 
The letter came from Henrietta Street, so she was staying 
with her brother Henry and maybe it was his generosity 
enrobing Austen.

4.18 ‘Walking Dress’, The Lady’s 
Magazine, October 1816. Courtesy 
of  the author

4.19 DETAILS TBC Fashion 
Museum, Bath

4.20 ‘London Dresses for April’ 
(detail), The Lady’s Monthly Museum, 
1 April 1811. Courtesy of  the 
author

4.21 ‘Walking & Morning Dress’ 
(detail), The Repository of  Arts, 
November 1810. Los Angeles 
County Museum of  Art/Gift of  
Charles LeMaire/www.lacma.org

0000

16 Fanny Knight’s Diaries, U.951/F.24/1–69, Kent History and Library 
Centre. Recorded in Lady’s Daily Companion.

‘Edward & Fanny [Knight] stay another day, & both seem 
very well pleased to do so. … You cannot think how much my 
Ermine Tippet is admired both by Father & Daughter. It was 
a noble Gift.’

1814 
ERMINE TIPPET
Letter 98, Saturday 5 – Tuesday 8 March 1814, London: Henrietta Street 

The first we hear of  this contentious gown is when Austen 
thanks Cassandra for buying the gown length of  fabric 
as part of  a large set of  commissions from London (see 
pp. XXX, XXX and XXX). However, we can track it 
through some subsequent letters to find out more about 
its part in the Austens’ lives. 
 A few days later, on 1 November, Austen ribbed 
Cassandra that ‘Your abuse of  our Gowns amuses, but 
does not discourage me; I shall take mine to be made up 
next week, & the more I look at it, the better it pleases 
me’.21 This tells us that Cassandra has bought the same or 
similar fabric and, like Mrs Austen, has a touch of  buyer’s 
remorse about her choice. Austen either felt the opposite 
or was being contrary to amuse herself. A week later, she 
was still disagreeing with her sister and persuading her 
to like it, writing, ‘I cannot possibly oblige you by not 
wearing my gown, because I have it made up on purpose 
to wear it a great deal, & as the discredit will be my own, 
I feel the less regret.—You must learn to like it yourself  
& make it up at Godmersham; it may easily be done; it 
is only protesting it to be very beautiful, & you will soon 
think it so.’22 
 Austen ploughed ahead with having her gown made 
up by a dressmaker called Miss Summers, who completed 
it by 20 November, a turnaround time of  eleven days or 
fewer. The uncertainty about the garment continued after 
its construction. Although ‘Miss Summers has made my 
gown very well indeed, & I grow more & more pleased 
with it’, family opinion was divided: ‘Charles does not 
like it, but my father & Mary do; my Mother is very much 
reconciled to it, & as for James, he gives it the preference 
over every thing of  the kind he ever saw; in proof  of  

which I am desired to say that if  you like to sell yours, 
Mary [James’s wife] will buy it.’23 A page later, though, 
‘Charles likes my Gown now’. 
 Despite the comfort of  an offer to buy Cassandra’s 
gown length within the family, meaning she would lose no 
money if  she decided against keeping the controversial 
piece, she still apparently required some convincing. 
Austen provided this in the form of  testimony from their 
friend Martha Lloyd, mentioning at the end of  November 
that ‘She is pleased with my Gown, & particularly bids 
me say that if  you could see me in it for five minutes, she 
is sure you would be eager to make up your own’.24 There 
the matter ends in the surviving letters. 
 We have no definite information from any of  Austen’s 
references to the Miss Summers gown as to what kind 
of  fabric it was made from or what level of  formality 
it fulfilled, although being made ‘to wear a great deal’ 
indicates day dress, possibly a morning or walking gown 
(figs. 1.23 and 1.24). It therefore could appear in later 
letters described by colour or textile. The lack of  letters 
between May 1801 (Letter 38) and September 1804 
(Letter 39), and of  any references to her own gowns 
before her 1808 pelisse (see p. XXX), leaves a gap of  
seven years, by which time this much-discussed gown 
would likely have left or been worn out from Austen’s 
wardrobe.

21 Letter 24, 1 November 1800.
22 Letter 25, 8–9 November 1800.
23 Letter 27, 20–21 November 1800.
24 Letter 28, 30 November – 1 December 1800.

1.23 ‘Morning Dress... Pink 
muslin gown, with stomacher 
front laced with cord... Gown 
blue cambric, spotted muslin; 
white muslin cloak trimmed with 
lace’, The Lady’s Monthly Museum, 
May 1800. Public domain

1.24 ‘Walking Dress… 1. Round 
hat of  green and white chip… 
Round dress of  white muslin... 
2. Habit of  bottle green, or 
dark brown... 3. Dress of  white 
muslin; the body made to button 
in front, with the collar to button 
occasionally… Hat of  white chip 
and yellow crape’, Magazine of  
Female Fashions of  London and Paris, 
August 1800, hand-coloured 
engraving on paper, 21.3 × 13 
cm. Rijksmuseum, Amsterdam/
Purchased with the support of  
the Flora Fonds/Rijksmuseum 
Fonds

0000

1800 
GOWN OF  
UNCERTAIN TASTE 

‘—I like the Gown very much & my Mother thinks 
it very ugly.’

Letter 23, Saturday 25 – Monday 27 October 1800, Steventon 

4.27 Printed kid leather shoes with 
silk ribbon, 1800–10. Manchester 
City Galleries. Art Gallery?

4.28 ‘Costume Parisien’, Journal 
des Dames et des Modes, 17 August 
1799: plate 148, engraving 
and watercolour on paper. 
Rijksmuseum, Amsterdam/
Purchased with the support of  
the F.G. Waller-Fonds

4.29 Detail of  maker’s label in 
shoe (see fig. 4.26). © Victoria 
and Albert Museum, London/
Given by Messrs Harrods Ltd 
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Jane Austen’s 
Wardrobe
Hilary Davidson

Hilary Davidson delves into the clothing of one of the 
world’s great authors, providing unique and intimate 
insight into her everyday life and material world

What did Jane Austen wear?

Acclaimed dress historian and Austen expert Hilary 
Davidson reveals, for the first time, the wardrobe of 
one of the world’s most celebrated authors. Despite her 
acknowledged brilliance on the page, Jane Austen has all 
too often been accused of dowdiness in her appearance. 
Drawing on Austen’s 161 known letters, as well as her 
own surviving garments and accessories, this book 
assembles examples of the variety of clothes she would 
have possessed—from gowns and coats to shoes and 
undergarments—to tell a very different story. The Jane 
Austen that Hilary Davidson discovers is alert to fashion 
trends but thrifty and eager to reuse and repurpose 
clothing. Her renowned irony and with pepper her letters, 
which describe clothes, shopping, and taste. Jane Austen’s 
Wardrobe offers the rare pleasure of a glimpse inside the 
closet of a stylish dresser and perpetually fascinating 
writer.



2  Author Name

KAFFE 
FASSETT
—
THE 
ARTIST'S 
EYE
Edited by Dennis Nothdruft

With photographs by Debbie Patterson

Yale University Press, New Haven and London

46  Author Name   The Artist's Eye        47

Ka�e Fassett is the undisputed King of colour and patchwork. He 
has brilliantly transformed printed quilt textiles and the craft of 

knitting and crochet into his own. Ka�e has very practically applied 
his designs to the home crafts movement, turning it into his own 
worldwide art form. He is a magician in the �eld of the home and 
home crafts, which have has become so essential and meaningful 
to our lives, particularly during the Covid lockdown when people 

had additional time to explore their creativity. Ka�e has given a new 
artistic approach to the world of home crafts, adding colour and style. 

He is additionally a great craftsman himself.

KING OF COLOUR
Zandra Rhodes

40  Dennis Nothdruft   The Artist's Eye        41

1. Self Portrait with Flower Vase, 
1962, oils on board.

1. Self Portrait with Flower Vase, 
1962, oils on board.

1. Self Portrait with Flower Vase, 
1962, oils on board.
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Kaffe Fassett
The Artist’s Eye
Edited by Dennis Nothdruft

With contributions by Sarah Campbell, Suzy Menkes, Debbie 
Patterson, Zandra Rhodes, Mary Shoeser, and NJ Stevenson

The first major publication to explore the prolific 
career of Kaffe Fassett, one of the most recognized 
names in contemporary craft and design

Kaffe Fassett (b. 1937) is one of the most recognized names 
in contemporary craft and design with work encompassing 
knitting, needlepoint, quilting, textile design, mosaic, 
painting, and drawing. Fassett’s sense of color and pattern 
has inspired makers around the world; his early successes 
include knitwear designs for fashion designers such as 
Bill Gibb and Missoni, and in more recent years he has 
collaborated with the luxury fashion house Coach. His 
inimitable eye can translate the most everyday of details 
into the basis for one of his colorful, sophisticated, 
maximalist designs.

Published in association with the Fashion and Textile Museum
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The Pocket
A Hidden History of Women’s 
Lives, 1660–1900
Barbara Burman and Ariane Fennetaux

A New York Times Best Art Book of 2019

This fascinating and enlightening study of the tie‑on 
pocket combines materiality and gender to provide 
new insight into the social history of women’s everyday 
lives—from duchesses and country gentry to prostitutes 
and washerwomen—and to explore their consumption 
practices, sociability, mobility, privacy, and identity. A 
wealth of evidence reveals unexpected facets of the past, 
bringing women’s stories into intimate focus.
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Warhol
The Textiles
Geoffrey Rayner and Richard Chamberlain

The first publication devoted to the textile designs 
of one of the twentieth century’s greatest artists, 
showcasing a rarely discussed aspect of the Pop Art 
superstar’s career

Andy Warhol (1928–1987), a giant of twentieth century 
art, is known to most people for his iconic images of 
soup cans, Coke bottles, and Marilyn Monroe. Before 
his meteoric rise to fame in the early 1960s as a Pop Art 
superstar, Warhol was a highly successful commercial artist 
in New York.

The late Matt Wrbican, former chief archivist of the Warhol 
Museum in Pittsburgh, once said “there are very few stories 
left to tell about Warhol, but textiles is one of them”. This is 
the first book devoted to the commercial textile designs of 
this leading figure in the history of art. With stunning new 
photography throughout, including unpublished images 
of newly discovered textiles, the book sheds new light on a 
previously undocumented but important aspect of Warhol’s 
oeuvre.

Published in association with the Fashion and Textile Museum
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Chapter 1

Self

Dress was her passion. She had a most harmless delight in 
being fine; and our heroine’s entree into life could not take 
place till after three or four days had been spent in learning 
what was mostly worn, and her chaperone was provided 
with a dress of the newest fashion.1

Human bodies are clothed in culture. Haircuts, sun exposure, marks left by work 
and leisure, the shaping by clothing and by mental images construct a socio-
cultural ‘body’ identifiable in time. ‘Dress lies at the margins of the body’, Joanne 
Entwistle reminds us, ‘and marks the boundary between self and other, individual 
and society. The boundary is intimate and personal, since our dress forms the 
visible envelope of the self.’2 Everyone in the Regency got up in the morning and 
put on garments that reflected their different physical and cultural environments, 
balancing material garments and conceptual aesthetic imaginings to dress both 
their real and their social bodies. The resulting dress underwent sophisticated and 
constant observation by their communities, as Austen’s fiction so precisely captures. 

This chapter presents the fundamental bodily and imaginary selves that characterised 
Regency experiences of clothing, first through an overview of Regency aesthetics, 
encompassing the prevailing styles and construction of dress, and the influence of 
Classicism, and various romantic nostalgias suffusing fashion. It moves into the 
contemporary understanding of fashion’s forces and moral qualities. In relation to 
dress, signalling ‘fashion’ was less relevant to ordinary people than what clothing 
revealed about its wearers. Fashion imagery contributed to ideals of beautiful, 
elegant figures, often relying on the health and beauty, or manipulation of the ‘natural’ 
body to create Regency silhouettes. 

City 195194 Dress in the Age of Jane Austen

Fig. 5.14  

Evening gown, c.1820, muslin. Muslin gowns 
embroidered with gilt or silver thread are 
common in collections, but untarnished examples 
are relatively rare. This gown retains the original 
sparkle of the embroidery, highlighted by the soft, 
dull cotton ground. The waistline has descended 
nearly to the natural position by 1820, and sleeve 
size is increasing. Los Angeles County Museum 
of Art.

 

by 1814 she too had altered her evening dress by lowering the bosom of her gauze 
gown; on the night she wore the altered gown she also experimented with the 
new long sleeves to see if they were ‘allowable’, though Mrs Tilson also wore them 
and ‘assured her they are worn in the evening by many’.87 Sleeves could be made 
separately to match a dress (Eliza Jervoise had a pair, costing 7s.). The long sleeves 
Mrs Bennet is ‘very glad to hear of’ in Pride and Prejudice (set in 1812) may be the 
result of this same change.88 At the other extreme, in 1803 ‘Lady Meredith was  
. . . turned out of the Rooms at Bath by the Master of the Ceremonies for having no 
sleeves to her cloaths – the naked elbow appears every where with impunity, but 
the arm above it is not tolerated as yet.’89 The health aspects concerned Regency 
people in the cumulative effect of ‘naked arms and bosoms, thin shoes, short 

Fig. 5.13

William Beechey, portrait of Harriot Beauclerk 
(née Mellon), 1815, oil on canvas. Harriot Mellon 
married the 79-year-old Thomas Coutts in April 
1815, so this splendid full-length portrait of rich 
evening dress may show her wedding attire, with 
enough lace and satin to satisfy even Mrs Elton. 
She became Duchess of St Albans upon remarrying 
in 1827. National Portrait Gallery, London. 

drapery, and sudden changes of climate’ in causing influenza, consumption and 
other respiratory ailments.90 Fanny Burney declined an invitation to a party after 
illness, because ‘I cannot yet risk an evening, and a dressed one too.’91

Anxieties about male evening dress involved tightness. While The Whole Art of Dress! 
advised that a dress-coat, distinguished by its cut, ‘should never be made to button 
[but] should, if any thing, be even too small to meet across the waist and chest, so that 
it may sit open and display the waistcoat, shirt, and cravat to the utmost advantage’, 
others perceived this as a man’s coat fitting so closely that he could scarcely draw 
breath, ‘laced within an inch of his life’. In colour, ‘Black and blue are the only full-
dress colours: night will not allow a dark green to be discriminated from them.’92 
The rise of black in menswear dates from the Regency, seen in every image of male 
evening dress. Scholars and contemporary commentators stressed black’s sombreness; 
but the colour is attractive, John Harvey argues, making the person look thinner, 
setting off the face, perhaps suggesting intensity with a ‘glamorous and dashing 
smartness’ evident in the ‘elongated and elegant languor’ of some and the ‘charged 
uprightness’ of others.93 His phrase recalls Emma finally noticing Mr Knightley’s ‘tall, 
firm, upright figure’ and ‘natural grace’ when dressed for a ball.94 
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Dress in the Age  
of Jane Austen
Regency Fashion
Hilary Davidson

A comprehensive and beautifully illustrated 
examination of dress, clothing, fashion, and sewing 
in the Regency seen through the lens of Jane Austen’s 
life and writings

This lively book reveals the clothing and fashion of the 
world depicted in Jane Austen’s beloved books, focusing on 
the long Regency between the years 1795 and 1825. During 
this period, accelerated change saw Britain’s turbulent 
entry into the modern age, and clothing reflected these 
transformations. Starting with the intimate perspective 
of clothing the self, Dress in the Age of Jane Austen moves 
outward through the social and cultural spheres of home, 
village, countryside, and cities, and into the wider national 
and global realms, exploring the varied ways people dressed 
to inhabit these environments. Jane Austen’s famously 
observant fictional writings, as well as her letters, provide 
the entry point for examining the Regency age’s rich 
complexity of fashion, dress, and textiles for men and 
women in their contemporary contexts.
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Tudor Fashion
Eleri Lynn

The paperback edition of this captivating story of 
Tudor dress, and the people who made and wore it

The Tudors are some of the best‑known figures in history. 
They continue, even today, to spark our curiosity and 
imagination. Their enduring popularity is no doubt partly 
due to the iconic portraits in which they are depicted, 
in farthingales and ruffs, furs and jewels, codpieces and 
cloaks, and vast expanses of velvet and silk. Far from being 
mere decoration, fashion was pivotal in the communication 
of status and power. This paperback edition of Tudor 
Fashion presents insights into the fashions of the Tudor 
dynasty. Histories of Kings and Queens complement 
stories of unsung dressmakers, laundresses, and officials 
charged with maintaining and transporting the immense 
Tudor wardrobes from palace to palace. Evidence from rare 
surviving garments and textiles, original documents, fine 
and decorative art, and archaeological findings enhance our 
understanding of the Tudors and their courts. Handsomely 
illustrated, this sumptuous book contextualizes Tudor 
dress and fills in gaps in our knowledge of the period and 
its fascinating historical figures.

Published in association with Historic Royal Palaces



BEING A 
DESIGNER

Berenice Abbott. Portrait of Eileen Gray, 1926. Silver gelatin print. National Museum of Ireland, NMIEG 2000.200. Cat. 13.

Luxe, were more open-minded: “We can’t avoid 
mentioning nightmares and the Caligariesque when 
confronted with the boudoir that Mme Eileen Gray has 
arranged; the artist nevertheless deploys a fertile 
imagination, a rigorous science of effect, and delicate 
taste. It is even possible to find in this singularly unified 
décor a repose of the spirit that would not be allowed 

if surrounded by representational art. Mme Eileen 
Gray’s boudoir suggests neither the animal nor the 
human: here stands the cabinet of the philo so-
pher.”21  Although this review found Gray’s work 
strange, singling out its resemblance to the sets of the 
German expressionist film The Cabinet of Doctor 
Caligari, others, such as members of Dutch De Stijl; 
J. J. P. Oud, Jan Wils, and Frederick Kiesler, recognized 
as early as 1923 the modernity of her approach. 
Badovici, who understood Gray’s artistic voice perhaps 
better than anyone else, found in her work, “an 
atmosphere of boundless plasticity, where different 
perspectives meld, where each object is subsumed 
into a mysterious, living unity. Space itself is for Eileen 
Gray just another material that can be transformed 
and molded depending on the needs of the décor; she 
allows herself an infinite number of possibilities.”22

The Galerie Jean Désert was open for eight 
years under Gray’s direction and its success was due 
in large part to her passion. The gallery brought 
together the world of Gray’s incomparable talent, 
with works on display from her own rug or lacquer 
workshops or from among the top ateliers and 
artisans in Paris. The furniture Gray designed during 
this period was truly outside the bounds of convention, 
innovative in both form and choice of materials that 

design intentions with walls encased in a bold array of 
lacquer bricks. The rue de Lota interior was certainly 
in the spirit of Charleston, even if the style was 
radically different. Gray’s work was dictated by her 
unencumbered creative voice, and this innovation 
was characteristic of her work over the next decade. 

Jean Désert and Jean Badovici: 
Two Modern Adventures
For Gray, the 1920s were defined by two great 
adventures in modernism—the opening of her Paris 
Galerie Jean Désert and her working relationship with 
Romanian architect Jean Badovici. Jean Désert 
turned Gray into one of the most renowned designers 
of the era, and collaboration with Jean Badovici set 
her on a course as an architect at the forefront of 
modern architecture.

Jean Désert was born on May 17, 1922, the 
moment Eileen Gray opened her gallery with the same 
name emblazoned on the storefront at 217, rue du 
Faubourg-Saint-Honoré in Paris figs. 1.11–1.14 pp. 42–43. 
The gallery was at the heart of an area dedicated to 
art and luxury shopping, near Paul Poiret’s Atelier 
Martine and Paul Iribe’s shop. Here Gray developed—
likely with the help of Gab Sorère—a large inter na-
tional clientele. On the opening invitation, Gray simply 
wrote: “Lacquer screens, lacquer furniture, wood 
furniture, drapery, lamps, sofas, mirrors, rugs, interior 
decoration, and installation” fig. 1.14 a,b see p. 43.18 
Jean Désert sold mostly Gray’s design work fig. 1.13, 
but it also served as a gallery focused primarily on 
contemporary French art. Gray featured the work of 
sculptors Chana Orloff and Ossip Zadkine and even 
her friend Loïe Fuller, who made drawings incor po-
rating colorful textiles.

Among the unresolved questions associated 
with Jean Désert is how Gray came to choose the 
gallery’s name. Architect and historian Renaud Barrès 
suggests that the poetic and offbeat novel by Jean de 
La Ville de Mirmont, Les Dimanches de Jean Dézert, 
may hold some clues.19 Published in 1914 in a small 
edition, the story follows a ministerial office worker 
who leads his life in a state of great lassitude. With no 
hopes for the future, Jean Dézert waits solely for the 
weekends, for the opportunity to wander the streets of 
Paris and savor any chance encounters that might take 
place. He allows himself to get caught up in everyday 
life, living without resistance, only curiosity. It is 
perhaps this philosophy that Eileen Gray wanted to 
evoke by using the name Jean Désert—an enthusiasm 
for the present and an openness to the unknown. 

It was the unknown in Gray’s work that often 
challenged collectors and critics. When she presented 
her Chambre à coucher boudoir pour Monte-
Carlo (Bedroom/Boudoir for Monte Carlo) at the 14th 
Salon de la Société des Artistes Décorateurs, criticism 
was harsh see fig. I1.2. “Eileen Gray showcases a 
room fit only for nightmares and insomnia” was one 
such response.20 Others, including the critic at La 
Renaissance de l’Art Français et des Industries de 4
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Eileen Gray likely participated in several of these 
receptions; her name appears on a drawing published 
in Barney’s 1929 memoir Aventures de l’Esprit 
(Ad ven tures of the Mind) see critical encounters  
fig. 13 and the Temple is located around the corner 
from her apartment on the rue Bonaparte. Gray 
perhaps met a number of her clients at these 
gatherings, and if Fuller introduced Gray to American 
clients, she may have also connected her with the 
network of Japanese artists newly arrived in Paris. In 
1900, Fuller had invited the Japanese artist and 
dancer Sado Yacco to perform in Paris, and the two 
remained close friends, giving Fuller continued 
access to the Japanese community in the city.14

Gabrielle Bloch, who managed Fuller’s 
professional life, eventually did the same for Gray. 
Although there is little documentation supporting this 
claim, it is likely that even beyond her role in organizing 
Gray’s participation in the Panama–Pacific Inter-
national Exposition, Bloch helped Gray to run her 
gallery and attract clients. It would, however, be 
limiting to ascribe Bloch’s role solely to the financial 
sphere. As Loïe Fuller described Bloch, “If one 
could compare her to another living creature, a 
boa constrictor would be most appropriate, for 
her movements are like those of a snake. There 
is nothing sinuous, nothing rampant about them, 
but the ensemble of her motions suggest the 
suppleness of the young adder.”15 As a choreog-
rapher and director, Bloch would undoubtedly 
have discussed her work with Gray, perhaps 
even advising her on her designs for theater 
sets, mise-en-scène, and lighting. Fuller herself 
likely also had an effect on Gray’s work, not only 
her furniture, but her architecture as well. In 
Fuller’s Fifteen Years of a Dancer’s Life, pub-
lished in a French translation in 1908 and in 
English in 1913, she describes her process of 
creating “something composed of light, colour, 
music, and the dance.”16 Light, color, music, and 
dance are undeniably a part of Gray’s creations 
as well—whether in the realms of design, 
theater, or architecture.

Although the early 1910s were a fruitful 
period for Gray, marked by collaborations with Wyld 
and Sugawara and her association with Fuller and 
Sorère, it was also marred by conflict. The First World 
War broke out as Gray’s career was in mid-ascension. 
After working briefly as an ambulance driver in Paris, 
Gray returned to London, where she moved into a 
property at Cheyne Walk in Chelsea with Sugawara. 
A laudatory article entitled “An Artist in Lacquer” was 
devoted to Gray in British Vogue in 1917, 17 but she had 
few clients at the time and decided to return to Paris. 
In that same year, Gray designed the interior—one of 
the most remarkable of its era—for a renovation of 
an apartment at 9, rue de Lota, which belonged to 
milliner Juliette Lévy, who was more commonly 
known as Madame Mathieu Lévy, the head of the 
prestigious fashion label J. Suzanne Talbot fig. 1.9. 

Thanks to her extended network in London, Gray 
must have been aware of and perhaps was influenced 
by the activities of the Bloomsbury Group and their 
Omega Workshops, the design workshops founded in 
1913 by Roger Fry, Vanessa Bell, and Duncan Grant at 
33 Fitzroy Square—a continuation of their first 1913 
group exhibition, Ideal Home Exhibition. Gray also 
would have been aware of the fact that Bell and other 
members of the Bloomsbury Group left London during 
the war so as to forge a new type of collab orative 
existence in their farmhouse in Sussex, not far from 
Leonard and Virginia Woolf’s coastal resi dence. 
Ignoring all standards of Victorian propriety, Bell, her 
lover Grant, and Grant’s lover David Garnett settled 
into Charleston, as the farmhouse was known, and 
began reworking the interior of the sixteenth-century 
structure into their own interpretation of a total work 
of art. Walls, doors, ceilings, bathtubs, and cabinets 
were all crammed with abstract or figurative paintings 
fig. 1.10. Gray would create a similar “total work of 
art” in her renovation of Juliette Lévy’s Paris 
apartment. The entry hall announces Gray’s radical 

Fig. 1.9 Thérèse Bonney. Madame Juliette 
Lévy, in her apartment decorated by Eileen 
Gray, at 9, rue de Lota, Paris (16th arr.), 
1930. Silver gelatin print. @ The Regents  
of the University of California, The Bancroft 
Library, University of California, Berkeley. 
BHVP/Roger-Viollet RV-39756-7. Cat. 44.

Fig. 1.10 The studio at Charleston, the country home of Vanessa Bell and 
Duncan Grant where the Bloomsbury Group spent time from 1916 on, 
East Sussex, England. Tony Tree © The Charleston Trust.

Fig. 1.15 Display of furniture  
in the Galerie Jean Désert; 
from Jean Badovici, “L’art 
d’Eileen Gray,” Eileen Gray: 
Meubelen en interieurs. Special 
issue of Wendingen 6, no. 6 
(1924), 16. National Museum 
of Ireland, NMIEG 2000.254.

Fig. 1.16 Eileen Gray. Lanterne 
japonaise, ca. 1935. Painted steel, 
Perspex, mirrored glass globe.  
The Metropolitan Museum of Art, 
Gift of Seymour Stein, 1984, 
1984.564.2a,b. Cat. 51.

PORTRAIT OF THE 
ARTIST AS A YOUNG 
GIRL: A BRITISH  
HERITAGE
OLIVIER GABET

4
Eileen Gray, Paris, 1902–3. Photograph. National Museum of Ireland, NMIEG 2000.235. Cat. 4.
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Eileen Gray, Designer 
and Architect
Edited by Cloé Pitiot and Nina Stritzler‑Levine

A smartly designed and beautifully illustrated look 
at the life and work of an elusive and influential 
designer and architect

Eileen Gray (1878–1976) was a versatile designer and 
architect who navigated numerous literary and artistic 
circles over the course of her life. This handsome volume 
chronicles Gray’s career as a designer, architect, painter, 
and photographer. The book’s essays, featuring copious new 
research, offer in‑depth analysis of more than 50 individual 
designs and architectural projects, accompanied by both 
period and new photographs.

Published in association with the Bard Graduate Center
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Women Dressing 
Women
A Lineage of Female Fashion 
Design
Mellissa Huber and Karen van Godtsenhoven

With contributions by Amanda Garfinkel, Jessica Regan, Elizabeth 
Shaeffer, and Elizabeth Way, a preface by Andrew Bolton, and 
photography by Anna‑Marie Kellen

This survey of women‑led fashion design centered 
around the twentieth and twenty‑first centuries 
emphasizes the creative agency and artistic legacy of 
female creators

Exploring the enduring impact of fashions created by and for 
women, this book traces a historical and conceptual lineage 
across more than 70 female designers— from unidentified 
dressmakers in eighteenth‑century France, to contemporary 
makers who are leading the direction of fashion today—all 
culled from the incredible permanent collection of The 
Costume Institute. Insightful essays that consider notions of 
anonymity, visibility, agency, and absence/omission reveal 
women’s impact within the field of fashion, highlighting 
celebrated designers and forgotten histories alike. The 
publication includes fashion houses such as Mad Carpentier, 
Elsa Schiaparelli, and Madeleine Vionnet, American makers 
like Ann Lowe, Claire McCardell, and Isabel Toledo, along 
with contemporary designers such as Rei Kawakubo, 
Anifa Mvuemba, Simone Rocha, and Iris van Herpen. New 
photography, created especially for this volume, uses light, 
shadow, and reflection to connect the garments to the four 
themes of the essays, which situate the works within a 
larger social context, and a fold‑out genealogical chart traces 
connections between the makers featured. This overdue look 
at women‑led design will be essential reading for anyone 
interested in the history of fashion.

Published by The Metropolitan Museum of Art/Distributed by Yale 
University Press
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Threads of Power
Lace from the Textilmuseum  
St. Gallen
Edited by Emma Cormack and Michele Majer

A New York Times best art book of 2022

Traces the history of lace in fashion from its 
sixteenth‑century origins to the present

Threads of Power: Lace from the Textilmuseum St. Gallen 
offers a look at one of the world’s finest collections of 
historical lace. It traces the development of European lace 
from its emergence in the sixteenth century to the present, 
elucidating its important role in fashion. The book explores 
the longstanding connections between lace and status, 
addressing styles in lace worn at royal courts, including 
Habsburg Spain and Bourbon France, as well as lace worn 
by the elite ruling classes and Indigenous peoples in the 
Spanish Americas.

Distributed for Bard Graduate Center
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Tudor Textiles
Eleri Lynn

A detailed study of Tudor textiles, highlighting their 
extravagant beauty and their impact on the royal 
court, fashion, and taste

At the Tudor Court, textiles were ubiquitous in decor and 
ceremony. Tapestries, embroideries, carpets, and hangings 
were more highly esteemed than paintings and other forms 
of decorative art. In 16th‑century Europe, fine textiles were 
so costly that they were out of reach for average citizens, 
and even for many nobles. This spectacularly illustrated 
paperback edition tells the story of textiles during the long 
Tudor century, from the ascendance of Henry VII in 1485 
to the death of his granddaughter Elizabeth I in 1603. It 
places elaborate tapestries, imported carpets and lavish 
embroidery within the context of religious and political 
upheavals of the Tudor court, as well as the expanding 
world of global trade. Special attention is paid to the Field 
of the Cloth of Gold, a magnificent two‑week festival held 
in 1520. Even half a millennium later, such extraordinary 
works remain Tudor society’s strongest projection of 
wealth, taste, and ultimately power.

Published in association with Historic Royal Palaces
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Capital become an Image

Twenty feet in the air, on top of an over-scaled pile of mattresses, two models in

vaguely eighteenth-century dresses and wigs preened and coquetted in a Princess and the

Pea scenario (fig. ). John Galliano’s first couture collection after his appointment in July

 as principal designer at Givenchy was shown in January . For Givenchy he also

did two ready-to-wear collections before being appointed principal designer at Dior in late

. In January  Galliano’s first couture show for Dior was audaciously staged in a

fake maison de couture: in the Grand Hotel in Paris Galliano created a scaled-up facsimile

of the original Dior showroom, including the famous staircase on which Cocteau and 

Dietrich had sat in the s to watch Dior’s presentations. Subsequent shows were staged

in a suburban sports stadium transformed into a forest scene with forty-foot high spruce

trees, the Paris Opéra converted into an English garden where the fashion photographers

were given straw hats on entry, and the Carousel du Louvre, the official venue for the Paris

collections, made over as a Manhattan rooftop scene, complete with battered chimney

stacks, designed like most of his shows by the set designer Jean-Luc Ardouin. In every case,

Galliano’s transformation of the space involved effacing its real characteristics in the 

interests of imposing his own fantasy vision on the space, weaving instant mythologies and

creating something out of nothing (fig. ).

Rosalind Williams has argued that the seduction of the commodity in the nineteenth-

century department store and world fair lay precisely in the way the real, commercial nature

of the transaction was veiled in seductive ‘dream worlds’ in which the consumer lost him

or herself in fantasy and reverie.1 On the face of it, the late twentieth-century spectacle of

the fashion show seems to be a precise evocation of this principle, the starriest of star com-

modities: ‘when culture becomes nothing more than a commodity, it must also become

the star commodity of the spectacular society’.2 Guy Debord predicted in  that by the

end of the century culture would become the driving force in the development of the

economy, as the car was at the beginning of the century, or the railway in the second half

of the last. Indeed,the phrase the ‘culture industries’ suggests that culture is the new motor

that drives the economy of our information society, just as coal and iron powered the

economy of an earlier, industrial society.

In The Society of the Spectacle Debord argued that modern life was dominated by the

commodity form and the false desires it engendered. Following Debord’s description of the

society of the spectacle, the fashion show is a self-absorbed, or narcissistic, ‘spectacle unto

itself ’, locked into its own world, self-regarding, sealed in the show space of the runway,

with its attendant protocols and hierarchies. Like the spectacle, it spatialises time and

destroys memory.3 It is ‘the triumph of contemplation over action’.4 The fashion show is

a form of commercial seduction through novelty and innovation, typically in the form of

the showpiece designed to attract press coverage on the catwalk. Appollinaire’s ironic phrase

from  highlights the seductively fanciful nature of fashion: ‘I saw a charming dress



41 (facing page)  John Galliano for Dior,
Haute Couture, Spring–Summer 1998.
Photograph Niall McInerney

42 (below)  John Galliano for Givenchy, Haute
Couture, Spring–Summer 1996. Photograph
Niall McInerney

 Rosalind H. Williams, Dream Worlds: Mass
Consumption in Late Nineteenth-Century France,
University of California Press, Berkeley, Los Angeles
and Oxford, .

 Guy Debord, Society of the Spectacle, trans.
Donald Nicholson-Smith, Zone Books, London,
 []: para. .

 Ibid: para .
 Martin Jay, Downcast Eyes: The Denigration 

of Vision in Twentieth-Century French Thought,
University of California Press, Berkeley and Los
Angeles, : .
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Fashion at the Edge 
Spectacle, Modernity, 
and Deathliness
Second Edition
Caroline Evans

Experimental fashion has a dark side, a preoccupation 
with representations of death, trauma, alienation and 
decay.

This seminal publication offers an unexpected discussion 
of cutting‑edge fashion in the 1990s, exploring what 
its disturbing themes tell us about consumer culture 
and contemporary anxieties. Caroline Evans analyses 
the work of innovative designers, the images of fashion 
photographers and the spectacular fashion shows that 
developed in the final decade of the twentieth century to 
arrive at a new understanding of fashion’s dark side and 
what it signifies.

Fashion at the Edge considers a range of ground‑ breaking 
fashion in unprecedented depth and detail, including 
the work of such designers as John Galliano, Alexander 
McQueen, Hussein Chalayan and Viktor & Rolf, and 
photographers such as Steven Meisel, Nick Knight and 
Juergen Teller.

Drawing on diverse perspectives from Marx to Walter 
Benjamin, Evans shows that fashion stands at the very 
centre of the contemporary, and that it voices some of 
Western culture’s deepest concerns.
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Terror

The representation of female sexuality as terror has a long history in which the

power of female display, or allure, is pictured as terrifying, sometimes deathly.27 Like 

the artist Cathy de Monchaux’s wall-mounted vagina dentata from the s (fig. ), it

reveals a triumphant perversity and an exuberant sexuality. It substitutes for the frozen

immobility of the Medusa the obscene laughter of the Baubo, a primitive and obscene

female demon, according to the Oxford Classical Dictionary, who ‘flashes’ her genitals,

recalling Freud’s phrase in ‘the devil fled when the woman showed him her vulva’ (fig.

).28 For all the links to the fin-de-siècle femme fatale, this form of female terror differen-

tiated the s from the s. In the early designs of McQueen it emerged as the trope

of cruelty and female domination.

Many representations of the femme fatale are ambivalent, both fearful and fascinated,

from late nineteenth-century paintings to early twentieth-century cinema. Mary Anne

Doane has pointed out that most of these come to a sticky end, for the femme fatale is

frequently an articulation of male fears about the social and sexual mobility of women in

transitional periods.29 Yet McQueen’s images of a woman so powerfully sexual that no one

would dare to lay hands on her, a woman who used her sexuality as a sword rather than

a shield, also drew on an earlier and more dissident representation than the fin-de-siècle

vamp or her early twentieth-century cinematic successor. Both in the cruelty of McQueen’s



 Efrat Tseëlon, The Masque of Femininity: 
The Presentation of Woman in Everyday Life, Sage,
London, Thousand Oaks and New Delhi, .

 Sigmund Freud, ‘Medusa’s Head’ [] in
Works: The Standard Edition of the Complete
Psychological Works of Sigmund Freud, under the
general editorship of James Strachey, vol. ,
Hogarth Press, London, : –.

 Doane, Femmes Fatales: .

111  Char les Eisen, The Devil Deterred.
Illustration for La Fontaine’s ‘Le Diable de
Papefiguière’, Contes, 1750s

110 (left)  Cathy de Monchaux, Once upon a
Fuck, 1992. Brass, leather, velvet, 17 ¥ 14 ¥ 6
cm. Cour tesy Cathy de Monchaux

109 (facing page)  Philip Treacy, headpiece,
Alexander McQueen, Dante, Autumn–Winter
1996–7. Photograph Chris Moore, cour tesy
Alexander McQueen
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Dandy Style
250 Years of British Men’s 
Fashion
Edited by Shaun Cole and Miles Lambert

Celebrating 250 years of male self‑expression, 
investigating the portraiture and wardrobe of the 
fashionable British man.

The style of the dandy is elegant but bold—dedicated to 
the perfection of taste. This meticulously choreographed 
look has a vibrant history; the legacy of Beau Brummell, 
the original dandy of Regency England, can be traced 
in the clothing of urban dandies today. Dandy Style 
celebrates 250 years of male self‑expression, investigating 
the portraiture and wardrobe of the fashionable British 
man. Combining fashion, art, and photography, the 
historic and the contemporary, the provocative and the 
respectable, it considers key themes in the development 
of male style and identity, including elegance, uniformity, 
and spectacle. Various types of dandy are represented by 
iconic figures such as Oscar Wilde, Edward VIII as Prince 
of Wales, and Gilbert & George. They appear alongside the 
seminal designs of Vivienne Westwood, Ozwald Boateng, 
and Alexander McQueen; and portraits by Thomas 
Gainsborough and David Hockney.

Published in association with Manchester Art Gallery
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Research for this book has relied on the kindness  
of several scholars, librarians, and archivists, whose 
assistance and knowledge have been invaluable.  
I would first like to thank the incredible staff at 
Palazzo Fortuny, particularly Cristina Da Roit and 
Claudio Franzini who have, over the course of a decade, 
patiently answered questions and given me privileged 
access to materials, while sharing their encyclopaedic 
knowledge of Fortuny. I am grateful to staff who have 
now moved on from the palazzo, Claire Morens, who 
provided translation assistance in my early visits, 
and the former director Daniela Ferretti who gave 
the necessary permissions to complete this research. 
I remain profoundly moved by Francesco Rado 
voluntarily leaving his holiday to come and operate 
an original lighting model for me at the palazzo. More 
thanks must go again to Cristina Da Roit for sending 
me book scans and inventories when I was not able  
to get to Venice, for allowing me to inconvenience her 
as I spent weeks studying Fortuny’s archived paintings 
and documents, and for personally ensuring I received 
the archival images I needed for this book. I am 
indebted also to Guillermo de Osma, author of several 
books on Fortuny, for going above and beyond to assist 
me with obtaining images. I am grateful to the co-owner 
and creative director of Fortuny, Inc., Mickey Riad, for 
sharing enthusiasm for Fortuny and his work. Thanks 
also to Kristina Unger, librarian at the Richard Wagner 
Museum and National Archive at Wahnfried, Bayreuth, 

and Miles Lambert at the Gallery of Costume at Platt 
Hall, Manchester, for their helpfulness.

My thanks to Mark Eastment at Yale for his patience 
and endurance in seeing this project through the many 
delays we encountered, and to the anonymous readers 
of the book manuscript who helped catch mistakes 
and gave other beneficial suggestions. Of course, any 
remaining errors in factual information or translation 
are my own.

In writing this book on such a varied artist as 
Mariano Fortuny y Madrazo, I have benefited greatly 
from conversations with scholars in several different 
fields who have shared their expertise with me. They 
have been mentioned, where appropriate, in the 
footnotes. However, I must here take time to thank 
the generous cohort of Wagner scholars I first met in 
Bayreuth in 2013 and had the pleasure of seeing again 
in Oxford in 2018. In particular, I am thankful for the 
heartening support of Barry Millington and Patrick 
Carnegy. Similarly, Peter Collier has also been a source 
of encouragement, and I will cherish our time together 
in Cambridge as he shared the stories of his own 
adventures following in Proust’s footsteps in Venice.

To Carol Mavor, my deepest and most sincere thanks 
for believing in this project (and me) from the beginning 
and for leading me to Fortuny through Proust. Thanks 
also to Cordelia Warr, Deirdre Reynolds, Mark Crinson, 
and Emma Wilson for feedback on early drafts of 
these chapters.
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be returned to Venice. It is no wonder then that Proust, 
with his notoriously sensitive nose, would have his 
narrator recall a Fortuny gown through olfactory as 
well as visual memories. As in the city of Venice, which 
the gowns would emblematise for Proust, beautiful 
golden designs and vulgar sulphuric odours are 
simultaneously experienced.

Fortuny’s most best-known garment, the Delphos 
gown, was directly inspired by the then-newly discovered 
Ancient Greek sculpture, The Charioteer of Delphi, which 
was unearthed in 1896 (fig. 2.9).17 This was not the first 
time Fortuny found inspiration for his clothing designs 
from archaeological discoveries. In an autobiographical 
note, he says the discovery of printed textile fragments 
in Greece inspired his research leading to the 
production of his Knossos scarves in 1907.18

There is an incomplete tracing of The Charioteer 
of Delphi on the first page of one of Fortuny’s albums.19 
Though the figure is not completely copied, its dress 
is fully rendered, perhaps suggesting the purpose of 
the sketch. Following its namesake, Fortuny’s Delphos 
gown is generously cut and flows from the widest 

part of the figure at the shoulder down to the floor, 
enunciating points along the feminine silhouette. Three 
to four widths of silk material were stitched together 
and the adjoining seams were completely hidden by 
numerous pleats. With the exception of a note about 
one particularly large American customer, the gowns 
were made without particular sizes. The pleated panels 
would respond to the shape of their wearer. The top of 
the gown was enclosed by interlacing the front and back 
together on top of the shoulder, often with Venetian 
beads from the island of Murano adorning the laces. 
There are also points of adjustment on the inside of the 
gown, making it completely adaptable to the wearer 
(figs. 2.10 and 2.11). The imported silk used for Fortuny’s 
gowns is rather sheer, but appropriate for the intimate 
setting of the bedroom and parlour, for which the 
garments were originally intended (fig. 2.12).20 Though 
they were meant to be worn without undergarments, 
different linings have been sewn in by wearers (fig. 2.13).

As opposed to creators of typical late modern and 
contemporary fashion, which, as Walter Benjamin 
and Roland Barthes argue, marks the passing of time 
by its changing forms and silhouettes, Fortuny saw 
himself more as an inventor than a fashion designer. 
He continued to craft and refine the same basic 
structure of the Delphos throughout his career, after 
he first patented his design for the Delphos in 1909.21 
This unusual continuity also makes his work mostly 

Fig. 2.10 Detail of interior underarm seam of a Delphos gown.  
Gallery of Costume, Platt Hall, Manchester

Fig. 2.11 Detail of Delphos sleeve in the collection of the Gallery  
of Costume, Platt Hall, Manchester 

Fig. 2.13 Interior bust lining added to a Delphos gown. Gallery of 
Costume, Platt Hall, Manchester

Fig. 2.12 Detail of a Delphos gown held to the light. Gallery of 
Costume, Platt Hall, Manchester
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As an artist in many mediums, Mariano Fortuny took 
the approach of an inventor, creating new methods 
and machinery for the development of his designs. 
Often compared to Leonardo da Vinci,1 Fortuny 
patented a staggering range of inventions. In addition 
to championing methods of indirect lighting in his 
domed lamps, a system of coloured electric lighting for 
theatre productions, and lighting plans for galleries and 
museums, he invented his own brand of watercolours, 
more highly sensitised photographic paper, a machine 
for pleating wet silk, an improved rotary printer for 
textiles, a spinning electric lamp for projecting moving 
clouds, and even a system for ship propulsion.2 Leaving 
his mark in these various fields, many of his creations 
are known simply by the name ‘Fortuny’: decorators and 
design historians commonly refer to his domed lamps 
as ‘Fortuny lamps’; his theatre lighting system is known 
in the history of set design as the ‘Fortuny system’; and 
in fashion discourse, small precise pleats in delicate 
fabrics are often called ‘Fortuny pleats’, owing to 
their likeness to those enduring silk folds made by his 
patented pleating machine. 

In his inventions, Fortuny combined outmoded 
techniques with modern technologies to conjure 
historical forms and patterns in dress and textiles,  

to invert and expand photographic processes, and  
to create astonishing realism in theatre set design.  
These areas of his work show the intermingling of 
revivalist designs, historic techniques, and modern 
innovation. His velvet cloaks, which appeared as 
re-creations of the brocades and damasks depicted  
by Carpaccio, bore painted patterns instead of woven 
designs. Fortuny made the folds of Ancient Greece  
in his Delphos gown with electric current to warmly 
press in its pleats. At a time when darkroom enlargers 
were commonly fitted with electric bulbs for printing 
negatives, he used natural light; and after theatres 
began using electric light to illuminate stage décor, 
Fortuny found a way to create the décor from light  
itself. Swiss lighting reformer Adolphe Appia (1862–
1928) also sought to eradicate plastic and painted sets 
by utilising light as the substance for stage design,  
and the two innovators collaborated with this goal  
for a short period of time.3 Of the considerably little  
that has been written about the working relationship 
between these two, many assessments are highly 
speculative. Though it is only a short section, this 
chapter uses published writings by Appia and 
unpublished notes by Fortuny to arrive at an 
understanding of their brief intersection.4 Due to  
a difference of aims, their parting was inevitable. 
Where electric lighting advancements led Appia to 
design severely abstract avant-garde sets, Fortuny  
used his inventions – combinations of older stage  
magic tricks and electric technology – to conjure  

previous page (Fig. 3.1) Abelardo Morell, Camera Obscura: Santa 
Maria Della Salute in Palazzo Bedroom. Venice, Italy, 2006

Fig. 3.2 opposite Fortuny factory, Giudecca, Venice
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Fortuny
Time, Space, Light
Wendy Ligon Smith

Uncovers the extraordinary breadth of designer 
Mariano Fortuny, including and beyond his fashion 
output, alongside the personal and political catalysts 
that inspired him

Mariano Fortuny y Madrazo (1871–1949) was a polymath 
who experimented in a variety of media including electric 
lighting, stage design, photography, the development of 
pigments, and textile and garment design. Yet his vision as 
a painter, persistently attuned to light and color, shaped all 
his artistic endeavors.

Fortuny: Time, Space, Light examines Fortuny’s Venetian 
workspaces, clothing designs, stage lighting inventions, 
and paintings to find unifying themes of revivalism, 
memory, light, magic, and secrecy that run throughout his 
wide‑ranging career. It features new archival discoveries, 
including unseen artworks and unpublished personal 
writings, as well as a new analysis of Fortuny’s paintings, 
never‑before discussed in an English‑language publication. 
In addition to providing historical context and visual 
analysis of his work, the book delves into the relationships 
between Fortuny and Proust, Wagnerian opera, and Italian 
fascism. It also aims to illuminate more of Fortuny’s 
personal motivations through new archival evidence and 
unpublished notes to explore how his object collection and 
library were used as catalysts for his innovative creations.
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The Artistry of Needle and Thread from the Silk Road  
through the Qing Dynasty 
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Preserving Costumes of Luxury with  
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One Thousand and Two Nights, 2010
Embroidered silk gown with hand-painted 
motifs, embellished with Swarovski crystals; 
porcelain headpiece ornamented with crystals 
and silk tassels 

Hours: 8,564

Symbolism: Popularly known as the Ming vase 
gown, this garment alludes to China’s historical 
distinction as a maker of fine porcelains. 
The peony at the center of the gown’s bodice 
symbolizes richness and beauty. The gown’s 
train features lotus blossoms. Because it 
rises pristinely above muddy waters, the lotus 
denotes purity of mind and spirit. 
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Narrow-Necked Vase, ca. 1722-23
Hard-paste porcelain with underglaze  
blue decoration

Meissen Factory, Germany
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Guo Pei
Couture Fantasy
Jill D’Alessandro

With Anna Grasskamp, Sally Yu Leung, and Juanjuan Wu

A resplendent celebration of the spectacular fashion 
designs of Guo Pei, China’s first and preeminent 
Couturier.

Guo Pei: Couture Fantasy is a journey into the imaginative 
world of Guo Pei, China’s first couturier and one of the 
world’s most innovative fashion designers. Guo Pei has 
astonished fashion audiences from Beijing to Paris for over 
20 years and made headlines in the U.S. as the designer 
of Rihanna’s trailing yellow gown at the 2015 Met Gala. 
Known for dazzling designs which make the implausible 
possible, Guo Pei takes inspiration from sources as varied 
as China’s imperial heritage, European architecture, and the 
botanical world; she has been sought for commissions by 
celebrities, royalty, and the Olympics. 

Published in association with the Fine Arts Museums of San Francisco
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Mood of the Moment
Gaby Aghion and Chloe
Edited by Choghakate Kazarian

With essays by Alexis Romano, Camille Kovalevsky, and Kristina 
Parsons

An exploration of fashion designer Gaby Aghion’s life, 
career, and legacy at the French fashion house Chloé.

As imagined by the company’s founder, Gaby Aghion 
(1921–2014), the sophisticated, romantic, and glamorous 
designs of Chloé have captured the energy and aspirations 
of generations of women since Aghion designed her first 
collection in 1952. This sumptuously illustrated book 
centers Chloé and Aghion within the cultural arena and 
crystallizes a major transition in the postwar Parisian 
fashion industry, from haute couture to prêt‑à‑porter. 
Aghion defined Chloé as a brand of luxury ready‑to‑wear 
clothing combining high‑end materials and savoir faire with 
light shapes for active women. Aghion, an Egyptian Jew 
in Paris, brought a fresh, outsider perspective to French 
fashion.

Published in association with the Jewish Museum, New York
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7.28 New Romantics, 
Newcastle upon Tyne, 
1980s 
Photograph by Homer 
Sykes (b. 1949) 

The New Romantic style of 
the early 1980s was a youth 
culture strongly influenced by 
Punk, but more commercial 
in form. 
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the seventeenth century, legs were considered to be an 
important attribute for men, but not for women. Until 
the twentieth century women ‘had no legs’ as they were 
hidden under long and heavy skirts. Men instead proudly 
showed their legs by wearing hose and padded jackets, 
or pourpoint, which emphasised their broad chests and 
narrow waists (fig. 1.11).8

Why was it men rather than women who benefited 
most from such ‘differentiation’? Some historians have 
indicated the importance of armour. The knight’s armour 
encapsulated manly virtue on the battlefield, distinguish-
ing the man of honour from the man of faith (clerics) and 
above all from the simple peasant who worked the land. 
However, it was impossible to wear any form of armour 
with long clothing or robes. It therefore became neces-
sary to wear padded garments to protect, in particular, 
the chest. And so the pourpoint was invented: a padded 
jacket that was initially worn under armour but by the 
1330s was already being worn as outerwear.9

The differentiation of men’s and women’s wear is 
also believed to have been the first step towards a gen-
eral sartorial dynamism for both genders. As the two 
genders diverged aesthetically, small material details 
started to change: garment lengths got longer or shorter 
from one year to the next, and colours came increasing-
ly to distinguish what was fashionable from what was 
not. However, the extent of change in medieval ‘fashion’ 
should not be exaggerated. It was slow and interested 
only a minority in society. The pourpoint was a garment 
worn only by members of the elite and therefore instanc-
es of this ‘first wave of fashion’ can only be ascribed to 
the restricted space of late medieval European courts. 
Some historians have traced the appearance of fashion 
specifically to the fourteenth-century courts of Bour-
gogne and Provence, where the first seeds of a ‘renais-
sance’ in European society manifested themselves.

Such a hypothesis on the birth of fashion has been 
the subject of intense debate, with historians disagree-
ing as to whether gendered changes in courtly environ-
ments can fully explain fashion and whether the transi-
tion was sudden or gradual. An illuminated manuscript, 
dating from the 1460s, shows the Holy Roman Emperor 
Sigismund of Luxembourg (r. 1433–7) arriving in Siena 
(fig. 1.12). Whilst it illustrates the gender differentiation 
between noblewomen with long trains and courtiers 
wearing pourpoints, it also shows how royal imagery 
was still represented by traditional long robes. Certainly, 
fashion acquired in this period two key attributes that 
came to define it over the centuries. First, fashion was 
not ‘for everyone’. Historian Timothy Brook underlines 
how fashion is based on ‘the principle of constant dis-
appointment and failure’ according to which ‘fashion dis-
criminates between the elite and the mediocre and most 
people must fail to make the grade’.10 Fashion would not 
be so if everyone could be fashionable. It is a process 
that must be exclusive: whilst it claims to embrace the 
majority, only a minority can achieve it. Second, and as 

a consequence, the pursuit of fashion is an expensive 
activity. Much more than in the present, medieval fashion 
implied substantial financial outlays. Werner Sombart, 
in his Luxus und Kapitalismus, published more than a 
century ago, conceived of medieval fashion as a form of 
luxury. For him luxury was an exercise not just in spend-
ing, but also in appearance, a fight against inevitable 
death by means of money and time – a fitting analysis 
of today’s obsession with fame, wealth and cosmetic 
surgery. Medieval and early modern commentators 
were perplexed by fashion and often contrasted the 
transient pleasure found in luxury consumption with 
the longer-term decadence of the body and ultimate 
death. In Young Man Meets Death (fig. 1.13), a fashion-
able youth is confronted by Death’s naked and slowly 
decaying body.11 It is a comment on the fact that fashion 
became a way to fight against time, to elude the finite 
span imposed by nature. 

According to Sombart, it was during the Middle 
Ages that the association between fashion, beauty and 
the healthy appeal of youth was first acknowledged. 
Fashion’s intimate relationship with luxury made it some-
thing that only the few could afford. Yet dress historians 

1.9 Knitted ‘sugar-loaf’ hat, c.1600–50 
Natural greyish-brown coarse wool 
National Museum of Denmark

This ‘sugar-loaf’ hat, excavated from one of the old city moats of 
Copenhagen, is a rare example of the type of head covering worn 
by commoners in the sixteenth and seventeenth centuries. 

1.10 Youth’s brown leather jerkin, c.1550–1600 
Museum of London

Practical leather garments, such as this late Tudor jerkin,  
could be beautifully decorated by slashing or pinking the  
leather to create a zig-zag pattern.   

1.11 ‘Courtiers in a Rose Garden’, c.1440–50 (detail) 
South Netherlands, one of a series of tapestries  
Wool warp with wool, silk and metallic weft yarns;  
314.3 x 247.7 cm  
The Metropolitan Museum, New York

This sumptuous late medieval tapestry shows the gender 
differentiation between men’s and women’s clothing.  
Whilst women continued to wear long dresses, men wore  
snug-fitting pourpoints, hip-length quilted doublets with  
stockings beneath, which emphasised the chest – an image  
of strength and masculinity.

The Origins of Fashion

ing, were added; in 1886 the first label appeared, ‘Levi’s’ 
with two horses (initially this was made of leather but in 
1955 it was replaced by a cardboard version as it was 
more easily washable). The dungarees version was invent-
ed by rival company Wrangler in 1905, and the application 
of the zipper was added by the Lee brand in 1926.14 

It was only in the 1930s that jeans became one of 
the most used garments by young Americans. Jeans 
were a cheap alternative to wool or flannel trousers, 
especially in the years following the economic crash of 
1929. During the Second World War, jeans were worn by 
US soldiers when they were not in uniform, thus consol-
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idating the idea that they were an all-American product. 
The same can be said of the T-shirt, invented as under-
wear but used by the US Army as outerwear. In the case 
of both jeans and the T-shirt, their use by US forces has 
allowed them to acquire masculine connotations that 
have in turn made them acceptable to civilians, not just 
in the United States but worldwide (fig. 7.16). 

From the 1950s, jeans, together with Coca-Cola, 
Hollywood films, rock music and hair wax, have con-
quered young customers. This new vision of youth was 
presented in films such as The Wild One (1953) with 
Marlon Brando, and East of Eden (1954) and Rebel with-

7.17 Film still from The Giant, starring 
James Dean, 1956 

James Dean wears jeans and a shirt 
open to the waist in a scene from the 
1956 film The Giant, director George 
Stevens’s epic Western. 

7.18 Advertisement for ‘Puritan’, men’s 
casual clothing brand, 1965 
Author’s collection 

The United States marketed informal 
wear, such as these Puritan polo shirts, 
often produced with synthetic fibres,  
for the wider masses. 

YALE UNIVERSITY PRESS -  FASHION 202426

240 colour + b/w illus. 

289pp.   256x192mm. 

HC - Paper over Board    ISBN  9780300218848 

07 April 2020    £35.00 / €40.00 / $45.00 

Back in Fashion
Western Fashion from the Middle 
Ages to the Present
Giorgio Riello

An engaging survey from the Middle Ages to the 
present, presenting fashion as a complex process that 
reflects economic, social, and political changes

This engaging volume tells the history of Western fashion, 
exploring how and why it has influenced people’s attitudes, 
actions, and beliefs since the Middle Ages. Back in Fashion 
focuses on themes specific to particular periods—such as 
the significance of medieval sumptuary laws that limited 
expenditure on clothing; the use of black in early modern 
Europe; the role of sports on clothing in contemporary 
times; and the rise of luxury in the new millennium. Author 
Giorgio Riello investigates how fashion has shaped and 
continues to characterize Western societies, impacting 
the lives of millions of people and their relationship to the 
economy and politics.
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Fashion in the  
Middle Ages
Margaret Scott

Explore medieval fashions through illuminated 
manuscripts—from the luxurious garments worn by 
royalty to the modest clothes of the peasantry.

From the costly velvets and furs worn by kings to the 
undyed wools and rough linens of the peasantry, the 
clothing worn by the various classes in the Middle Ages 
played an integral role in medieval society. In addition to 
providing clues to status, profession, and/or geographic 
origin, textiles were a crucial element in the economies of 
many countries and cities.

Much of what is known about medieval fashion is gleaned 
from the pages of manuscripts, which serve as a rich source 
of imagery. This volume provides a detailed look at both 
the actual fabrics and composition of medieval clothing 
as well as the period’s attitude toward fashion through an 
exploration of illuminated manuscripts in the collection 
of the J. Paul Getty Museum. The last portion of the book 
is dedicated to the depiction of clothing in biblical times 
and the ancient world as seen through a medieval lens. 
Throughout, excerpts from literary sources of the period 
help shed light on the perceived role and function of 
fashion in daily life.
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Crown Prince Frederik was particularly enamoured with 
uniforms and wore them almost all the time. There were 
very few civilian clothes in his wardrobe when he died. This  
official portrait seems to be the last one showing him in  
civilian clothes. His copper-colored suit – coat, waistcoat, 
and breeches – is made of a heavy, matte silk fabric. The 
buttons are all covered with the same silk. He is shown here 
studying a map of Norway, perhaps pointing to the coastal 
city of Egersund. He sent the portrait to the Royal Norwe-
gian Society of Sciences and Letters in Trondheim after he 
visited in 1787, just as the army there was about to mobilize 
against Sweden, who had attacked Russia at the Finnish 
border and were nearing Norway.1

Upbringing
Christian VII’s initial enthusiasm for his marriage faded 
quickly, and he lost interest in his young bride. It took  
considerable persuasion to convince him that it was im-
portant both for the realm and for his reputation that they 
have children. Their son Crown Prince Frederik was born 
at Christiansborg Palace on Thursday, January 28, 1768: 
“About 25 minutes before 11 it pleased the Lord that Her 
Majesty Queen Caroline Matilda was delivered of a Crown 
Prince,” as the official announcement described the birth 

the same day.2 The Crown Prince was baptized on Saturday, 
January 30. Christian VII showed little interest in his son, 
his upbringing, or his schooling, although the Crown Prince 
always endeavored to show respect for his unpredictable 
and difficult father, who was in reality mentally ill.

Apparently, the Crown Prince had begun to walk when 
he was one, because for his birthday he was given a mag-
nificent, padded pudding hat to protect his head and face. 
While sumptuary laws prohibited others from using dia-
monds, pearls, or gemstones – real or fake – his hat was cov-
ered with diamonds and decorated with a costly aigrette 
(jeweled hat ornament with egret feathers). There were 422 
diamonds, 28 11/16 carats in all, with a single large diamond 
at the top. The hat was made by court jeweler Jean-François 
Fistaine, whose bill from February 1, 1769, in the Royal  
Archives describes the order. It cost 2,621 rigsdaler; for 
comparison, this was more than 35 times the annual wages 
of the King’s physician Johan Friedrich Struensee when  
he was a medical officer in Altona.3 Struensee had accom-
panied Christian VII on his Grand Tour in 1768 and became 
his court physician when they returned to Copenhagen.  
He gained increasing power at court, and not just because 
of the King’s illness. He also took charge of the Crown 
Prince’s upbringing, and within the year the child was  
subjected to a more practical, simple, and perhaps even  
demeaning upbringing. After Struensee gained power, the 

Frederik VI

f r e d e r i k  v i

1768–1839
1784 Crown Prince Regent
1808 King
1815 anointed

pa r e n t s

Christian VII and Queen  
Caroline Matilda

m a r r i e d

1790 Princess Marie  
Sophie Frederikke  
of Hesse-Kassel

c h i l d r e n

Princesses Caroline and  
Vilhelmine

f i g .   1  Jens Juel: Crown Prince Regent Frederik (VI), 1788–1789. Oil on canvas, 127.5× 98 cm. Royal Norwegian Society of Sciences  
and Letters’ Collections, Trondheim, Norway. Photo: Åge Hojem.

What appear to be short trunk hose are 
actually a short, wrap-around skirt made  
of the same fabrics and decoration. The 
waistband has bunches of ribbon loops and  
12 hooks to fasten to tabs inside the doublet. 
The silver fabric is attached in deep pleats  
to give the illusion of petticoat breeches and 
decorated at the hem with smaller bunches  
of ribbon loops. It would have been worn  
over knee-length breeches and long under 
hose. The gloves are made of white glacé 
leather, and the stitching from the finger 
seams continues up on the back of the hand, 
formed as pintucks, called points or dents 
(French for “teeth”). The cuffs are deco - 
rated with the same wide silver lace. 

A pair of garters were also part of the  
robes but have not been saved. One probably 
removed the left garter during the ceremony 
in which the official blue velvet, gold, and 
diamond-studded Garter was fastened to  
the leg. The red velvet sword belt was worn 
with a special rapier for the order. Its velvet 

matched the now missing surcoat and 
hood, with gilt buckles and fittings, lined 
with white taffeta. The holes in the buckles 
are made in a unique way. The black hat 
originally had a large plume of white  
ostrich feathers, but these have since  
disappeared.

Frederik VI’s investiture ceremony,  
including receiving the robes, putting  
them on, and receiving the insignia, was 
not described, and it is not known when it 
might have taken place. It is possible that 
he never wore the entire ensemble. The 
Garter itself and the insignia The George, 
The Lesser George, the collar, and the 
breast star were returned to England  
according to the rules on March 18, 1840, 
as detailed in Rosenborg’s correspondence 
records. The mantle and robes were exhib-
ited from the time they arrived at Rosen-
borg in 1840, bringing the museum’s  
exhibitions completely up to date. 
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FIG. 30

FIG. 31

hussar full dress  
uniform, m/1848

fig. 53 The Hussar full dress uniform  
with fur-trimmed pelisse worn on the left 
shoulder.
fig. 54 The uniform with the cartridge  
bag’s strap over the chest, sword belt with 

saber, and sabretache.
fig. 55 The back of the dolman is also 

elaborately decorated. The red cartridge 
bag is worn on a wide silver strap.
fig. 56 The King’s saber and  
sabretache (saber bag) with  
Frederik VII’s crowned monogram.
fig. 57 Unidentified photographer: 
Frederik VII, from Fr. Engelbrecht:  
Gardehusarregimentets 150 Aars  
Jubilæum, Copenhagen 1912.

Frederik VII was the first Danish 
king to be photographed. This image, 

which has been heavily retouched,  
can be dated at the earliest to 1848,  

as the King is wearing general’s stars  
on his sleeves, and he did not wear these  

until after his father’s death. He is photo-
graphed standing in front of drapery, a  

typical studio arrangement at the time. One  
of his favorite hats is on the table at his side,  
the fur-trimmed colback with a velvet top,  
a gold tassel, and a white heron feather  
spike (see p. 462).
fig. 58 The uniform’s pelisse of red  
broadcloth trimmed with lamb fur.
fig. 59 P.C. Klæstrup: Frederik VII in 1863, 
1877. Watercolor, 15.5 × 23 cm. H.M.  
The Queen’s Reference Library, Royal  
Collections. 

Frederik VII was not anointed like his  
predecessors, but is shown here during the 
most majestic ceremony of his reign. He  
is receiving the Greek delegation officially 
requesting that Prince Vilhelm, son of the 
future King Christian IX and Queen Louise, 
might become their new king. Fred erik VII’s 
short, impromptu, and kind speech to the 
Prince is one of his most remembered and 
quoted. Prince Vilhelm ascended the Greek 
throne in October the same year, as George I 
of Greece. Frederik VII wore his Hussar full 
dress uniform, standing under the royal  
canopy in Christiansborg Palace’s Throne 

Room, which was fitted out for the occasion 
as if it were an anointing. Christian V’s 
anointing mantle is draped over the throne 
and guarded by Rosenborg’s silver lions on 
the coronation carpet.

■  Frederik was particularly fond of this  
extravagant, colorful uniform, which he  
often wore. It is model M/1848, with his own 
modifications. The dolman (tunic) is cut  
longer, which he found more flattering than 
the official waist-length version. The fur-
trimmed pelisse, normally worn on the  
left shoulder, was meant to have the same 
amount of braid trimming as the dolman,  
but the King added even more. 

The uniform consists of the red, fur-
trimmed pelisse, the blue uniform dolman 
and lighter blue trousers, a cartridge bag, 
sword belt, barrel sash, and sabretache.  
A shako, a cap, and a garrison cap were also 
part of the uniform. The King was especially 
fond of the colback, or busby, a fur-trimmed 
cap, which he wore with a heron plume (see 
p. 462). It was only officially used for a short 
time and apparently only by the King. This  
is still one of the most lavish uniforms in the 
Danish military, with many meters of silver 
braid and thick silver cords stitched in beauti-
ful, swirling patterns. 

When the Swedish King Oscar I visited 
Frederiksborg Castle incognito in the first 
weeks of the First Schleswig War on July 7, 
1848, Frederik VII wore his Danish Hussar 
uniform for the first time, “which was quite 
flattering on him,” it was noted.82 Contem-
porary reports in the newspaper Illustreret  
Tidende noted that the King wore his Hussar 
uniform at the inauguration of the St. John 
Church at Nørrebro in 1861, when he received 
delegations offering birthday wishes in the 
Throne Room at Christiansborg Palace the 
same year, and again when he received the 
Swedish King Carl XV in July 1862. He also 
wore this uniform on the solemn occasion 
when a Greek delegation requested that  
Vilhelm, Prince Christian’s (IX) son, become 
the new king of Greece (as George I, who 
reigned  from 1863 until his assassination in 
1913, shortly before his 50th anniversary as 
king). The uniform was exhibited at Rosen-
borg Castle shortly after Frederik VII’s death 
and for at least the following hundred years.

rosenborg 31B.9, 31J.16 
materials Dolman (tunic): medium  
blue broadcloth, silver braids, lining of red 
silk taffeta. Trousers: same blue cloth, silver 
galloons, bone buttons. Lined with linen at 
the top, with chamois in the seat. Pelisse:  

red broadcloth; edged with black lamb fur; 
lined with black silk. Cartridge bag and strap: 
red broadcloth with silver monogram; leather 
strap lined with red broadcloth, covered on 
the front with a wide silver galloon; silver 
buckle and fittings. Sword belt: red leather, 
silver galloon. Sabretache: medium blue 
broadcloth over leather; monogram embroi-
dered in silver; silver galloon. Barrel sash:  
red cords of silk and silver. Sword: wide, 
straight blade of steel.
measurements Dolman: 65 cm long. 
Trousers: 112 cm long, adjustable waist,  
maximum 132 cm. Pelisse: 63 cm long, bot-
tom edge 185 cm. Cartridge bag: 14 × 10 cm. 
Sword belt: 2.2 cm wide, waist ca. 140 cm. 
Sabretache: 32 × 29 cm. Barrel sash: waist  
ca. 120 cm. Sword: 96.2 cm long.
cut Dolman: long skirts; fastens at front 
with five hidden, round silver buttons and  
22 that are visible. Two have been removed, 
making room for the sword belt. Diagonal 
pockets in the fronts; two inside pockets. 
Three embroidered gold stars on each sleeve. 
Heavily padded and quilted on the fronts and 
sides. Loops for orders, partly of yellowish silk 
thread, others of braided silver threads. Coarse 
cotton thread in the inside of the neck for hang-
ing. The skirt is cut in a single piece but is 
arranged to look as if there are slits. 
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FIG. 54 FIG. 55
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Ten Kings’ Clothes
Royal Danish Dress, 1596–1863
Katia Johansen

Foreword by Her Majesty Queen Margrethe II of Denmark

A richly illustrated glimpse into the magnificent 
collection of seventeenth‑century men’s dress from 
the Danish kings’ wardrobes.

Ten Kings’ Clothes: Royal Danish Dress, 1596–1863 presents 
the unparalleled collection of seventeenth‑century male 
dress, belonging to the Danish kings from Christian IV 
to Frederik VII. The incomparable research showcases the 
collection of each monarch, put into context against 
the backdrop of pivotal moments in Danish history, the 
networks of supply, and the production and circulation of 
luxury goods. Richly illustrated with portraits, prints, and 
the stunning garments, extended entries and hand‑drafted 
patterns allow a detailed and technical appreciation of each 
item. The historical garments tell the story not only of the 
kings’ coronations and weddings but also of everyday life at 
court, including the contributions of tailors, embroiderers, 
valets, portrait artists, castle stewards, and laundresses. 
The book also includes a foreword written by Her Majesty 
Queen Margrethe II of Denmark.

Published in association with Aarhus University Press
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Cloth that Changed 
the World
The Art and Fashion of Indian 
Chintz
Edited by Sarah Fee

With contributions by Ruth Barnes, Sven Beckert, Steven J. 
Cohen, Rosemary Crill, Deepali Dewan, Max Dionisio, Eiluned 
Edwards, Sylvia Houghteling, Maria João Ferreira, Peter 
Lee, Hanna E. H. Martinsen, Deborah Metsger, Alexandra 
Palmer, Divia Patel, Renuka Reddy, Giorgio Riello, Rajarshi 
Sengupta, João Teles e Cunha, and Philip A. Sykas

The story of India’s exuberantly colored textiles that 
made their mark on design, technology, and trade 
around the world

Chintz, a type of multicolored printed or painted cotton 
cloth, originated in India yet exerted influence far beyond 
its home shores: it became a driving force of the spice trade 
in the East Indies, and it attracted European merchants, 
who by the 17th century were importing millions of pieces. 
In the 18th century, Indian chintz became so coveted 
globally that Europeans attempted to imitate its uniquely 
vibrant dyes and design—a quest that eventually sparked 
the mechanical and business innovations that ushered in 
the Industrial Revolution, with its far‑reaching societal 
impacts.

Distributed for the Royal Ontario Museum
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Guo Pei:  
Couture Fantasy
A Coloring Book
Legion of Honor

Explore the stunning couture sketches of designer 
Guo Pei through this engaging coloring book

“My whole design is from my thought and consciousness, in a 
process of philosophical thinking.… I consider every detail or 
image when I design.” – Guo Pei

Hailed as China’s first couturier, Guo Pei is renowned 
for her extraordinary designs distinguished by exquisite 
craftsmanship, lavish embroidery, and unconventional 
dressmaking techniques. The designer’s sketches serve 
as the foundation for her finished creations, beginning 
as simple outlines brought to life with gradual additions 
of ornamentation. This unique coloring book invites 
aspiring fashion designers to collaborate directly with 
Guo Pei’s design process, offering approximately 50 pages 
of previously unpublished sketches encompassing over a 
dozen collections.

7

10

Draw and color your own fashion sketch here!
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Icons of Style
A Century of Fashion 
Photography
Paul Martineau

This fascinating book focuses on the production, 
marketing, and reception of one such set of  
religious illustrations, the art of Warner Sallman 
(1892-1968), whose 1940 Head of Christ has been 
reproduced an estimated five hundred million times.

In 1911 the French publisher Lucien Vogel challenged 
Edward Steichen to create the first artistic, rather than 
merely documentary, fashion photographs, a moment that 
is now considered to be a turning point in the history of 
fashion photography. 

As fashion changed over the next century, so did the 
photography of fashion. Steichen’s modernist approach 
was forthright and visually arresting. In the 1930s the 
photographer Martin Munkácsi pioneered a gritty, 
photojournalistic style. In the 1960s Richard Avedon 
encouraged his models to express their personalities by 
smiling and laughing, which had often been discouraged 
previously. Helmut Newton brought an explosion of 
sexuality into fashion images and turned the tables on 
traditional gender stereotypes in the 1970s, and in the 
1980s Bruce Weber and Herb Ritts made male sexuality an 
important part of fashion photography. Today, following 
the integration of digital technology, teams like Inez & 
Vinoodh and Mert & Marcus are reshaping our notion 
of what is acceptable—not just aesthetically but also 
technically and conceptually—in a fashion photograph.



nostalgia | 4

–
nostalgia

–
A wistful or sentimental yearning  

for a return to or the return of some real  
or romanticized period of the past

For his autumn/winter 1982–83 collection, Ralph Lauren referenced American folk art  
and crafts. Nineteenth-century needlework samplers, which often featured the letters of 

the alphabet and the motif of the home, inspired the design of this hand-knit sweater. 
Lauren’s use of antique patchwork quilts to construct the accompanying skirt reflects  
his appreciation for handwork. Speaking to a journalist in 1982, Lauren said, “Folk art,  

for me, represents the integrity that is America.”

Ralph Lauren (American, born 1939)

ensemble, autumn/winter 1982−83

Sweater of polychrome wool intarsia knit;  

skirt of patchwork quilted, polychrome printed cotton plain weave;  

blouse of white linen plain weave and cotton lace

xx xixi

The following sections reveal the broad spectrum of senti-
ments conveyed by American fashion and the expressive 
power of American design—past and present. To reflect 
fashion’s continuing and fundamental commitment to 
sustainable practices, Lexicon ends with the sentiment 
Reverence and includes the work of designers who place 
ethical processes at the center of their creativity. Most  
of the pieces are one-of-a-kind, customized garments 
made from deadstock fabric or recycled and repurposed 
clothing. One design by Miguel Adrover, associated with 
the word “Authenticity,” is made from a vintage Burberry 
trench coat that has been turned inside out and dressed 
back to front. Another design, by Sophie Andes-Gascon 
and Claire McKinney for their label sc103, consists of 
interlocking strips of deadstock leather. Its affinity with 
the emotion Gratitude is a nod to the influence of Susan 
Cianciolo, an early exponent of upcycling and recycling 
who taught Andes-Gascon and McKinney at the Pratt 
Institute in New York and whose work is also featured in 
this section under the word “Permanence.”

The curators selected the term specific to each garment 
by considering several criteria, including interviews with 
the designers or reviews of their collections. Sometimes 
the words reflect our own personal opinions or emotional 
responses to the fashions. While curators usually strive 
for a certain level of objectivity in their endeavors, we felt 
justified on this occasion to indulge in such a subjective 
exercise given that our aim was to arrive at a modern voca -
bulary of American fashion based on its expressive qualities. 
Fashion is so familiar, so accessible, and so ubiquitous  
to our experience that it is open to a wide range of inter-
pretations. Indeed, since its power lies in its complete 
integration in our lives, fashion inspires confidence in the 
essential aptness of our judgments. It is our hope, there-
fore, that visitors to the exhibition and readers of this 
catalogue engage with and reflect upon their own emo-
tional reactions to the garments, facilitating an expanded 
vocabulary—or lexicon, if you will—of the defining qualities 
of American fashion that fully encompasses its vitality, 
diversity, richness, and complexity.

for both the design and organization of the exhibition and the 
catalogue. In the exhibition, single garments were enclosed 
within fabric-wrapped cases—like three-dimensional quilt 
squares. Here, they are likewise presented individually 
and shown alongside details that highlight key design 
elements. Dating from the 1940s to the present, garments 
are organ ized into twelve categories that explore defining 
emotional qualities of American fashion, including: Nos-
talgia, Be  longing, Exuberance, Joy, Sweetness, Fellow  ship, 
Optimism, Strength, Desire, Spontaneity, Comfort, and 
Reverence. Within each of these sections, individual cos-
tumes reflect various expressions of these sentiments, and 
the accompanying text enriches the connection between 
the garment and the word chosen to represent it. While 
each of these words is distinct to the associated design, 
as a whole, they are stitched together through their emo-
tional resonance, resulting in a richly textured quilt of 
American fashion that is as diverse as the nation itself.

Lexicon begins with a section anchored by the sentiment 
Nostalgia, which presents a series of patchworked garments 
that reflect connections to the past through their use of— 
and reference to—antique textiles, garments, and craft 
traditions. United by their patchwork composition, these 
fashions underscore the central metaphor of the quilt. The 
term “Nostalgia” is itself highlighted through an ensemble 
by Ralph Lauren from his autumn/winter 1982–83 collection 
comprising a skirt made from an antique quilt paired with a 
sweater inspired by nineteenth-century needlework samplers 
depicting a house and letters of the alphabet. Other designs 
include an ensemble by Tristan Detwiler for his label Stan 
constructed from a late nineteenth-century one-patch 
pattern quilt and a jacket by Emily Adams Bode composed 
of a crazy-pattern quilt, characterized by the haphazard 
arrangement of fabric patches in various shapes and 
sizes. The word “Togetherness ” was chosen to represent 
Detwiler’s ensemble, reflecting the camaraderie of the 
quilting circle that he belongs to and that influenced his 
collection. “Sen  timentality” is used to describe Bode’s 
design, as her use of vintage fabrics is intended to evoke 
a sense of connection to—and longing for—the past. 

Installation view, In America: A Lexicon of Fashion,
The Metropolitan Museum of Art,  
September 18, 2021–September 5, 2022

reverence | 236

–
renewal

–
The quality or state of being renewed

Johnson Hartig’s designs for Libertine typically feature elaborate prints and embroideries 
that cite popular culture and art historical references. Due to necessity and an appreciation 

of punk’s do-it-yourself aesthetic, his earliest designs included applied decoration on 
used and vintage garments. Hartig customized this tailcoat with heat-applied rhinestones 
in the shape of a skull. It was bought by Karl Lagerfeld, who—fearful of death—veiled the 

image with a tulle overlay embroidered by the House of Lesage.

Libertine (American, founded 2001)

Johnson Hartig (American, born 1970)

coat, 2004

Gray wool gabardine appliquéd with silk tulle and embroidered  

with black and clear crystals, beads, and sequins

YALE UNIVERSITY PRESS -  FASHION 202432

236 colour illus. 

272pp.   318x235mm. 

Hardcover    ISBN  9781588397348 

03 May 2022    £35.00 / €40.00 / $50.00 

In America
A Lexicon of Fashion
Andrew Bolton and Amanda Garfinkel

With Jessica Regan and Stephanie Kramer; Photographs by 
Anna‑Marie Kellen

Articulating eight decades of American style through 
the emotive language of clothing—from celebrated 
designers that established the modern legacy of 
sportswear to emerging creatives shaping the future 
of fashion in the United States

This new presentation of American fashion features a 
revised vocabulary that emphasizes its expressive qualities. 
Stunning new photography showcases over 100 garments 
from the 1940s to the present that offer a timely new 
perspective on the diverse and multifaceted nature of 
American fashion. The catalogue features works that display 
qualities such as belonging, comfort, desire, exuberance, 
fellowship, joy, nostalgia, optimism, reverence, spontaneity, 
strength, and sweetness by designers, from the pioneers 
who established the nation’s style to the up‑and‑coming 
creatives shaping its future.

Published by The Metropolitan Museum of Art/Distributed by Yale 
University Press
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Fashion and Politics
Edited by Djurdja Bartlett

With contributions by Serkan Delice, Rhonda Garelick, Erica de 
Greef, Jin Li Lim, Gabi Scardi, Tony Sullivan, Carol Tulloch, Jane 
Tynan, and Barbara Vinken

A timely and splendidly illustrated global exploration 
of the complex intersections of fashion and politics 
from the mid‑19th century to the present day

Taking a multifaceted look at a topic of widespread 
fascination, this pioneering book presents new research 
on the intersection of fashion and politics through 
incisive essays by the field’s leading voices, including 
both renowned and emerging fashion scholars. The texts 
unpack fashion between the mid‑19th century and today 
as expressions of nationalism, terrorism, surveillance, and 
individualism, as well as a symbol of capitalism.

The first section explores the political potential of fashion 
despite its immutable status as a commodity. The second 
section offers a historical account of the political nature 
of dress, such as the fashion of dissent within Mao’s 
Cultural Revolution and the Black Panther movement. 
The ways bodies are defined by dress—the entanglement 
of oppression and expression—is the theme of the third 
section. A fourth and final section explores contemporary 
issues in the practice and theory of dress, from the 
processes of decolonizing museum collections to the 
recent sartorial styles of Europe’s political Left. The book’s 
incisive and beautifully illustrated essays provide a timely 
investigation of an underdeveloped topic through a variety 
of historical and current formats, including public and 
personal archives, fashion magazines, political newspapers, 
museum displays, art, and social media.
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Zandra Rhodes
50 Fabulous Years in Fashion
Edited by Dennis Nothdruft 

With Zandra Rhodes; Preface by Iris Apfel

Celebrating decades of achievement by one of the 
foremost names in British fashion, whose vitality and 
influence continue to shine

Zandra Rhodes provides a luscious documentary of this 
leading British designer, spanning her 50‑year career in 
fashion and textile design. The book showcases not only 
Rhodes’s work but also her vivid personality and creative 
energy. Both a fashion trailblazer and a consummate textile 
designer, she has influenced the work of contemporary 
labels such as Mary Katrantzou and Alice Temperley. The 
book honors the centrality of textile design in Rhodes’s 
work, while exploring the versatility of her imagination 
throughout her long career; contributors include Pierpaolo 
Piccioli (creative director of Valentino), Suzy Menkes 
(editor of Vogue International), and celebrated fashion 
designers Anna Sui and Rajeev Sethi. It also commemorates 
the 50th anniversary of the house of Zandra Rhodes, a 
British‑owned and ‑made brand, and Rhodes’s successful 
establishment of the Fashion and Textile Museum in 
London.

Published in association with the Fashion and Textile Museum, London
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Opposite above right
4. Isaac Oliver, Portrait of a Lady 
Masqued as Flora, c.1605.
Miniature, pigment on vellum,  
5.3 x 4.1cm
Rijksmuseum, Amsterdam
The English court of James I enjoyed 
lavish masqued entertainments, 
often with allegorical and Classical 
subjects. Here, a fashionable woman 
is costumed as Flora, with roses 
in her hair. 
Artokoloro Quint Lox Limited/ 
Alamy Stock Photo 

Opposite below right
5. Alexander Roslin, 
Flora of the Opera, c.1750.
Oil on canvas, 91.5 x 72.5cm
Musée des beaux-arts de Bordeaux
Roslin was a society portrait painter, 
noted for his fine depiction of 
fashionable dress and jewellery. 
His Rococo-style Flora wears a flower 
wreath, armlet and holds a garland in 
which roses feature prominently.
© Mairie de Bordeaux, Musée des 
beaux-arts

Right
6. V Buso, ‘Rose’ shoe, USA, c.1960.
Suede and metal
The Museum at FIT, New York
This gorgeous shoe might be 
interpreted within the contexts of 
Surrealism’s preoccupations: the 
illusion of nature, displacement and 
improbability (a rose supports 
a person).
The Museum at FIT, P90.78.2. 
Museum purchase

Bottom right
8. Jeff Bark, Comme des Garçons, 
‘Roses and Blood’ collection, 
Dazed magazine, spring 2015. 
Stylist Robbie Spencer has placed 
petals in model Molly Blair’s open 
mouth, symbolising uncontrollable 
passion or sublime suffocation by roses.
Courtesy of Jeff Bark

Bottom left
7. Rosa ‘Christian Dior’, a double 
hybrid tea rose introduced by 
Meilland, 1958.
Christian Dior was mid-twentieth-
century fashion’s floriculturist. 
Although the haute couturier’s 
signature flower was lily of the 
valley, he adored and grew roses; 
this fragrant double hybrid tea rose 
was named after him following his 
premature death.
Yellow Cat/Shutterstock.com
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The Rose in Fashion
Ravishing
Amy de la Haye

An exploration of how the rose—the most ravishingly 
beautiful and symbolic of flowers—has inspired 
fashion over hundreds of years?

The Rose in Fashion: Ravishing is a fascinating exploration 
of how the rose has inspired the way we look, dress, feel, 
and fantasize. It foregrounds innovative, refined, and 
challenging fashion design from elite 18th‑century woven 
silks to the latest gender‑neutral catwalk trends and 
Alexander McQueen rose dresses. Drawing upon fashion 
clothing, everyday dress, millinery, fine jewelry, perfume, 
and artificial and fresh roses, multiple expert contributors 
make reference to love, beauty, sex, sin, gendered identities, 
rites of passage, transgression, degradation, and death. This 
sumptuously illustrated book also includes a contribution 
and stunning images of roses by visionary photographer 
Nick Knight. Wild yet cultivated, savage yet delicate, this 
flower has remained an enduring symbol perhaps due to its 
versatility and the dichotomies it represents.

Published in association with The Museum at the Fashion Institute of 
Technology, New York
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PART I

THE EVOLUTION 
AND SIGNIFICANCE 
OF STUART STYLE

T HE STUART MONARCHS FROM JAMES VI and I to James VII 
and II are at the heart of Stuart Style. Their shared belief in 
their right to rule Scotland, England and Ireland meant that 

amongst the elite, court style, became national style in the three 
kingdoms. This was not to say that their style was not challenged 
on occasion – rather that the Stuarts set a benchmark against which 
others aligned themselves or not as it suited them. Practically, in spite 
of periods of civil war, exile and the relocation of the Stuart court, the 
clothing of these five men is surprisingly well documented in words, 
and images, if not in surviving garments. So, this opening section of 
Stuart Style sets the groundwork by evaluating the evolution of men’s 
clothes from 1566 to 1701 through the wardrobes of three generations 
of Stuarts. By choosing to write each man’s clothing biography, there 
is inevitably some overlap in terms of chronology, but this offers 
the reader scope for comparison and analysis. For instance, all five 
experienced childhood and youth and the chapters demonstrate 
that the types of clothing worn by infants and young boys remained 
quite stable on the one hand, while also revealing how sons, once 
breeched, experienced the adult fashions favoured by their fathers 
with varying degrees of enthusiasm.

57JAMES VI AND I (1566-1625)STUART STYLE56

embroidered, while his black velvet cloak was trimmed with lace 
right up to the shoulders, and lined with sables’.   

When Paul van Somer painted the king in c. 1620 
James wore a suit of white satin, doublet with fitted 
sleeves, slight peasecod front, small skirts and short 
points, full, knee length breeches with slashing 
and pinking; shoes with a ribbon bow, and fairly 
flat shoes [Fig. 1.10]. In terms of style and cut it 
compares very well with a surviving suit from 
the period [Fig. 1.11]. Although the king looked 
much older when painted by Mytens in 1621, 
he was dressed in a similar white satin suit. 
This suggests that a pale suit was favoured 
with state robes but it also reflected James’ 
fondness for white, a colour often associated 
with the Stuarts. James also promoted blue as a 
fashionable colour – especially pale to mid-range 
bright blues – and he wore it for state occasions. 
For instance, the king selected a suit of ‘watchet 
satin laid with silver lace’ for his meeting on 
5 June 1619 with the duke of Lorraine [Fig. 
1.12]. While Sir John Holles complained that 
the Scots ‘filled every corner of the Court with 
theis beggarly blew caps’, he was wise enough 
not to pass comment on the king’s blue satin 
doublet. More importantly, fashionable younger 
men, like Nathaniel Bacon embraced Stuart blue so 
demonstrating their support for James [Fig. 1.13].

1.12 This blue doublet is 
decorated with lots of slashing, 
pinking and jeweled buttons, 
Nicholas Hilliard, James VI 
and I, c.1609-15, watercolour 
on vellum on card, 4.6 x 3.8 
cm, Royal Collection, RCIN 
420039

1.13 Bacon’s doublet is an 
excellent example of the 
style popular in the 1620s, 
Nathanial Bacon, Self portrait, 
c.1625, oil on canvas, 57.5 
x 44.5 cm, National Portrait 
Gallery, London, NPG 2142

1.10 The king’s formal robes 
contrast with his white suit, Paul 
van Somer, James VI and I, 
c.1620, oil on canvas, 226.1 
x 149.2 cm, Royal Collection, 
RCIN 404446

1.11 (opposite) Doublet and 
breeches of satin, slashed and 
laid over taffeta, of similar style 
and colour to those favoured by 
James, c.1618, V&A Museum, 
London, T.28&A-1938 © 
Victoria and Albert Museum, 
London
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Dava Moor, near Cromdale, Tarvie in Ross-shire, and 
Quintfall Hill, Caithness [Fig. I.2]. While Morer was 
unenthused, others saw bonnets as desirable and 
in 1617 the tailor William Orme stood trial for 
receiving stolen goods from Margaret Grey who 
took oats, meal, and ‘ane new blew bonnett’ 
from her employer. As a tailor Orme would 
have been well placed to sell on this bonnet to a 
willing buyer.

The value that was placed on propriety in clothing 
styles in the British Isles was evident from the repeated attempts 
made by the government to regulate what men wore. While James 
VI and I repealed the English laws regulating clothing in 1604, by 
1610 he accepted that it was still necessary to take ‘some politic order 
gainst excess of apparel’. He and his successors did so with varying 
degrees of success through a series of proclamations. In contrast, 

I.1 Clad all in scarlet, Seton is 
dressed in the height of French 
fashion, unknown artist, French 
school, George Seton, 7th 
Lord Seton, 1570, oil on panel, 
National Galleries of Scotland, 
NG 2274, Bequest of Sir 
Theophilus Biddolph 1948, 
received 1965

I.2 Not all bonnets were blue, 
as in the case of this dark 
green example, with a narrow 
headband decorated with red 
spots, which was recovered 
from a bog on Arnish Moor, 
Lewis, early 18th century, 
National Museum of Scotland, 
K.1997.1115.F

Another emerging theme is the Stuarts’ declining level of 
Scottishness from James VI and I in terms of their blood, their time 
spent on Scottish soil and their wider engagement with the Scots 
male elite, with the exception of James VII and II. However, while 
the Stuarts became more ‘British’ or more Anglicised, their courts 
still provided a draw for Scottish courtiers and craftsmen alike who 
helped shape the styles synonymous with the Stuart name. And 
the fashionable Scottish elite consistently presented themselves as 
the equals of their English, Irish or French counterparts, serving 
as representatives, of the absentee Stuart monarchs on home soil. 
However, before embarking on the clothing biographies, it is 
important to set the scene by asking which clothes were considered 
fashionable in early modern Scottish and English contexts, how 
clothes and fabrics were linked to national identity and consequently, 
how clothes were used, and abused, to promote national stereotypes. 

Fashionable dress, clothing regulations and  
the lowland Scottish male

In 1558 George Seton, 7th lord Seton (1531-86), attended the marriage 
of Mary queen of Scots to the dauphin of France, as the master of her 
household. Twelve years later he was painted in a sumptuous suit of 
crimson silk; the presence of embroidered gold thistles on this garment 
suggesting that these were the clothes that he had worn for Mary’s 
wedding [Fig. I.1]. Seton’s crimson doublet, hose and cloak are an 
excellent example of the mid-sixteenth century suit, the evolution of 
which was central to the male wardrobe during the long seventeenth 
century. In its final form of coat, vest and breeches, the suit symbolised 
modest masculinity amongst the social elite for contemporaries such 
as the diarist John Evelyn (1620-1706). Running in tandem with the 
evolution of the suit, was the use of new and traditional accessories that 
served as markers of male status and fashionability. 

An early modern Scotsman’s clothing choices were influenced as 
much by his status as they were by where he was born. As Thomas 
Kirke observed in 1677 ‘The Lowland gentry go well enough habited’ 
by which he meant that the gentlemen of lowland Scotland wore 
fashionable dress of the type to be found throughout northern 
Europe. An English clergyman, Thomas Morer (1651-1715), expanded 
on this in 1689 commenting that inw the lowlands ‘Their habit is 
mostly English, saving the meaner sort of men wear bonnets instead 
of hats and pladds, instead of cloaks’. Indeed, all through Scotland 
‘the Scots generally (that is, the poorer sort), [wore]…blue bonnets 
on their heads, and some russet’. The popularity of these bonnets is 
borne out by examples recovered from archaeological sites including 

220 colour illus. 

368pp.   256x192mm. 

Hardcover    ISBN  9780300240368 

03 March 2020    £47.50 / €55.00 / $60.00 

Stuart Style
Kinship, Clothing and the  
British Elite, 1566–1701
Maria Hayward

Winner of ‘History Book of the Year’ in Scotland’s 
National Book Awards 2021

A brilliant book revealing the complex messages that 
Stuart fashion conveyed about individual rulers’ 
personalities, and about kingship more broadly

This is the first detailed analysis of elite men’s clothing in 
17th‑century Scotland and its influence on English male 
fashion. Focusing on the years 1566 through 1701, it 
centers on the clothing choices of five Stuart royals: James 
VI and I, Prince Henry, Charles I, Charles II, and James VII 
and II.
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MARIE CUTTOLI’S MODERNISM

In 1949 the art entrepreneur Marie Cuttoli was named an officer of the Legion of 
Honor, the highest French order of merit, with the following justification: “Mme 
Cuttoli during her travels abroad especially to the United States . . . organized 
and presided over numerous exhibitions of French art.” 1 Cuttoli was a woman 
from the French provinces with no higher education; nothing in her background 
presaged her ascent into the vanguard circles of art and culture. Her nomination 
crowned three decades of extraordinary work in which, among other things, she 
revitalized a French artisan tradition in crisis—tapestry—and propelled modern 
art into an ambitious experiment with decoration. 

Beginning in the 1930s, Cuttoli commissioned a wide range of leading  
artists—including Georges Braque, André Derain, Raoul Dufy, Le Corbusier, 
Fernand Léger, Jean Lurçat, Man Ray, Joan Miró, Pablo Picasso, and Georges 
Rouault—to create designs for tapestries. She had the textiles woven in Aubusson 
and Beauvais, historic centers of French tapestry, and arranged for them to be 
exhibited internationally. With this venture, Cuttoli contributed to one of the cen-
tral concerns of art production at the time—mural decoration.2 At the heart of art-
ists’ fascination with the concept of the mural, in which art overtakes the wall, was 
its ability to shape environments. Cuttoli’s interest was in many ways logical; she 
had come of age in Paris in the 1890s when the notion of the bourgeois interior as a 
Gesamtkunstwerk, or total work of art, preoccupied many contemporary artists. 

That Cuttoli’s achievements have been largely disregarded speaks not only 
to the precarious place of women in the historical record, but also to art-historical 
discomforts.3 Tapestry as a medium confuses the distinction between original 
and reproduction; in addition, interior decoration, which carries associations 
of bourgeois and corporate taste, usually lies outside the boundaries of fine art. 
Developed within this arena, one in which marketing and sales played an integral 
part, Cuttoli’s project affected the discourse and practice of high art.

Cindy Kang

Fig. 26. Detail of Le Corbusier’s tapestry 
Marie Cuttoli (see fig. 66). 

36 37

Fig. 69. Marie Cuttoli, reclining at right, with 
friends in Arcouest, France, 1927. Cuttoli is 
wearing a Myrbor coat from 1925, a version 
of which is in the collection of the Victoria 
and Albert Museum in London (fig. 46). 
Collection Professor Julien Bogousslavsky

Fig. 70. Coat. Myrbor (Paris, est. 1922), 
1925. Embroidered wool with gold thread 
and corded silk; silk. Victoria and Albert 
Museum, London

Fig. 67. A Myrbor dress (right) illustrated in 
Jeanne Ramon Fernandez, “Summer Modes 
for Blossoming Gardens,” Vogue, July 1, 1923. 
The textile of the dress’s bodice resembles an 
example whose design is attributed to Sarah 
Lipska (fig. 18).  

Fig. 68. Textile (detail). Design attributed 
to Sarah Lipska (Polish, 1882–1973), for 
Myrbor (Paris, est. 1922), 1923. Silk and 
metallic thread. Brooklyn Museum Costume 
Collection at The Metropolitan Museum of 
Art, New York. Gift of the Brooklyn Museum, 
2009; Gift of Adelaide Goan, 1955
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Marie Cuttoli
The Modern Thread from  
Miró to Man Ray
Cindy Kang

With contributions by Laura Pirkelbauer, Laura L. F. Sevelis, 
Virginia Gardner Troy, K. L. H. Wells, and Bruno Ythier

One woman’s influential contribution to modernism, 
achieved through a fascinating revival of tapestry

Marie Cuttoli (1879–1973) lived in Algeria and Paris in the 
1920s and collected the work of avant‑garde artists such 
as Georges Braque, Joan Miró, and Pablo Picasso. In the 
ensuing decades, she went on to revive the French tapestry 
tradition and to popularize it as a modernist medium. 
This catalogue traces Cuttoli’s career, beginning with her 
work in fashion and interiors under her label Myrbor. She 
subsequently commissioned artists including Braque, Le 
Corbusier, Fernand Léger, Man Ray, Miró, and Picasso 
to design cartoons to be woven at Aubusson, a center of 
tapestry production since the 17th century. 

Distributed for the Barnes Foundation
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Fur
A Sensitive History
Jonathan Faiers

A groundbreaking, informative, and 
thought‑provoking exploration of fur’s fashionable 
and controversial history

The first and only book of its kind, Fur: A Sensitive History 
looks at the impact of fur on society, politics, and, of 
course, fashion. This material has a long, complex, and rich 
history, culminating in recent and ongoing anti‑fur debates. 
Jonathan Faiers discusses how fur—long praised for its 
warmth, softness, and connotation of status—became so 
controversial, at the center of campaigns against animal 
cruelty and the movement toward ethical fashion. At the 
same time, fake fur now faces a backlash of its own, given 
the environmental impact of its manufacture and its links 
to fast fashion.



VeiledPresence_23.4.indd   38 22/06/2018   16:23

Paolo Uccello, Annunciation, c. 1425, detail of fig. 2.10 2.1 Desiderio da Settignano, Monument to Carlo Marsuppini, 
c. 1455–60, 601.3 × 316 cm (excluding the painted 
canopy). Santa Croce, Florence 

Textiles in public places:  
furnishing church and street

BANNERS AND DRAPPELLONI  IN CHURCHES

Public spaces, like palaces, were often decked out with 
cloths, and they too were dressed for special occasions. 
In addition to altar cloths, vestments and curtains 
over altarpieces, churches were hung with all kinds of 
banners and drapes, some permanent, some installed 
for funeral or festival.1 Large portierès were commonly 
fitted inside church doors, as they often are to this day. 
For funerals of the wealthy, palls, usually in velvet, were 
draped over the coffin or hearse. Such sumptuous palls 
were memorialised in the grander fifteenth-century 
tombs, and sculptors such as Bernardo Rossellino, 
in the Bruni, and Desiderio da Settignano, in the 
Marsuppini monuments in Santa Croce (fig. 2.1), 
employed great skill in describing the weight and pattern 
of the textile. By joining a confraternity, a Florentine of 
modest means might ensure that his funeral would also 
be dignified with a silk pall: Neri di Bicci’s inventory of 
the storeroom of the Confraternity of Sant’Agnese at 
Santa Maria del Carmine in Florence lists ‘a large pall 
[choltre] of rich red brocade [baldachino]’.2

In ecclesiastical as in secular contexts the 
movement and transport of hangings was common. 
Confraternities typically kept stocks of bier cloths 

CHAPTER 2
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8.1 Titian, Madonna di Ca’ Pesaro, 1519–26, oil on canvas, 
478 × 266 cm. Santa Maria Gloriosa dei Frari, Venice
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175Titian’s veils

 Stretched like a canopy over Mother and Son, the 
undulating veil is echoed in the bank of cloud high 
above, a celestial canopy that supports two putti bearing 
the Cross. Just as the Christ Child forcefully pulls the 
veil over him, the putti above do not simply display the 
Cross but struggle to support its awesome weight. X-rays 
of the Madonna di Ca’ Pesaro indicate that Titian 
first sketched a curtain behind the Virgin and Child: 
in the final solution he transposed the significance of 

the curtain onto the play of veil and cloud.5 As in the 
altarpieces Lotto painted in these same years, Titian 
converts symbols into actions and accommodates them 
in his pictorial staging. Time and again throughout his 
long career he dramatises imagery of veil and cloud, 
often discovering in the dialogue between the two the 
essence of his narrative. In doing this he breathed new 
life and energy into a traditional religious motif.

8.2 Titian, Madonna and Child from Madonna di Ca’ 
Pesaro, detail of fig. 8.1
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1.3 Sassetta, Saint Francis Meets a Knight Poorer than 
Himself, and Saint Francis’s Vision of the Founding 
of the Franciscan Order, 1437–44, tempera on panel, 
89.5 × 54.5 cm. National Gallery, London 
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23Clothing palaces and depicting nativities

1.4 Sassetta, Saint Francis Renounces his Earthly Father, 
detail of fig. 1.2, showing Francis being protected by 
Bishop Guido

of Celano, interpreted the silk fabrics of copes and 
chasubles as signs of spiritual power.10 As Sassetta 
touchingly depicted, it was no contradiction that when 
Francis stripped naked he was protected under the 
rich cope of Bishop Guido of Assisi (fig.1.4). The wide 
appeal of the Franciscan legend depended in part upon 
its points of contact with the courtly and the chivalric. 
In the earlier incident from the saint’s life, which 
provides the prologue to Sassetta’s narrative (fig. 1.3), 
rather than sacrifice his coat in a bonfire of vanities, in a 
chivalrous gesture Francis gives it to a poor knight.11

CLOTHING THE PALACE

Architectural historians have tended until recently to 
confine their attention to the hard and fixed elements 
of buildings in stone, plaster and brick that embody 
principles of design, neglecting to note that these 
structures were frequently transformed and modified 
by an architecture of fabrics. Clothes and textile 
furnishings mediated between person and place. They 
set the stage for everyday comings and goings and 
for more special occasions such as childbirth. They 
also frame the space of dreams. In Francis’s vision of 
a castle, flags are hung from battlements (fig. 1.5). 
And cloths were not just hung on walls and placed 
in doorways; they enclosed beds, subdivided space 
and on occasions were set up in streets or loggias as 
awnings or screens. The camera, or bedroom, was as 
much a curtained chamber or closet as a room defined 
by walls. By means of the whole gamut of textiles the 
body was accommodated and made at ease within the 
architecture of stone and mortar. Cloths and hangings 
socialised space, and temporary installations of textiles 
staged appearances. These manifold fabrics belonged 
to the here and now, the social world of use and the 
economic world of value and commodity, yet they 
also belonged to the dimension of make-believe and 
mimesis. They figured both as possessions and the  
stuff of fantasy.

It is crucial to the argument of this book 
that ‘drapery’ is understood as a portmanteau term 
embracing all manner of cloths and hangings as well as 
clothes. In Italian usage, the words panni and panneggi 
have just this wide significance, meaning both cloths 
and clothes. Tailored clothes prompt reading in specific 
ways because they present what students of perception 
term ‘intentional affordances’, that is, they propose 
things that can be done with them.12 An empty coat 
invites a certain kind of projection about how it may 
be worn, how it might be used in performance: sleeves 
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Veiled Presence
Body and Drapery from  
Giotto to Titian
Paul Hills

This wide‑ranging book elucidates the symbolism of 
veils and highlights the power of drapery in Italian 
art from Giotto to Titian.

In the cities of the Renaissance, display of luxury dress was 
a marker of status. Florentines decked out their palaces 
and streets with textiles for public rituals. But cloths are 
also the stuff of fantasy: throughout the book, the author 
moves from the material to the metaphorical. Curtains and 
veils, swaddling and shrouds, evoke associations with birth 
and death.
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Cover of Harper’s Bazaar, April 1951, 
art direction by Alexey Brodovitch,  
photograph by Richard Avedon

Cover of Harper’s Bazaar, February 
1952, art direction by Alexey Brodovitch, 
photograph by Richard Avedon
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Gordon Parks, Charles White, 
Chicago, Illinois, 1941, gelatin  
silver print. The Gordon Parks 
Foundation, Pleasantville, New York

Gordon Parks, Sally Alvis Parks  
for “Smart Woman,” 1947, gelatin 
silver print
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was not over and that they should continue in their 
patriotic efforts.

Matter’s early photo-montaged posters for the Swiss 
Tourist Office in 1935–36 would be picked up by 
American graphic designers, like Beall, or appropri-
ated, decades later, as in Paula Scher’s Swatch watch 
ad of 1984 that pays homage to the artist.24 What 
was generated in this era anticipated postmodern-
ism, prefiguring both the appropriation and layering 
of images that resurfaced in late twentieth-century 
art. In the case of the protean Blumenfeld, who 
began his career making Dadaist collages and by the 
1950s had become one of the most sought-after 
fashion photographers, the magazines allowed him 
to experiment without boundaries. He even pushed 
portraiture to the verge of abstraction, exploiting the 
Ben Day process. 

While Matter and other émigré photographers 
would contribute brilliant magazine covers through-
out the war—especially Blumenfeld, working for 
Vogue—Penn and Avedon in 1944 began tak-
ing fashion photographs for Vogue and Harper’s 
Bazaar, respectively. Until that point, the leading 
fashion photographers at both magazines had  
been émigrés, a trend that began to quickly change. 
Penn and Avedon, who are often linked to their 
magazine covers, were shaped by their European 
art directors. 

This is confirmed by a drawing from Penn’s 
Notebook at Random, published late in his life, that 
delineates a tree of influence. Within its root sys-
tem, Penn registered a historical range of mostly 
Western European painters, with figures such  
as Fernand Léger and Giorgio Morandi designated 
in slightly larger type among other prominent mod-
ernists. Above ground, the tree’s limbs carry the 
names of photographers, the pioneers and notables 
that one would expect to find. Within the trunk of 
the tree, he noted the preeminence of Brodovitch 
and Liberman. 

Penn had attended Brodovitch’s famed Design 
Lab, founded in 1933 in Philadelphia as a weekly 
gathering of students to focus equally on pho-
tography and the graphic arts. When Brodovitch 
moved to New York, so did Penn, who continued 
to work as an assistant for his former teacher. In 
1940, after freelance designing for two years, Penn 
took over Brodovitch’s position as the art director 
at Saks Fifth Avenue, where he would remain for 

The Woman Who Lost Her Head, 
Harper’s Bazaar, September  
1943, page 89. Photomontage  
by Herbert Matter

↑ Atomic Head, cover of Arts 
& Architecture, December 1946, 
designed by Herbert Matter

↓ Cover of Arts & Architecture, 
December 1944, designed by 
Herbert Matter
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Modern Look
Photography and the American 
Magazine
Mason Klein

With essays by Maurice Berger, Leslie Camhi, and Marvin 
Heiferman

A fascinating exploration of how photography, 
graphic design, and popular magazines converged to 
transform American visual culture at mid‑century

This dynamic study examines the intersection of modernist 
photography and American commercial graphic design 
between 1930 and 1960. Avant‑garde strategies in 
photography and design reached the United States via 
European émigrés, including Bauhaus artists forced out of 
Nazi Germany. The unmistakable aesthetic made popular 
by such magazines as Harper’s Bazaar and Vogue—whose 
art directors, Alexey Brodovitch and Alexander Liberman, 
were both immigrants and accomplished photographers—
emerged from a distinctly American combination of 
innovation, inclusiveness, and pragmatism.

Published in association with the Jewish Museum, New York
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