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FOREWORD

The Costume [nstitute of The Metropalitan Muscum of Art has one of the Anest and most
comprehensive collections of costume in the world, dating from the eighteenth cenury
to the present day We are extremely pleased 1o welcome to The Costume [nstitute Rich-
ard Martin, Curatgr, and Barold Koda, Associate Curator, who assumed their official du-
ties on January 1, 1993, However, as one might imagine, long before that date they were
nurturing, indeed planning, their first exhibition at the Merrapolitan, faffa-Appared,

This exhibition heralds a series of thematic shows conceived to examine various
elements in the history of costume, with selections culled primarily from the Museum'’s
own collections. Thus reaffirming the Museum’s commitment to coliecting and o the
care and display of costume, these installations will offer substansial displays year round
as well as an extracrdinary opporunity 1o evaluate and appreciate the evolution of cos-
tume over the last three centuries.

The depth and scope of our collections should provide the curators with an inex-
hzustible source of challenging subjects and inspiration for exhibitions, research, publi-
caticons, and teaching programs Br inte the next century. It is therefore with much pleasure
and great expectation that we offer ffra-Apparel, the first in an exciting series of projects

envisioned by our new curztors, Mr. Manin and Mr. Koda.

Philippe de Montebeifo
Director

The Metrapolitan Museum of Ar

Page 9 Jean Paul Gaultier,
"Express Yourself™" ensemnble,
1994, courtesy Madonna
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INTRODUCTION

Infra-Apparel, the exhibition and the book that accompanies it, has had wo search for i
own name. There is not a single word or descripiive phrase that fully signifies the phenom-
enon we seek to describe and the argument we are attempting to make. It is simplistic to
offer our argument as structure disclosed, inside appearing on the outside, or externaliza-
rion as a function of familiarity, vet all of these are approximations of pans of the argument.
Jean Baudrillard has argued thar fashion is exceptional within culture in its proclivity 1o
propagate signs, some of substantive, athers of scant meaning. The larger significance of
the ohservation we make in frfra-Appare! is the transaction that oceurred from the eigh-
teenth century 1o the present berwveen the intimate and personal and the social and public.
Withour consistent evolution, but with a fascinating persistence, clothing has sought to
convey elements of boudoir privacy 10 the public domain. Moreover, underwear can be
perceived as the required interface between the body and clothing, but it can also consti-
tute clothing's ultimate seduction. Function and finery meet with oppositional intensity in
underwear and lingerie. Clothing is a principal means by which we negoiiare berween
private and public realms.

It was once fashionable 1o frame the reasoning of the history and psychology of dress
in the manner of self-expression and social contract as a kind of implicit dialectic. Individ-
ual choice would be held in contention against the responsibility of dress w register social
relationships. Zones such as time of day, other persons presem, formality or informaliry,
and social class and circumstance have generally distinguished appropriare clothing for
individuals. Costume surely does more than externalize itself; it brings the individual w
the community, allowing inerchange but also seting foreth some initial elements of thar
dialogue. Infra-Appare! suggests, of course, that there are elements inherent in dress that

become expressive as part of the personal to public exchange.



In our time, public and private worlds collide prominently and even painfully in
technology, celebrity, social action, and decorum. We may be profoundly discomforted by
that which we had expected o remain intimate instead becoming public. The histony of
costume has had s revelations and has vielawed i own prowocol. One generation’s linge-
rie may becorne another generation's visible clothing, The acis morphology of clothing in
one oy can becorme the declared acmatere of dress inanother, Costume's structure can be
Bruile ard unbruilt in our daily witness inthe act of dressing, bu i can also be presented in
macro-auestanon as clothing self-consciously analvzes itself. Art has plaved a significant
role in granting us accusiomed spectatorship 1o the specrrun of nudity, deshabille, the
provess of dressing in the levee and its more bourgeois toilene, and of dress. As Anne
Hollander has argucd inSeefng Throwuph Clothes, art has sorved as a visualizing process, i
temnplare (e our secing even in quotidian circumstances,

Of course, the argument for fafra-Appare! is based in the belief that clothing is
important. [nthe sane manner in which art history is certain that visual culture bears upon

civilization in substaniial ways, we are conhdent that dress bears culture and bares culore,






SEDUCTIVE STRATA

1be Emergence of Underwear

Clenhirg is not the organism that 2 naieral Formn mighe be, b i is nonetheless capatdle of
simile with, ler us say, the onton in s lavered development, especially in the West, For
reasons of laminated protection such as covering the body fram the abrasion of any
cioough outer garment, dress comentionally has had an underlaver largely hidden from
view Dut vielding service in heating or ventilating the body and in protecting tender
human skin from wugher skin or fabries. Similarly, an interface protected the clothing so
thiat the fiaest materials could e used in garments—at least prioe o the modern notion
of fashion change—for generations.

Bur art and life have conspired to veveal those inner lavers, which sometimes come
through to the exterior, as in men’s shints pulled through the finer materials of jackers
cspecially skashed tor aperture or in the innermost laver and shifts for seomen that seoved
their practical purpose Tt svere visible in decorated and emlwoidered borders and
edges. One might also imagine that the delectation of the clothing revealed was onby the
complement to the pleasures of clothing concealed, the enchantment of a rich detail or
prety passage that is a private poetry in the midst of underwear’s vernacular. If there was
a garment one step removed from the fig leal, it was the shift, the Dasie fonm suspended
franny the shoulders with a wide opening for the neck and passage over the head, bat
extending down to the kegs 1o protece ourer garments from the body and to afford mod-
esty and some control of emperature and possible friction against the body.

Inadvertent appearances of underwear have probably alwavs ocourced. in the nine-

tecnth century, fliratcus views of underwear passed from veveuristic accounts to 4 stan-

Page 120 Attribured 1 Blisabeth Vigce-Lebrun, Marie Antomette, ci 1783
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dard strategy of entertainment and seduction, But there are also instances of the
self-conscious emergence of underwear 10 external layer and visibility,

Perhaps the most substantive and indicative instance of the manifestation of under-
wear is Marie Antoinette’s appearance in a cotton shift or chemise a kot refne. In a painting
of about 1783 attributed to Elisaheth Vigée-Lebrun, Marie Antoinetie sits for her portrait
in the new style hat she uneguivocally lasnched or sanctioned. If the chemise o refre
was an expression of personal caprice and freedom in the years immediately before the
French Revolution, it was a gesture of its time, corresponding in profound ways with the
philosophies of naturalism of Rousseau-inspired returns o nature as well as being a
welcome déente literally and hguranvely for French women. The human body, reform-
ists argued for nearly a century of gradually increasing freedom, is not constricted in
nature, nor is its ideal to be found in a shape determined by aesthetic idealism but
instead by the configurations of women. No Lady Godiva, but no philesopher either,
Marie Antoinette made her dress deciston as if discarding the cuter layers of body shap-
ing and rich materials, The decision made in dress became a decision of imagery as well.
The cherrise & fa reine, which Aileen Ribeiro in Dress and Morafity calis “rhe sartoriai
success story of the 1780s,” was a clothing of emancipation from the most rigid tradition
of court dress. It is, of course, ironic that these startlingly democratic and liberated
matters of dress anticipate the Revolution and emanaie from the Court. There was, how-
ever, criticismn of the new sofe, Some called the diaphancus chemise the dress of prosti-
nates and unsuitabie for public presentation. But such deprecating refucation was patently
thwarted by the immediate and emphatic creation of the iconography of the Vigée-Lebrun
portrait, asserting the newly “appropriate” form of attire.

For the queen to appear and to be given image in what was heretofore a kind of
unidress required a transmogrification of the apparcel’s significance, If the chemise was
only a hidden layer, there would be no reason for it to appear externally The Age of
Reason demanded accountability of clothing. The chemise could be justified as primary

dress and as the most unconsteained garment. Fucther, it returned modern Europe to an

Page 15: Follower of jacques-Louis David, Portrall of a ¥ung Woman in White, ca. 1800









ancient model of dress. Dress from the 1780s into the first decade of the nineteenth
century emulated the dress of the Greek democracy and the Roman world, thus more
than fortuitoushe aligning itself with the vearnings for and simulations of those cultures
as exemplary for the modern stare. Wearing the chentise @ la reine, the modern woman
might specifically emulate Marie Antoinette, but in larger historical and more visually
inferential terms, she stepped inta the world of Jaeques-Louis David paintings and from
there into the voluptaows drapery of classical ant Could one prove the salacious misappro-
priatiom of undergarments o exieroal dothing, if there were at least the equiviocal similariny
—perhaps what Robert Rosenblum, in his 1975 book, Modern Paiiting and the Northern
Romantic Tradition: Friedrich to Rothko, describes as coincidental visua similariny, pseuado-
morphisai—with a desired and nreilectaally cognare and compelling bistorical dress?
Reason and the good health and good sense of dress plaved a role in justifying the
chemise o fa retnie as these motives would prompt dress retorm throughout the nine-
eenth cenmuny, but the most persuasive aspect of I8 AcCepandce, surpassing any Oppro-
brium artached wy underwear, was the suggestive heauty and referenced association of its
appearance. To those who saw the emergence of underwear in this instance as exposure
alone, the act was tainted by commonness or lubricity: To those who saw the neoclassical
restitution and resemblance, the act was noble, Bu if Tacgues-Louss Davids Madamwe
Récamier was, in fact, dressed in the manner of the heraines who had peopled the artists
allegorical tableaws: d'bistoire of the cighteenth century, Madame Récamier's clothing of
about 1800 was significantly sanctioned by the past, more comparable and more comped-
ling than base provocation. In faa, the soele might have persisied longer had not the Fiest
Empire taken the concept w some excess by some women wearing the chemise soaked
in water to simulare more fuily the cling of classical drapery The frozen stillness of
statues became the pernicious chill of women shivering and exposed o illness because
they were following the fushion of wearing damp clothing on conl nighis. Pygmalion
ultintarely sureendered to pragmatism, but not before the sanctions of sculpture and

classicism had allowed tor radical change in dress.

Page 16 american. Dress, 1790 160K)
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A linle more than a hundred vears afier the fashion of the chemise & la reine, s
success was reiterated by the intimate appearance and quick public resolution of the
Fortuny tea gown, The pleated silk pown, the Delphos form that took its name from its
profound resemblance to the drapery of a classical sculpture in Delphi called the Chario-
teer, so convincingly emulated a classical rype that its initial role as dress reserved for the
intimate 1ea and colloquy among women was extended o dress for evening, including
occasions involving contact with men. The extended use of the Fortuny gown was also
not without its first range of critics deploring the wse that seems to have come in its
popularity with women of the thewier, who firse wore the gown with cloaks and dressing
rubses, rather in the manner of the eighieenth century, Foruny created, as had the che-
mifse ¢ Ia reine more than a hundred vears before, a Magic Mowwain dassicism, made
flesh and blood in the sensuality #t ascribed to the classical model To be sure, the
Foruny gown was richer in reference, detailing {generally with exquisite Murani beads
to} credte 2n equivalent of outline), and textile w the chemnise as an undersear interface,
but the untiiored structure was of the same heritage, one which Foruny would have
known not only frorm a Western chernise or shik bui also from external garments of
Morth Africa, the Middle East, and Aswia. The cafians, diellabahs, long jackets, and other
coverings created by Fortuny provided some modest accompaniment to the Delphos, b
the short jacket was often favored, still revealing the Delphos as a kind of lingerie-like
intimacy.

Two mventicth-contury dresses are the inevitable result of undergarments; they
emanate from the shift, though in its more decorated form. The Baby Doil dress of the
19505 tok advantage of 4 moment of short skirts o drop a lingerie-inspired cone over
the shoulders, which swings out from the body with a luxuey of motion and the sedue-
tiveness of lingerie and nighewear, At firse glance, it might have been difficult to be surc
whether the apparel was loungewear or evening wear. Later, the slip dress obviated
underwear by allowing lacy elements of the dress to reveal the body in ways dhat were

irreconcilable with a full undergarment. Geoffrey Beenc’s lace gyrations around the baody



in a slip dress make the dress very like 2 slip, enjoving the lusury of wechnigue, the
fineness of feeling, and the sensuousness of imtimate appare]. Taking inspiration from the
slipy dress in the 1980k, innenwvear designers have found common ground with the de-
signers of evening wear, both making garments vt have delicacy along with public
presence,

Of course, when intinete apparel emerges, 0 may seem o Lose its intiniacy: A
signibcant impulse to the rehned decoraon of undeesear in the nineteenth centuey was
its ability to share appearance with outer clothing, Once undergarments came 1o fre
gquent and decorous exposure—nbeginning probabh, for the modeen world, nor with twe
chentise d I veine ot with the carlier vobe todanie that had already raversed ltom
Borndoir into public gones, due in large pare o dressing rineal and imageny—they hegan
increasingly W share a vocabulary of decoration and design with other apparel. Thus,
there is no constant or consistent pracrice of bringing undergarments into the public
view, but rather it more subtle and shifting process in which some specilic attribuie of
¢lothing might awach itselll o intimate apparel and in which devices of intimate apparce!
might vield expanded and exposed service to the Ivver of clothing that may ve all bt

hide their source eneath an outer Biver,
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Page 21: Allred Sueglite,

Mrs Selma Schidart

(Stieglitz’s sister Selma), 19407
Pages 22—-23: Mariano Forturny,
Pelpbos dresses, ca, 1920 - ca. [95(












Fage 2%: Cristobal Balenciaga,
Beibry dolf dress, 1957

Page 26: Geoffrey Beene,
Spuren slip drexs, 1991

Page 27: Claire McCardell,
Evening pows, 1950
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INTIMATE ICONOGRAPHY

Art's Witness 1o Dressing

We enter the boudoir of the athee theough the optic of art, Painting provides access
beyond the public wocld of display inie a mare personal sphere of discretion. Fainting
intrudes, often with some politesse though occasionally with none, into the act of dress-
ing. Art celebrates the rituals of apparel and appearance-making. The visual ans distin-
puish dress and undress and all the layers in berween.

Art confronts us with the body. More abruptly, art confrones os with clothing, Mod-
ern art encournters nudity, the disrobed, and the deessed with an equanimiry that fostered
the myth of the avant-garde. Edouard Manet's Défewner sur Herbe (1863) presents male
higures in full dress with female fgures disrabed. The affront that Manet sought was, of
course, achieved when some specators found the painting and it imputed circumstance
scandalous. But ari bad long been disclosing the very process of dressing, lingering over
the stages of bareness and covering, luxuriadng in 2 witness permided to the painter’s
eye but otherwise often shaded by culure's soft light from the risks of hust and Juxury
Manet's bold gestere was only (o give dramatic contrast to what art had been observing
with some lust, buk with the excuse of vigilanee,

In the eighteenth cennury, dressing was a ceremony in and of isself. The roval levee
was 4 ritual of imporance in that it represented royally in the frst phase of day and dress.
Secular and courtly time was gauged with the same deliberation as the religious hours, 2
grand clock of propriety and daily activity, Rigorous adherence e the schedule of apparel
was required o achieve the activities of the day. All protocols emanate from, or at least

correspond w, appropriate clothing, |-F de Trov's The Declaration of Lote (1724) reveals

Fage 29 Pablo Picasso, Gird i o Chernise, 1905






itself in clothing as in narrative. The loosened laces of the ladys gown indicaie the
intimacy of the occasion.

How does one come to the exchange of affectianate thoughis in the grand seiting
of this interior, but by the informal deportment and casual attire? Twentieth-century
views and versions of the eighteenth centary, especially in film, have tended to bifurcate
2 frigid Court stvle and libidinous ferix d'amour with décolletage. A much more subtle
social spectrum prevailed in the Age of Enlightenment, clothing calibrating day and night
and specifying the levels of discourse formal and informai. The unfastened bodice s
neither libido nor license alone, but is a stvle of casual interaction. Thus, the painting is a
declaration of love in the quiet room and the personal exchange where ant has the
capahility of bearing silent, anentive witness. Court dressing was, of course, an attended
activity, one that couid not be performed alone, but that required servanis. Intrinsically,
dressing was with witness.

Art and cultural criticism today has conditioned us 1o see sexuality and gender as
primary werms of representation. Dress, therebs is symptomatic but not signifzcant. Per-
haps, though, these maners 50 critcal i our time were secondary in some ways o the
issue of dress in an earlier time. That is, dress may have been the foremost index ta such
secondary matters as level of personal exchange and the behavioral zones of public and
private. In this conjecture, 4 painting such as Manets Défewrer szer P forbe is less surpris-
ing: its antipodal deess v, undress is only the extreme version of our indicative role of
dress in assessing eighteenrh- and nineteenth-century painting.

Portraiture, in such context, is sensitive to dress oot only as the artifact most di-
rectly involving the subject but also as the kev to the desired interaction—formal or
informal—between the subject and spectator. When Elisabeth Vigée-Lebrun showed
Marie Antoinetie in the muslin chemise 4 Ia reine, the pretext was in part the bucolic
serting of the Petit Trianon, the flower plucked, and the siraw hat, but the relative change
in dress from the formal satin gowns in which the quecn had formeely been depicted

was startling. The softened, reduced manner of dress is similarly represented in David's

Page 31: Jacques-Louis David, Asetoine Laverertt Lavaisior ared Flis Wife, 1TRR
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pontrait titled Avztoine Laurert Loavister ard His Wile (1788), in which the new stvle worn
b the scientist's wife makes her seem especially muse-fike and diaphoanous, Her cloth-
ing, so newly brought from boudodr intimacy ineo the light of ding is as emblematic of the
rationalists irnpulse o seratioy as the scientibe eguipment on Monsieur Lavaisice's table,
The elegance ol E X, Winterhalter's Second Emphce tableaus and porraies decives from
his aristie penchan for the soft dress ol the period tha was almeast as much lingerie as it
was external dress and thereby constituies a bridge between intimate and external apparel.

But men, too, enjoved a porteaiture at relaxation. Thev were depicted ar ease
wearing the bamvan in an eighteenth-cenmine seele, as in John Singleton Copley’s portrait
Joseph Sherbire (1L 1767-70). The dressing gown, though o garment exclusively for
the bome, was as sumptuous and resplendent as any clothing worn more puldicly, Gen-
erations latee, the same gacment cemains one of the most decorated options in an elegant
man’s wardrobe, its visual wradition perbaps accounting in part for its persistence. If one
considers that the dressing gown and its counterpart in the rofe rolete were visible
onlv in privileged intimacy, their principal spectatorship comes from painiings. Similarly,
women might be caoght in the moments berseen ondress and deess, somctimes in the
dressing gown. Mancts Woman with a Parrot wore such a gown in the mid-1860s, at a
time: when the staging of dress once associated chietly with the Court passed to the
bourgeoisie. Manets puckish provocation acknowledges the tradition of wimessed dress-
ing and also its increasing indelicacy in the nineteenth centun: Of course, a century kaer,
Yves Saing Laurent eealizes the Manet painting as a source for 4 re-creded deessing gown
intended to be worn as evening wear, Significandy, the Sainc Laurent gosn still cooveys
the sense of the dressing gown that is its origin. It is transformed, but its source is not

denied.
Manet, of course, tenders actual lingerie and seepafiape in his painting Nawa (1577),

which identifies the nineteenth-cenury avareness of intmate apparel. During the same

Pagree 320 L-F ole Trow, S Adecheorcation of Love, 1724
Fauge 34: Tohio Singleton Copley, fosenb Sberbeane, co 1767 -7

Page 35 European, Mear s Barnees, i 1780
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decades in which dress was externalizing the elements of intimate apparel and intimate
appare] was ¢mulatmg the decoration of clothing concomitantly and even more ardently,
art was entering the private world of dress like the ubiquitous top-hatted gentleman’
voveur. Bven if we resent the intrusion of the mustachioed observer so close wo Nana, he
is the modern specrator who lacks reticence, secing clothing in layers of textile, ime, and
cemfAdentiality As Nana cocks her head in the viewer's direction, we share clothing se-
crets no longer concealed atall. Georges Seurats Jeune fermme se poudrari {1883-90) is
perhaps as narcissistically involved in the cosmeric act, but cur aitentiveness is the incvi-
table accompaniment and justification of this acr of beaut-making in the midst of an
ohserved process of dressing,

Marrative is likewise imputed to dressing in nineteenth-century an, ofien in stories
that capture women in the gaze and under the command of men. In William Holman
Hune's Fhe Arabening Conscience (1853) and Degas’s Bderdor {also called The Rape)
(1868-09), female dress is used 1o deal with the issues of vulnerahility and exploitation.

Apart from these cocroed entrics into the boudedr, intimuare apparel has been gladly
brought into view precisely as its ambiguity with apparent dress has been manifest in the
nineteenth and mwentieth centuries. Thus, the F X Winterhalter Elizabeth, Empress of
Austria (1864) seems to stand a3 fountainhesd o the suite of Pre-Raphaelite images of
woinen in zesthetic dress, sensible apparel, and casual appearance. The foreground Higure
in Raimundn de Madrazo y Garreta's Girls ar @ Windmw is on the borderline berween
private space and the collective view in her peignoir, in contrast o her background
companton wha is fully dressed. From pottraies that drew monarchy o a close and
established the classical and reductive sensibility of the modern to a sympathetic 1905
painting by Pablo Picasso of a Girl iz a Chemise, there is 2 shared sense of the probity of
simple attire, that which began as undergarment, serving as art's sign of deess and art’s
seducrion rhat permits us w realize an wdea as complicated as dress through a metaphor
as simple as a chemise. Little surprise, of course, is vhere rhat Karl Lagerfeld for Chanel

and Carmelo Pomeodoro create ribbed undershirts that go from the most rudimentary

Page 37: Raimundo de Madrzeo v Garreta, Ginds af @ Windon, nd.






form of dress ro the most sophisticated, Each, of course, enjoys as well the differentiation
between the commonplace underwear-derived tank top and 2 more conventionally ele-
gant skirt, to say nothing of the fact that this men’s undergarment has been usurped by
women.

Art did not invent the dressing process, though that process is clearly a cultural
artifice. But art has made us acutely aware of dress as symbol and of the workings of

apparel as a means of claiming beaury.

Fage 3% Edouard Manet, Woman with a Parvot {detail), n.d.






Page 41 Yves Saint Laurent
For Christian Dior,
Fuvening dress,
spring/summer 1560
Page 42: Rarl Lagerfeld
for Chanel,

Everting ersemibie, 1922
Page 43 Marky Mark
fAfeirk Wizhiberg), 1993.
Plhwnogeaph Herb Rins
for Calvin Klein
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ARCHITECTONIC EXPERIENCE

The Corset and Body Shape

We fashion our hody shape. Whether it is eighteenth-century dress, the New Look, or
contemporary style, the most impoertant configuration of appearance is the determina-
rion of silhouette, a self-conscious resolution that the body will be represented in pro-
portions and measure decided or desired as a standard of beaury

Comemporary fashion is fscinared by bady shaping and the corset. That fascina-
fon can be justified historically in the manner offered by David Kunzle in the 1982
volume Fashion and Fetishism: A Social History of the Corset, Tight-lacing and Other
Fernes of Body-Sculpture tn the Wast, in which Kunzle concludes, “The capacity o trans-
muie that physical pain [constriction] into pleasure 15 4 mystery that neither physiology
nor psychology may ever soive, . 10is ded o cetain unique histrcical mamenes in the
siruggle for social and sexual liberation, a struggle that will never again manifest itself in
quite the same form, but which nevertheless continues” Recent works by Jean Paul
Gaultier, Karl Laperfeld for Fendi, and Gianni Yersace, among others, demonstrate the
endless desire 1w explore such shape-giving structures cven as they may be acknowd-
edged as anachronistic. Even in an era when we know the cultural cast of a woman's body
0y be one of the last and most personal imprisonments of the doll's house, the dress
abject and body objeciihcation still conspive—at least on occasion—io dehne body shape
as sculpture, Indisputabhy, but often with argument that is hyperbalic or specious, body
shaping is related to cultural perceptions of the erogenous. Yet, the corset’s revival in
recent fashion may be as much about historicism and internal awareness in dress a5 itis

abouE erogeny per se.

Page 45: Edouard Manct, Na#a, 1877
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A 1991 corset bathing suit by Fendi, for example, reembodies the historical form of
the corset, though much of the structure is now easily supplanted by Lyvera, as it also s n
other contempaorany swimwear, The anachronism of the garment is paramount, €ven as it
is subverted from a garment of subjugation w beaury into 2 prerogative of historical
reclamation. The Fendi bathing suit is sufficiently referennal to the corset that no swim-
mer wolld elect o wear it wirhout kiowing its sources; the cognitive and deeply affec-
tive association with the historical exemplar of the corset seems to be reversed into the
relatively liberated, physically free activity of swimming and modern swimwear. At the
sarme time, the Fendi swimsuit makes apparent the transtormation from an inner bayer o
the peel: what had been inteenal 1w dress comes self-caonsciously w the surface, Does the
subrwersive change of the garment declare that the corset is now only © be mocked, or
does it rerrieve the possibility of the corset in some degree of oppression? Fashion
designers with a vivid sense of the histony of costume, such as Gaultier. Lacroix, and
Versace, have emploved the corset with withy delight in its aberrational, anachronistic
presence in i contemporary wardrobe. Irony and clover intelligence are the operative
modes under which the corset has been reinstated. Saint Lavrent's structural renewal s
of the Belle Epoque, while Valentno revives the "New Look” merry widow,

The corset cleaves and cinches the waist, by inpression or by physical impress,
then enbiancing the bosom as it bs lifted up by the corset constriction. Shaping was cre-
ared through bone, buask, and stiys w form an antificial rib embracing the body more
tightly than natee's willingness o contract. The corsct was laced vghily on atl public
oecasions in the eighteenth cenury, but il was onee again 4 sign of infimacy among
women: when alone, they could loosen the laces and establish a more informal asmosphere,

Costurne hisiory records the grear pericds of anatomical constriction, During the
nineteenth century, a severely shaped human geometry prevailed. After a relatively brief
period in the early part of the twentieth century, during which the corset was more or
less abandoned, the calipers of shaping returned in the 1940s and 1950s with the New

Look. with the prevailing return of shape, Jacques Fath pursued the logical reversion to

Page 46: Georges Seurat, ferne il e poudvary, 1R85
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primary cause, simulating the corser as an evening dress bodice, tied with tight lacing,
Does Fath thereby betray the New Lock in making us reaiize that it is not so new after ali
but is instead the revival of the hourglass shaping effected dhrough corsetn? In the
disclosure of the internal structure, there is aiso the confession to historical affinities and
sources that gives the Tath dress unashamed audacity

Docs the Toulouse-Lautrec voyeur or any kindred tetishist of tight lacing inevitably
reappear with the style? Like any historical revival, the corset carries with it cultural
implications and collective memories. Even more vividly, erotic memory may never fade,
but the late mwentieth-century uses of the corset are acutely seli-aware, decisively
clothing-bonded design concepts that have uncertain connection ¢ the customarily con-
necied issues of gender, fetishism, and physical/psvchological oppression and gratification.
Kungle cites the representarional traditions associated with the corset, including the essad
du corset {corser fitting), a frequently epochal struggle between the stavmaker and his
pulling and the seeming victin's body:

That we see the corset fliing Dack and forth in history is one obseevation, but we
are also aware thar the corset oscillates berovesn public and private view. The corser or its
semblance was visible on the surface in the cighteenth centurye [n its revived form in the
period from 1810 to 1860, it was seidom ostensible, though its shaping effects are appar-

c

emt. The “secrer” of pust-Wir couture is no private matter o Faidh In regional dress, the
decorated, embroidered, and embellished corser is frequendly an element of exiernal
dress, worn over the chemise and shirt. The corser epitomizes infra-structure’s flickering
relationshin berween the visible and the invisible. Like an architectural element that under
one sensibility appears and in another disappeuars, it is nonctheless a building compo-
nent, a way of construceing even when it is unseen,

Bernard Rudofsky’s concept of the "unfashionable human body™ is thar shape was
made to conform to social standards of beauty and utility. The body, after all, can accom-
moddate some shaping: inevitably, it is the given armature for clothing and 2 limit w0

clothing’s invention.

Page 420 Henri de Toulouse-Lautrec, o o s tofletie, 1896






Page 51: Madorng, 1990,
wearing Jean Paul Gaultier,
"Like a Virgin” corset, 1990,
Phenegraph by
Jean-Baptiste Mondino

Pape 52: Gianni Yersace,
Crwsel go,

fall/winet 1991-92

Page 53 Gianni Yersace,
left: S dress,

fallfwinter 199192,
right: Babnr cfoll dress,
fail: winter 199102
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Page 55 Yvios Saint Laurent,
left: Corser afress,

fall/winter 1991-92,

right: Corse! dress,
Fallswvinter 198152

Page 36: Thierry Muglet,
COrset 5478,
Ealliwinker 1992-93

Page 37: Belvilly Sussoon,
Erenting bodice, ca. 1985,
shown with Perry Ellis skin

Page 58: Jacques Fadh,
Eveguire poust, 1947

Page 59: Jacques Farh,
Frenirny gousr (detail ), 1947
Fage 00: Valenting [Garavani),

Erering poum,
fallrwinter 1992-93

Page 61 Jean Paut Gauliier,
Frerting dress, 1992
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SECRET STRATEGIES

The Vocabulary of Undress

Lingerie seduced clothing in the nincteenth century, Within a few decades of its imperti-
nent disclosure, lingsrie retreated in the 15205 to the private realm, retaining its rela-
tively functional simplicity even as the gowns it influenced developed increasingly complex
surfaces. Throughout the nineteenth century, lingerie inspired by the decorative vocabu-
lary of white gowns, developed in a manner akin o the acchiteciure of the pericd until
lingerie became, itscif, a great patternbook of apparel decoration, The cache of intimate
appare!l from immediare view allowed the evolution of a style both hermetic and rich, a
private profligacy developed to excess in the modest reserve from public seruting. By
century's end, all apparel was enjoving the techniques originated in elaborate wilewes
preserved and perfecied in intimage apparel. Undergarments became the envy of their
iavered neighbors. By 1900, apparel was emulating undergarments, because they were
the most extravagant forms of dress, employing the most sophisticated and highiy evolved
technigues and delights in clothing. Hidden from view, elaboration and decoration
flerarished until they were more than undergarments could bear and they themsehaes
were hared,

The greenhouse-forced cultivation of the decorative was stratified by the design
demands of the decades, following the large developrents of nineteenth-century taste
through historical revivals and spirited renewals of interests in technique. Scroll and
foliate motives were the first to appear on the initially plain undergarments; the romantic
revival added Elizabethan slashings, puffed sleeves, decorated bodices, sleeve caps, and

hems. Subsequently, shirred bands, pancls of broderic anglaise, insets of Yalenciennes

Page 63 [ X Winterhalter, Mg Rimsky-Korsabor, 1804






lace, point d'esprit, silk ribbons, and pintucking constituted a highly expansive, almost
colonial, grammar of orpament, responsive o stylistic interests in domesticity and dress.
Like Steven Marcus’s “other™ in the Victorian era, intirmnate apparel was prodigally sensu-
cus and ornamcnially indulgent. Dieess reformers advocated wool undergarments and
practicality in intmate apparel in the 1880s and 1890s preciscly because the sensibility of
the time enjoyed the gloss of silk and muslin and handkerchief Jinen elaborated in ro-
settes, lace, ribbon, and embroidery as an undentable b clandestine vice of indulgence.

Decoration especially prospered as undergarments became more and maore volu-
minous, creating the shapes of nineteenth-century dress. “Fictitious curves,” as CW and
Phiilis Cunnington describe in The History of {inderclothes of nineteenth-century inti-
mate apparel, were not confined o shaping of the bust and waist; they aiso induced the
creaticon of grear arcs and hoops of soft, billowing form that expanded upaon the volume
of the body from the waist down. Amplitude was achieved in a manner far different from
the volume of eighteenthcentury dress: hoops and cages might define form, but the
body's extension, even up to the bustles of the end of the century, was accomplished in
petticoats and other soft forms. Fashion historian Elizabeth Ewing expressed her amaze-
ment at lare nineteenth-century underpinnings:“There was no end to the elaborations of
the petticoats of the last meenty years of the nincteenth century A pink satin petticoat of
the 1880s is more than four vards wide at the hem, above which it is lined and stiffened.
Deep folds ar the back draw the fullness there. All but the main seams are hand-sewn,
including all the frills.” Clothing was beginning to be industrialized, and Singer’s inven-
tion of the sewing maching was 1o transform the nature of clothing. But undergarments
were the most obdurately ornamented and fastidiously handmade of fashion garments,
insisting upon their special swatus close w the body, preserving privacy and fnesse in an
increasingly public world. Even the elemnents of shaping came 0 be embellished and
thereafter emulated in dress. Corsers were externalized in the girdie of Venus or the
Gabelin corselet, the latter a belt in the mid-1860s that defined bust and waistline ot was

tritnmed in the back with a visible ruffle of lace.



Of course, Victorian dilation of shape and delectation in underwear decoration
unly added to the mmestigue of the undergarment. A lingerie dress, a blmy cumualus inosilk
or Anessed lawn, appropriated the fine acts of lingerie to give some poblic westimony wo
the qualities of apparel ceeation. Demimaondaings gave much credence 1o the bourgeols
taste for embellished undergarments, serving as a vanguard that brought mornimg dresses,
tea gowns, and wrappers into 4 wider saorld of view. Bur i sas nof long before high stvle
followed the demimonde in delighting in @ peek an the demitoilene.

semi-public articles of clothing enjoved extended use, as they were among the
most beautiful, delicate, and expensive items in the trousseaux and wardrobes of elegant
women. Combing ensembles, morning dresses. Wattcau wrappers, and dressing gowns
were coming o the fore kate in the nineteenth century as undersear had 2 century
Breefure: they were now the custom of the day o the ness bourgeoisie, Even in the
twentieth cenury, the self-conscious coeation of dress from the elements of lingerie by
designers such as Chanel and Vionnet emphasizes the luxuny and special handmade
gualities of inimate apparel,

[nnermest layers of clothing held the utmost appeal and truest sign of gualine, Even
as the undergarment was the inevitable rope @ eroucism, it egually sighified handmade
clothing, ormamentarion in abundance with good aste, and luxurny in material. Thuas, in
the early vears of the twentieth centuny, the sheer slip dresses of Boue Soeurs and the
Callors brought to the dress the valued properties of lingeric, A seeetness of artisanal
performance was marned @ an ideal of simplicity in Boue Soeurs. The Callos mixed
harem-like veilings in hot orienral colors and fragile metallic laces in chemises of lan-
guorous croticism. A Chanel dress in soft lavers of lingerie ransparency and hinishing is
created in the paradigm of lingerie but for evening wear. In the mwventieth century, the
processes of lingerie, including laggoung, picot inishing, and pinked edges, are increas-
ingly broughr to external dress, as if to simulate underclothing and give to modern
clothing the anachronism and intimacy of underclothes, A the same time, the softened

silhouettes of the 19205 and 19305 depended upon the techniques of soft construction us



they had been perfected in intimate apparel. The pragmatic American designer Claire

MecCardell chose to ereate evening classicism out of the materials associated with sleep-

wear and lingerie. Sonia Rykiel, Issey Miyake, and others have seized the techniques of

lingerie Anishing as self-conscious applications to daywear, there o stand as inbmare

signifiers.

Page 671

F X Winterbalter,
Efizalnth, Fmfress
af Alsiria, 1004

Papes GHE—G4:

E X, Winterhalter,
Emipress Euperie and
Her Ladies of Hornar, 1855

Page 70: French,
Wedding: dress, 1864

Pape 71 Amecican,
COrTe! COUers

cirred Comthing jackets,
late nineteenth century

Page 72: American,
Fefticots, 1880197

Fape 73 Arnerican,
Receprion dress, late 18703
























Page 75 American.
Lirgerie dress, ca, 1877
Page 70 European,
Dvewy {dewil), ¢ 1818
Page™h American,
Dress, carly 18405












Page 79 lefu: English,
Diery dress, ca. 183334,
right: American,

Dy dress, ca. 1842

Pages 80-81: American,
Prress {dewil), 18405
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Page 83 French,
Weelcding dress
{edetnil), ca, 1837

Page 84: lefu American,
Semi-erening dress,

ca IME-4;

right: American,
Afrerrroon dress, ca, 1904

Page 3% American,
Semi-erening dress
(decail), ca. 19034

Fage %3 Boué Soeurs,
Robe de style, ca, 1920

Page 87 Boud Sowars,
Kobe de stvle
{detail), ca. 1920
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Page 89: Lucile,

leh: Do, cu. 1912;

right: e danee dves,

ca 1916-17

Papes 0091 Lucile,

Todd dfedrece odressy (oletail ),

ca 191617

Papu: 92: Bill Blass,

Ererring dress, ca, 1957

Page 93 Bergdorf Goodman,

Ererring dress and
Jeacket, 1938
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ANALYTICAL APPAREL

Deconstruction and Discovery in Contemporary Costume

The modernist W B. Yeats thought the center would not hold. lronically, the center holds
fast: all that surrounds it is in dispersal.

The: thesis that fashion has rended to examine and expose its elements and arma-
ture flows into another corpus of knowledge and body asareness inthe meentieth cen-
tury, most especially late in the century IF the structure of clothing is 4 continuaus cul-
tural cognition and recurnng manifestaon, recent dress has, in a suite of compelling
instances, associated with forward fashion, wrn clothing asunder as if w reveal thereby,
in the meost impassioned and imponuned manner, elements of clothing exposed. One
realizes the shimmering beauty of a Fendi fur coar thas is seeminghy destroved w hecome
evocatively and agsthetically richer than conventional furs. In an cra of T-shirt dressing,
Marc Jacobs for Peroy Ellis destrovs the Usshint in order o reconstiture its vision. In mwo
grear campaigns at the beginning of the 19803 and 1990s, Rei Kawakuho for Comome des
Gargons has made a clothing ab ovo, exposing situcture but more apparently suggesting
ravages. Late in the meentieth cenmry, popular culiure has repeatedly slashed, spoiled,
and distressed clothing w render it of refurbished vitality. High fashion has worked maore
anabvically to ofter a prolonged interest in apparel: destruction becomes a process of
anahytical creation,

The intellectual model for such fashion practice is deconstruction. Deconstruction
insists that we rake whal exists as 2 coherent whole and discern constituent parts that are
in themsehes oppositional. But even that wough-minded regimen of the mind has s

visual romaniic counterpart in the enchantment with ruins, the long radition of enjoying

Page 993 Comme des Garqons, {ay errsembies, 1981, Photograph
by Peter Lindbergh for Comme des Gargons, 1983
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the remnants for their evocation of what had existed previoush: Clothing conforms to this
Oevmandias vision and even creates new forms that are aged armificially or perturbed in
appearance 0 suggest the wrecked and ravaged. Of course, a popular-cultuee caounter-
part is recvcling, the concept that worthy constituents of one creation become clements
for a subscquent generition, though structure may change and cultural chaff will be
blown awiy

Four clothing, the creative counwerpart of deconstruction as a theoretical discipline
is Found in the work of Karl Lagerfeld. Lagerkeld’s evident regard for clothing as manu-
facture was given clegane witness in his final collection tor his first vears at Chioe, in
which he incorporated the motives of seamstresses and of apparel making into the cloth-
ing. His second phase of design leadership at Chloe in 1992-93 is already marked by a
transparency of cluthing lavers and an almost Aowerlike revelation of cosiume layers
and structaee, Similarly, Lagerield for Chancl has exposcd notv anly the mast conven-
tional—but ancmalous fon the coumre—underwear briefs in 1993, but also the taxon-
omy of Chanel motifs, deliberatelv and exiravagantly presented as the historian's anesta-
tion and the aficionado’s intemperance. Tor Fendi, Lagerfeld has reversed and exposed
and stripped, bringing clothing’s secrets w the surfaces and allowing the luxury beneaih
the Anest creation of clathing e be appacent. Lagerfeld excmplifies the coanaisseur's
intelligence about clothing. e deives into the interior and intensity of a garment to
realize its power and to realize what it is physically, bringing those to the unavoidable
witness of the specatorn

In the context of Infra-Apparel, deconstniction may seem (o be the reasoning e
la lentre. 1s there an inherent difference. let us say. between Vionnet's radical exposure of
the garment’s techniques and the deconstruction of Lagerfeld and Kawakubo? Making
and breaking are, in this sense, 4 continuity, but the presupposition of the late-toenticth-
century examples scems to be that they are working back from a finished garment,

ravaging its integrity rather than showing the process of making. Arguably, the emotional



stakes are raised somewhere in the ambiguous vong between the positive values of
making and the weacherous values of deseroving. The roses that gather shape and yet
seem unfinished in a Vionnet dress are the imperfeat, beingshecoming flowers of no
corsage but of some interstice berseen the flower in formation and in decay, Our pui-
@rant equivocation with respect 1 the Vionner roses anticipates many of the ideas about
elements of composing and decomposing evident in laie-tventicth-cemury clothing,

In fact, there is a story, an insinuation of topic and even nareative, frequently allied
with the presence of deconsrruction in contemparary costume. In a 1985 essav "Ret
Kawakubo and the Aesthetic of Povern,” one of the present authors, Havold Koda, argues
for an apuolitical, zen philosophical reading of the earl- 19805 kootwed, apparentl di-
sheveled, and “lace™ (e, with hedes) garments of Comme des Garcons. A decade afer
Kawakubho s seminal work—admittedly foreshadowed t© some degree by the obstreper-
ous, overly political punk sivles of Vivienne Westwood—we have reterned wo images of
poverty, premises of despoilment, 2 mvstigque of the ruin and decay, and a procliviee w
the analysis of form m its defiled form, not in i innecence. Indeed, a5 Koda pomted owr,
our difficulty in anabvzing such fashion lies in our Western prejudices regarding the
creative process and our assurnprion that all ideas originate in purite A century ago, the
18905 saw decadence as an aesthetic ideal. 1n another way and ver one that reveals us to
cleave o century's close and millenniam’s imminence, fashion in the 1990 is looking to
models of decomposition and decay as sources of creativine

Worldwide recession in the 19905 has had 2 profound colearal impact, not least on
Fashion. Koda's dialecnc of the “'paer look™ with America’s affluent "financially optimistic,
conspicuous consuners” already seems optimistic. Any observer would note the wn-
dency in American fashion o play dosen weealth and promote the democracy af clothing
preferences, not to fulfill de Tocgueville but for simple economic reasons. A chastened
nardrobe of the late cventieth century s in formation. In straitened ceonomic cireum-

seances, perbaps we ook at the poor and symbols of povern difforently, Highestvle im-

o7
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poverishment is evident in the 1990s and coincides as the narrative and picturesque
sibling of physical destruction and deconstruction.

Global recession is more than academic or economic theory. It can quicken every
persan w realize that he or she may be on the economic wheel of fortune, a candidate
for misforiune, A1 least in the large journaslistic deseriptives, one swould not have imag-
ined that the affluent customers of Bloomingdale's thought their positions were easily
reversed with begpars and bag ladies of the period. OF course, empathy and compassion
should alwavs exist: sometimes the force majeure is circumstance. Sustained economic
decline, a new expectation of diminished standards of living, and substantive white-collar
unemployment compel compassion and promaote proximity, not the Darwinism and dis-
tance of the 1980s. In the 1990s, we feel the fragilin of economic status and tend o avoid
its flamboyvance.

If we could have imagined that we were at a cool philosophical distance from
pOverty Or in A position to make a political starement by wearing oversized, mangied, and
moncchromatic clothing a decade ago, that position has been preempted by popular
fashion in its spectrum of A/X denim-and-worker predilecrion, fastidious bive-collar-
meets-the-Main-Line of the Gap and Banana Republic, and even the street-smare slouch of
Girbaud, Levi's Loose, and Cross Colours. In the 19905, even Armarni tailored clothing for
men has sacrihiced its power-suit authority o become something close o Chaplinesque
enderness in silhouette along with suitably sofiened senuiment.

But prole penchants, however sympromatic they may be, are nonetheless sall sepa-
rate from discrete references 1o impoverishment and homelessness. {n fact, Kawakubo's
references in 1991 and 1992 are as veiled, as it were, as her references were in the 1980s,
Her new poor ook is a rich imagery of deconsteuction, romaneic decay, and analytical
disclosure of structure. If her garments seent to have moldered with the wedding deess
of Dickens’ Miss Havisham, the Kawakubo clothing endures to be worn even in its impov-

erished and impoariuned state, Tauered edges, evacuated seciions, and mismatched mate-

Page 99: Comme desGargons, faece steearer, fall i wirer 1982-83.
Fhotograph by Peter Lindbergh for Comme des Garcons, 1982
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rials may be anathcma o 2 middle-class value in the same way in which Chanel appropriated
jersey and the litie lack dress From the working class. Chanel's classconscious boule-
versement would, of course, have lasting impact and the middle class would have to
accept once-reviled materials and a once-rejected style as fundamental options for mod-
ern fashion design. Social equity can be achieved in transformations of clothing ypes.
Are we a2ble to distinguish rich and poor in terms of clothing? The common-sense
answer is, of course, that we can or that we would think we ¢an. Perhaps it is in the very
circurnstance of thinking clothing distinguishes between rich and poor that it becomes
cifective in its instances of mediation and transgresston: rich becoming poor and poor
seeming o be rich. Thorestein Veblen thought, of course, that he had 2 classte and immou-
table exampie of conspicuous consumption in apparel. The history of sumptuary laws
would suggest the veracity of Veblen's assomption that clothing would invariably be
economically coded. In the instance of deconstructed clothing, however, we can watch
the fascinating case in our time of ¢lothing defving the conventional codes and providing
a paradox of sevle and conscience remarkably fir, as it were, for our time of dramatic
economic reordering. To be sure, any high style may offer a kind of nrostalgie de fa bowe.
Fashion photography has often imperiled fine apparel by sumprising circumstance or
context, For example, Richard Avedon's famous 1955 Harper s Bazedr photograph "Dowima
with Elephants,” photographed ar the Cirque D'Hiver, gains its tension and frisson in
large part from the fragility of the model and the dress poised a litle too perilously
between frisky pachyderms. But not even Avedon expecred the conventional wearer of
Dior ter prance with the elephants. Paui Gallico's Mrs. ‘Arris Goes 1o Paris reminds us that
a British charwoman could be so smitten by a Dior gown that she would ultimarely merkt
it by social and moral raversal. Cinderellz likewise tended a hearth until the significant
dress and shoes served o transform her into 2 heauty fit for a prince’s gaze. Perhaps
clothing maintains its svmbolic value because we believe such tales of clothing's eleva-

ton of the wearer 0 extraordinary stature. If we s0 belicve, perhaps we also posit that



the suburbanite wearing workers' clothes via Ralph Lauren is likewise transfigured in an
opposite direction to become Rosie the Riveter or a Thonas [{art Benton hero of the land
placed inte a Scansdale backsard.

Thae Kawakubo's poor look of 198243 looks unsurprising o us wday s not only
Pecause its avart-garde incredulity has dissipaied, but also because, once again, we have
accommuodated so much of what was once avant-gacde o owe comventional sivles.
Kawakubo's clothing remeains as cesolutely philosophical and meditative as Koda argued
af it dn the 1980s, but we are more and more thinking alike. Deconstruction in clothing is
an idea made evident in ciothing's proclivity to manifest iseif, is burnished in odas
intellectual concentt of clothing, and s wpical in s large and engaging cuhural issuves.
Karl Lagerfeld, [ssev Mivake, Marithe and Francois Girbaud, and othier designers have
been pioneers of deconstructed clothing theough the 19805, bur the warershed of think-
ing and praxis has occurred anly at ehe Beginning of the 19905,

n fall-winter 1991, Christian Francis Roth paired ewo epic and vestigial American
themes in his collecion: quils and hobroes. The high-sivle hobo suits thae Rolh created
are no cold-beans-out-of-the-can variers. Undisguised, vivid paiches—oonsummate ex-
amples of the exquisite Roth arusory of precing—inflect the wool color helds as delicate
compositions in ¢olor. The patches as used by Koth are so conspicuous that they become
badges of pride, visible clements of poverts We do not mistake the Reth for true poverny
any maore than we think the Kawakubo desvetede is authentic or the Fendi coat is genu-
inelv in disarrav. Rather, we come to terms with it in an indirect, picturesque way. Qur
ideal of the train-hopping. itinerant, but never menacing, vagrant helped out at the back
door of houses in small wowns i3 4 piece of American nostalgia akin to Hope, Arkansas. To
be sure. these vanished and/or vanishing places and values assume yythic imponance
late in the century as we iose themy. Today, drugs and other circomstances have made the
homeless population seemingly more volatile, lethal, and frightening than the benign

hoba, The child of the 19205 and 19305 saw the hobo with wanderlust valor Freddy the

N



Freeloader and the Linle Tramp were vagabond herces long before post-war culture
made the image of wanderers wild ones. Parches were common-sense Americana, yield-
ing increxsed utility to a garment. Despite some hippie revival in the late 19605 and carly
19705, patches have all but vanished ltom the American scene, even in hard tirnes, Roth
was creating an epic Apure and was using as a design clement something that was par-
endy vestigial and nostalgic. If Kawakubo delights in aavism and Lagerfeld in intellectual
luxe, Roth cherishes remembrance and yearning, even bevond the cuwtstanding quality of
his work. One of the reasons Roth is most successful as a designer is that he has a
sentimental spirit that gives soui and sensation to every garment. [is 1992 rompe L'oeil
corset dress gives a stontelling dircaness 1o the permeable layers of clothing rhar other
designers sce in shredding and exposing,

Powverry had dignin: Then. L is that “then” o which wo are aken in Kasakubos
schalaste sensibiline and in Both's recollecive longing. S0, 100, Yukio Kobavashi's mis-
scaled, mismatched patches and tatters in Matsuda menswear for fali—winter 1992 convey
vearning. More pensive, perhaps, than Roth, Kobayashi takes us only to the genteel dandy
who his long served as dpos for Kobavashi's vision of the modern man, The shabby
dandy (only apparenthy shabbs, of course) @5 likewise cffective in Maesuda menswear,
always superb in execution, for its evocative power. In the same season, Paul Smith,
Andrew Fezza, and Dolee e Gabbana have similarly offered a clochard 10 Beau Brummel
synthesis in the appearance of patches, abraded sections, and vacated elements. We seem
10 have entered Charles Ryder's worid, and cach apparel malapropism or rip is only
sophomoric disdain or exceptional gentility nonchalantly snagged on every protruding
rail of the manor.

In the 19305, Carl Becker, the greeat historian, wrote, “Economic distress will teach
meq, if anyvthing can, that realities are less dangerous then fancies, that fact-finding is
more eftective than faule-finding.” The default that has marked the world economy in the
19905 has had remarkable consequences for fashion. Among those consequences is fash-

ion’s desive to portray poverty Arguably, fashion in these late vears of the twenticth

Page 103: Martin Margicla, "Laung" dress, 1991 Phorograph by Marin Macgiela






104

century has become as chastened as Becker suggested rhat it might be under ecanomic
constraint. "Fancies™ have been forsaken in hard imes, yet no meaphor can ever be lost
and no dream denied. An imagery of poverty, a recognition of social ills, can vield a
frrotpes of Weath as readily, if not more so, as it constricts the human spirit. Fashion
desiprers in the 19905 may not be exacting social justice, but they are realizing the
ceaseless role of imagination in and upon the economic order. Fashion can still make a
pringe or a princess inio a pauper and vice versa, In that aptitude, there is unbounded
richiiess and there is inventive hope for all. If Tara’s drapes could become the post-
bellum ball gown, fashion renewed the Cinderella dream. One realizes there is a vision
in realizing rthe deconstruction—the dvnamic of fashion making and fashion destroving—of
contemporary dress. Such clothing is the ruin in the landscape, a picaresque of past and
promise of the future.

The skeletan of a seructure by Martin Margiela, seemingly partial and parched, is a
violation anly of our expectation of cathing’s unbroken enrty. The completeness and
coherence of such a garment is made more evidenr by its breach, void, and bond, each
element calling our attention to clothing’s composition. Like a poetic language that in a
combination of concinnity and complexity i at variance with our day-to-day speech,
such poetic dress only affirms our desire wo speak and our need to communicate, in this
instance, of clathing. Even in the instance of Comme des Gargons, the collections of 1992
and 1993 are less referential o poverty and ahandonment and are instead more analyti-
cal and rigorousty reasoned as clothing construction.

Is our contemnporary conclusion w an an argument of clothing's open discourse
with it5 own structure and inner warkings more foreboding and sinister than we would
have hoped from the whitework conversation of the ninsteenth century (lingerie inform-
ing dress and vice versa) or from the culraily genteel entry 1o boudoirs and women'’s
private circles? To some, it may seem an apocalyvptic and nightmarish ending w a fancy
fantasy. Bur no such dire conclusion is necessary if w¢ perceive the historical role of

dress. Constant in addressing issues of the private and the disclosed, apparel is a phe-



nomenan of personal and cultural interaction. Deconstruction. 1 maodel of thought cur-
rent to our time, provides a metaphor for the capacity of clothing to migrate berween the
personal and public spheres. Dress arouses innate feelings of individual expression and
inkimacy; dress determines the nature of social exchange among individuals, The direct
observation of clothing’s fenvert claim to the public intellect is onby the current form of

clothing’s constant demand o analvze wself and us,
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Page 107: Madeleine Vionnet,
Honeyoomb dress, 19360

Page 108: Jeanne Lanvin,
Evgrvinng gotn (detail), 1937-39

Page 108 Jeanne Lanvin,
Eventing Gown, 1937-39

Page 11t Marc jacobs
foor Porrw Ellis,
Tear gotws, 1993

Pager 111 lssey Miyake,
FPrirt and clit jacke,
fallfwinter 1992-93

Pages 112 —13: Karl Lagerfeld,
for Fendi, Deconstreecied
Jur coar (deaail),

fullrwinter 1992 .-93
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Page 115 Giorgio di SuntAngelo,
Shrveded gow, ca. 1969

Pages 116-17: Giorgio di Santangelo,
Skredded gowet {derail), ca. 1909

Page 118: Christian Francis Roth,
Arnericar ol stit,

Eallrwinter 199192
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GLOSSARY

Batrppetrt: man'’s loose coat, falling to the knee, worn informally in the seventeenth and
eighteenth centuries.

Busk: in the tradidonal corset, a spine slonted in the {rong that holds the weso erect
generally of whalebone, horn, ivery, or even steel.

Canrisode: in the nineteenth century, a bed jacket or loose corset. by the end of that
century, the cuniscle had become an unstrectuced underbodice.

Chemize: the sleeveless knee-length garmoent worn as underclanhing in the eightecenth
century; later, a description of the same silhouetee, cspectally in the 19205

Chemiette: in the nincicenth century, the pared dotn underhodice ar All-in that often
shows ar a low-cue neckling.

Chemise i fa reine: the chemise as worn externally first by Marie Antoinette in the 17805
and prevailing as a sivle inte the Empire. It was also fostered by chiidren's dress: the girl
could wear the chemise into adoleseence; the child of namure could wear it forever,

Combing jacket: wonuan's loose jacket (late ninetecnth and into the twentieth century)
as derived from dressing gowns, but generally only waist-length, worn in the bedroom
when brushing the hair or applyving makeup.

Corset: a stiff shaping garment of the torso, tending o pronounced diminution of the
watist and raisiog of the bust. A variane was used by men as well,

Crinnding: a cage-like strecture of hoops giving wide circumference w the skirt, The
diameter of the hoops increases from top @ bottom, creating 2 cone-like shape. The
word derives from criz (horsehair) and #x (petticoat linen).

Givgdle: by the 19205, 2 rubberized and elasticized vaciation on the corset, covering the
upper thigh as weil.

Hoop: understructure w cacey petiicosts and clothing in aide ciccumference arovnd the
body, generally from waist o feer in graduated enlargement,

Lingerie: originally, the French for linen produces, Ing more broadly taken w mean
luxury undergarments and sleepwear in the ninetcenth centuce A generic weom, it seoved
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1o legitimize “unmentionables,” undergarments that propriety was oo modest to de-
scribe, though its connotation is specifically of better-quality intimate apparel

Merry Widow: a 1951 corset manufactured by Warner's and named after the operena by
Franz Lehar. A pronounced hourglass shape, it corresponded to the New Look shaping,
restraining the waist and lifiing the bust.

Morning dress: moditied, vet informal, dressing for women in the home in the nineteenth
century, taking its name from the time of day prior to social visiting and formal ceremonies.

Negfigee: licrally neglected, the artire of privacy and informality:

Perticoar: in the Renaissance, the petticoat was an external garment; in the nineteenth
century, perhaps in Renaissance revival, the term was reused to describe underskins,
often worn lavered.

Robe de chambre. mitially, men's deshabille attice in the eightcenth century; later, wom-
en’s informal dress, including morning gowns and wrappers.

Robe volante: an eighieenth-century gown with loosely fitted bodice and box pleats at
the back.

Sack (Sacguee) a capacious gown like a belled rent with pleats ai neckband, worn as an
open robe both for dress and undress afer 1750,

Sfp: a light undergarmeni suspended from the shoulders and extending to the hemn of
the skiri. (In the reencicth century, a half slip describes a garment hanging from the
waist, ) Often an interface berween an inner layer of undergarment and external clothing,
the slip is an intermediany: it occasionally appears through to the ower layer and, with
the rventieth-century slip dress, it becomes the outer layver of clothing.

Tea pown: an uncorseted gown of informaliny; by the 19205, a semi-formal auire of the
same hype suitable for garden parties and afternoon tea.

Underskirt: a lavered garment. In the Renaissance, an underskirt could be of the same
fabrics as external dress and sometimes shows through, as in the blue underskint worn in
Jan van Evck’s The Marriage of Giovarnmi and Jearnme Arnoifini (1434); in modern use, it
is 2 peticoat or similar undergarment.

Wrahper: an informal wraparound robe with easy tving worn at home. Twentieth-ceneury
derivations from the wrapper for women include the housedress 2nd housecoat.
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LIST OF ILLUSTRATIONS

All costume phowographs ane by Neil Sclkirk, umless
otherwise indicated.

Coweer: Fondi, Corser Beathirtg sudff, spring/summer 1991,
white nvlon Spendex. Countesy Annz Fendi

Incongruous and anachronistic, the Fendi bathing suil
is a wour de foree of historical acuity and irony. if the
corsel gice oppressed women and suppressed move-
mefil. & CONtempOorary swimsuit can only semve as an
unconditional sign of motion and physical liberation.

Frontispiece: French, Robe ixdarnte, o, 1735-40, brown
silke damask. The Meropolitan Museum of Ar. Gifi of
Mary Tavener Holmes, 1983 (1953.399.1)

The informal rofe podasfe became an impaortant op-
ticn tor the formal dress of the gighteenth century as its
structure cleaved to a ailor's standard.

Puge S: Gabricllc Chanel, Eoening ensembide, 19395, black
and white silk net, white coron eyelet. and muolticol-
ared, sieiped silk taffera sash. The Metropolitan bu-
seum of Art, Gift of Mrs. John Chambers Hughes, 1958
(Cl 58.34.18)

Evidence of lingerie's abiding allure to cluthing, the
Chanel evening ensemble represents a repertoire of
lingerie techniques and surprising reversals and reve-
lattons, a crinoling a5 overskict and an underslip re-
vealed. Chanel’s ironies are highly informed, her
reinterpreiations of lingerie are purposely unseemly
and richly elegant.

Page 6: Josie Natori, left: $8p dress, fallrwinter 1990-91,
black re-embreidered and beaded lace with mude un-
derdress. Courtesy Josie Natori: right: ey dolf dress,
spring/summer 1990, hlack silk chiffon with black re-
embroidered stretch lace underdress. Counesy Josic
MNatori

Known as adesigner of imimate apparcl, Josie Natori
was encouraged in the 19805 by Lynn Manulis of Mur-

tha 1o bring her sensibility and rechnical prowess
daywear and evening wear inspired by lingerie.

Page % jean Paul Gaultier, “Fogrress Wanrself™ erveniile,

1960}, black chalk striped wool suit with pink satin ancd
elastic corser. Cournesy Madonna

Page 12: Auributed to Blisabeth VigéeLebrun, Marie
Antoinetie, ca 1783, vil on canvas. National Gallery of
Art, Washington, D.C, Timken Collection {1960.6.41)

The startling innocence of Marie Anuoinene’s decision
1cr wear and 1o be depicted in the chemise was o revo-
lutionary gesture, a clothing transformation notably in
advance of the Revelution, but an ominous precursor of
the chemise worn on lust rides on the wmbrel. Was
there not an anticipation of democrac reform in shed-
ding the silk shell of Court dress?

Page 15: Follower of Jacques-Louis David, Porralt of o
Yorrig Womean i White, ca, 1800, oil on canivas. National
Gallery of Art, Washingron, 0O, Chester Thale Collee-
tion (1963.10.118)

The american Rosalie Ster Calvert reports in her let
ters in 1802 of a Bewsy Cooke of whom “it is believed
that she will die fram a cold she caughe aca ball whete
she wore a Greek dress,” the peril of the new style.
Further, Calvert reports in the same yvear, "Papa recently
came back [from the city} and couldn’t stop @alking about
oo ladies who he said reminded him of cols stripped
ol theidr skin—wdthout skin, sleeves, or anvthing to fur-
nish them some grace,” her father apparentdy finding
scant grace in the new neoclassicism.

Bage 16: american, Dvess, 1799-1800, white linen with
foliate embroidern: The Meropalitan Museum of Art,
Purchase, Irene Lewisohn and Alice L Cromvley Bequests,
1968 (1988 242 4)

The Empire Style gave solemnity and classical redson
tes the simple linen diress that hud been onby an under-
garment a generation before, Already, though, decora-
tion is beginning in foliate embroidery, betokening a
fArst sizge in the ninewcenth-century dorror sdont vis-a-
vis clothing embellishment.

Pape 21: Alired Stiegliz, Mrs. Sefrna Schubart (Stieglite's
sister Selmal, 1907, lumiere autochrome. The Metro-
pelitan Museum of An, Gift of Georgis O'Keeffe, 1955
{55.633.14}



Still privare, even ws A amily photograph, Steglise's
image of his sister wearing 2 Fortuny gown implics
baath artistic progressivism and natucalism in o wacden
setrng,

Pages 22-23: Mariann Fortuny, Pediabos efrooes, silk. The
Metropoligan Museam of At Top B oand clockawise:
ca 1920, Purchose, Isabe] Shulos Pund, 1984 { 19846081
fiest Ball of the teemietty centun: Gift of Claudia Lyvan,
1974 41979, 33%a )k oo 1930, Gift of 1he Fstate of Agnes
Miles Carpenter, 1998 {C1 586143 o 1920-30. Gift of
Clorin Braggiond, 180 ¢ IUBG 70K Arstabired of the nvene
vicih century: it of Irene Lewisoho and Alice Lewisohn
Crowdens 1906 (C G982 o 1950, Gift of the Duchess
Pimi di San Mindae, I9E0 019801862, 1939 Gift of the
Farnibye of AMes. M. Lincoln Schuster, 1977 (197736304
1936, Gitt of Dorothy M. Forgbece, 1983 01983 4773 ) ety
weendieth cenmory, Gife of Mrs, Francis Coleman and
Mrs, Charles H. Erhar, Je, 1975 (1979383 4)

Intended as apparel with one circumescribed, though
UMPOeTanE. use s 3 e o, the Fortuny Delphes coame
o be ustedd s o distinetive sivle in evening wear Marcel
Presust wrote, "OF all the indoor and ouedoor gowns
thin Mme Jde Guermanies wore, those which seemoed
rohcest bor respaond for s definive antention, o he endowed
with a special signifcance, were the gorments mcde by
Fortuny from old venetian models.”

Page 2% Criswobal Balenciaga, ey dfeddl dres, 1957,
hluck silk lace. The Mewopolian Museum of Art, Gif
of Mrs T Reed Yeeeland, 1973 (1973207

The labw doll dress s a2 feacof legerdemain, sorapping
thee body ina comibartable form, but allosving the lace
vage 1o swving free, While mher couture designers cop-
ied the baby doll deess, its perfect form sas found in
Balenciuga, shose lite-loog imerest in the contrase of
embrace and loose ssing was distlled o this firm,

Page 20 Geofivey Beene, Spval st dress, 1991, black
vl jersen, point dlesprin, and marguiseire roserees.
Courtesy Jonew Sopher

Beene's couare-standard pertectionism is manifest in
the exacting Gt and sheer audicine of the shp dress. A
tolr de force of dressmaking technique accompanied
In' consummare lingeric skills, the Beene slip dress
is commensurate with the coure of YVionnet,

Pagye 27 Claire MeCardell, Sverdirg poten, 1950, umber
satin-striped nvlon. Courtesy Fashion Institute of Tech-
nulogy, Gift of Mrs, Adrian MoCardell

The hurmbde {and in 1950, guite new } marerial of nylon
is raised by MoCardell o evening-wear stature n a nec-
classical. ser modern., gow . MoCurdedl R also used
cestton prigue andd other unexpecied marecials for eve-
ning wear, granting 4 kiodd of natural democraos w
fabwics,

Page 29 Pablo Picasso, € v o Chertive, 1905, Tate
Cullery, Longonsan Besource, New Sork S ARS, New
York:SPAIEM, Paris

Forr Ficassao, the choemise sugpests 2 number of inter-
preations: simplicioe and even [overty; a regressns e
origfaent of the chemise as a kind of pricaal shifi; 2
Frasic attire of dowear amd nightwear

Page: 31: Jacoues-Lowis David, Arteodrie Lettevenit Lelressior
ard Fis Wife, 1788, ol on canvas. The Metropeolitas
suseum of An, Purchase, Mr, and vrs, Chartes Wrights-
man Gilt, in honor of Everenn Falw: 1977 (1977100

Almost mmediately in the 19805, dhe underwear thar
was coming o the surface was supported by the
velume-brearing understroctare thae bad characterized
eighteenth-centry dress Mme Linoisier's dress is thus
rransidonal: ic exposes the devices of underwear but
maintains a traditional sieucture,

Puge 320 J-E de Trew, Te feclaradion of Lote, 1724
Privater callection, Xew York

I am inrimate seteing, o relave state of déshubille sig.
mals the presence of love, The polie rodarte's undress
origing are even mure explicit in rhe cirgumseince of
unloased stays.

Fage 34: John Singleton Copley, fosepd Sheriarne, ca
1767 =70, wil on canwas. The Mewopaolitan Museurn ol
Art, amclia B, Lazacus Fund, 1923 (23.143)

The custom of showing the eighteenth-centuny gentle-
man in the relaved srvle of the banvan gives narcative
ane churacrer 1o the sitter, suggesting 3 kind of human-
ism and an approachable, fricndly snle
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Page 39 Buropean, Man 5 baryan, ca, 1730, blue, ivory,
rust, and vellow striped silk satin. The Merropolitan
Museum of Ar, Purchase, Irene Lewisolin Boeguest, 1956
(C1 56510

The sign of an eighteenth-century man at ease, the ban-
van was a comfonable and frequendy colorful sevle for
men of the Cour and of alfaics. Collegians in the eigh-
teenth contuny adopred the same sile for public places
in the spirit of adolescent informalioe and rebellion,
and they were denounced for appearing in their
rHghigonTs.

Page 37 Kaimundo de Madrazo v Garrea, Girls at @
Windowe, nd., il on canvas. The Metropalitan Museum
of Art, Catharine Loritlard Wolke Collection. Beguest of
Catharine Lorillard %olfe, 1887 (87.13.131)

[n owentieth-century ant, the window is metaphor and
frame i the real wocld In the nineteenth cenry,
Rgures appear in windows 25 they would have inthe
new urbanism of such sites o8 Hiwssmann's Puaris, bt
with the interaction berwveen the private interior and
the public boulevard and spectatorship. Such fgures
are a1 the uncerain threshold berwecn rwe modes,

Page 39: BEdouard Manet, Wowtan with a Porrot (de-
tail), n.dd, oil on camvas. The Morropolitan Muscum of
Art, Gift of Erwin Davis, 1889 (89,2133

Manet depicted every stage of dress and undress, often
in juxtaposition with another person or persons ar a
different stage. While he is indubially the shrewd ob-
server of dress as a process. Manet also messures de-
cency, dress, undress, the dressing gown, and shock
through the graduated presences he gives o clothing,

Page 41: Yves Saint Laurent for Cheistian Dior, Erening
dress, spring/summer 1960, pale green silk shaniung,
The Metropolitan Museum of Art, Gifi of Baron Philippe
de Rothschild, 1983 {1983.619.8)

What had been a dressing gown for Manet's Wosnarn
wth g Parrad is approprizted by Saine Laueen for Chris-
tian 1vor as an evening dress. Saint Laurent’s allusions
tia ant are frequent, including the Morarian dfress (19650,
Matisse collecvion {fall/winter 1981-4#2), and van Gogh
andl Cubist deerivations {the late 198087 Most significant,
though, in conjunction with rhis Manci-inspired dress
are the Gova-inspired dresses Saint Lavrent created for
Dior during the folloving season. fall/winter 1960-61.

Page 42: Karl Lagerleld for Chanel, Eventfng etisemibie,
1992 whine ribbed couon tank wop, black silk rlle skirt,
arid metal and faux woroise ink bell. Counesy Chanel

Lagerteld has perpewated and extended Chanel’s knack
for editorial judgment from the street and vernacular
cluthing, In this instance, Lagerfeld creates the high
form of clothing thar began as underwear, soughr fash-
jomn associations through designer labels, and is Gnally
fulfilled in its ambition as it is dismavingly expropri-
ated by the designers passion for contradiction.

Page 43: Marky Murk fMark Wehiberg), 1993, Photo-
graph by Herb Rins for Calvin Klein, photograph cour-
tesy Calvin Klein

In the 19485, an urban street style of loose jeans worn
lowy o thie hips exposed the waistbands of briefs, them-
selves viested inthe 19805 and 1990s with designer iden-
tities. Singer Marky Mark, known Arst for dropping his
trousers in conoers, Mecame a very familiar body in
Calvin Klein advertising,

Page 45 Edouard Manel, Mana, 1877 Kunsthalle,
Himbry

By the 18605, sillkesurfaced corsers were developed. By
the 1870s, embroidered satin corsers introduced ele-
ments of houry and secret indulgence. Nerer is prepar-
ing for her iournuree or bustle, decorarive overpetticoat,

Page 40: Georges Seurat, fewree fille se poldrant, 1885—
o, il ot canyvas. Courtauld Institure Galleries, London
(Courtauld gift)

Mimimalizing the waist causes secondary displacements
of flesh made evident by Seurat: a pronounced bust
line, an crect poswre with 2 plumbline effect of the
corset on the spine, and exaggerated hip line. Seurars
sense of the verticaliny and volumes of the human fAgure
is eviden throughout his painting: in seeing the hgure
in 2 corsel, we see thar Searats axialiy of pose is
founded in the corser.

Page 40: Henri de Toulouse-Laatres, Femme & sa
rofere, 189G, Musée des Augustins, Toulouse

An artist of the modern sites and conditions of speciator
ship, Toulouse-Lautrec provides the bifocal witness of
the art's spectaior and the male viewer within the seene.
The male viewer's gaze insinoates i proximare viy-
eurism into the spectator's point of view, making pal-
pable the watchful fetishism of regarding the dressing
process and observing the lacing of the corser.

Fage 51: Madorria, 1990, wearing Jean Paul Gauliier,
"Like a Virgin” corset, 1990, pold-spraved tamé. Cour-
tesy Madonna, Phatograph by Jean Beptiste Mondino,
phorograph courtesy Jean Baptiste Monding and f -
per’s Bazaar



Madonnma has been a4 critical Agure in the contempo-
rary phienomenon of fafra-Appared, choosing costume
that ts historically rexctionany while at the sume time
aggressively vanguard. Madoana has norn underwear
as performance clothing since the earby 19805,

Fage 92 Ghanni Yersaoe, Corsed gowen, fallsaimer
1991-92, whire silk crepe and white silk otoman. Cour-
sy Giannd Versace

A designer of enovclapedic referencing and intense
popularculiure eoergy, Yorsace creaes a4 gosn from
the truditicnal parrdigm of the cocset.

Page 33: Gianni Versace, left: Sfip dress, fallfwiner
1901 -92 puowder blue silk erepe, chifion, and lace. Cour-
tesy Crionmi Mersaoe; right: Sqdn doll dres. fallfwinter
199192 pink silk crepe, faille, chilfon, and leee. Cour
tesy Gidnmi Yersadc

Re-crcating histonical tpes, Yersace imbues each with
o contemporany fervar akin 0 Pop A yvperbole.
Versace makes us anare of the cxemplar throogh an
exaggerated version, verging on the caricature. Thuos,
an almost scholastic txonomy of clothing nvpes he-
comes for Versace an audacious suive of slighily speoh;
highly origingd variations.

Fage 5% Yves Sain Laurent, left: Corser dress, Balliwinter
19u1-92 hlack lace over nude silk chiffon, black silk
georgewe and laee skin, with black rulle and velvet rim,
Courtesy Yves Snint Lavrent; right: Corver dress, fall!
winter 1991-42, black silk velver and lace weith saun
ribbon embrraidered lace mim. Cowsctesy Yves Suint
Lavrent

The corsetry revived by Saine Laurent i the 1990s re-
calls the Beile Epoque in a gesture of the designer’s
characreristically post-modern historicism. Coe fin de
siecle recalls anorher.

Page 506 Thierme Mugler, Corsed suf, fall winer 199293,
red wool crepe jacket with black coton velver skirt
Courtesy Thierry Mugler

The faiffenr of 3 Mugler corser suit consolidares
innerwear and external clothing indissolubh:

Page 37 Belville Sassoon, fening bodice, 1 1983,
shown with Perry Ellis skin in leopard pawerned wal-
fera. Counesy Mrs. Roberl 5 Trump

The lacing of the badice is unusual in exposing the
torso. While the shape seems vene restraining in the
corsct tradition, the suppleness of the velver transforms
the trackitional form into a softer modem atre,

Page 58: Jacques Fath, Eeening gonn, 1947, pink silk
sarin. Courtesy Bichard Martin

Fink, a codor of wentict-cenwny lingerie, is combined
by Fath with truditional lacing in an evening gown of
tight-laced eroticism. lis strucare is a literal equiva-
lent of the bourglass silhovete of the posc-World War
11 vezars, here given deepec historical resonanee, Io 1954,
just before his deadh. Fath returned to the representa-
non of the corset as a means of rationalizing the wasp
nist he preferced.

Page 59 Jacoues Faeh, Ererfimg monen (detail), 1947

Fage a0 Valenrino [Garavani ], Evertfrng pozen, Tallisciner
199203 red silk crepe and guilicd sill sating Couresy
Valentino

valentino knosvingly re-creaes the quilting of 1820k and
18305 corsers thay extend w the hip, playving upon tha
historical shvle as 2 cuiness oo oan evening gown, Quilt-
ing and decarative pattern give the corset element s
intercessony role bemeen evening gown and carapace,
Further, he emphusizes the graceful svmmoroe ot the
body with ries at center front.

Pupe 01 |ean Paol Guultier, Ererhag efress, 1992, black
ravon satin and Lvera. Courtesy Bichard Martin.

Tnspired by the 19305 Merne Widow: the Gaultier eve-
ning dress is one of numerous instances of the design-
er’s lowe of hrazen exposuce. His metal cosser, hurlesque
conical bris, and suite of historicizing corscts repre.
sent one aspect of Gaultier's defit and ofien droll dis-
placements of clathing wemplaces.

Page 63: E X Winterhalter, Mese Rinsd-Rorsekor: 1864,
Musée d'Orsay, Paris. © Photo BN

The bady-conscious, self-awane Mme Rimskhe-Rorsakov
may make a deliberate choice w be represemed in
deshabille, bur her awire is very sinndlar 1o that of other
Second Frmpire pottraits of somen tully dressed. Shared
elements include: mifet ribbons channeled throwgh
gathered white arganza, lace. and shicred white fabric,

Pape 67 F X Winterhalter, Blirabed, Empreis of Atestria,
15854, Location unkoesan. Phowograph Marional Poctrait
Gullery, London

In 3 sense, Elizalith of Austriz anticipated the modern
interest in dieting, exercise, und the mystigue of healdh,
Hewr porwrain in undress is an essay in raticoalie and
phusical continence. She is not the cogeeedts, huta mod.
ern Diang of the healihw, chesre, and funcrional in un-
derwear. The public expectation for such a4 poruraic
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wauld have been formality; icscandalized not only be-
cause of it intimacy, bu alse because of its ausiernin,

Pages 68-069: F X, Winwerhalter, fnpress frepdrie and
Her Ladies of Horor, 1859, oil on canvas, Musée Na-
tianal du Chiitesu, Compiggne. Giraudon: Art Resource,
MNew York

The Yavish dress of the period was a ineny for the court.
though some critics and cvnics noted the similaricos o
the florid dress of coureesans. as earlier had heen
charged in the exposure of lingerie matives.

Page 70 French, Wedding dress, 1864, white colton or
pandy with whitework embroiden: The Mevropolitan
Museum of Act, Gilt of Mrs. James Sullivan, 1926
(26.250.2)

The bride’s gowm and trousseau were imbued with vie:
ginal values and the delight of lingerte forms peeking
theaugh in public. The mid-nineteenth-cenun wed-
ding dress waus both raw and cooked: it carricd the
solemniry of a rite of passage, but with the exuberance
and extravagance of anciert and leral forms.

Page 71 American, Corset covers and combing fackets,
[ate nineteenth centuey, white linen, cotton Valenciennes
lace, and whitewerk embroidered musling The Mewo-
politan Museum of Ary Gift of Mes. ¥ B Delgado-Onth
ang Mrs. W) Hill, 1946 (469147 Gift of Mrs. William
Rosenfeld, 1943 {(43.11313); Gifi of Mrs. Harry Allan
Jacohs, 1938 (CL 38.50.1)

Whitework techniques were among the most elabao-
rate sivle grammars of the nincteenth century, sugpesi.
ing eclectic sources, acsthetic diversin: in a sumpluowus
Farm, #nd the precious survival of ancient technigues.
Pictured in this way, these items of intimare clothing
are the wextile 1win 10 Owen Janess Grampier of
Orrearezrrt O Othier spvleboolks and paernbooks.,

Pagrer T2: American, Peitfcoas, 1880-1007, white organds,
whitework embroidercd muslin, silk affeta, comon
Valenciennes lace, and corded net. The Metropolitan
Museurn of Art, Gt of Mrs. Arthuar Bloch, 1940 040,144,
Gift of Mrs. Edwin [ Gueman, 1944 (44.9311). Gift of
Mrs. Edgar L. Rossin, 1993 (CT 53.12)

With the invention of the hobhinet maching by John
Heathooat, the kbor-intensive handmaking of lage was
superfluaus. Ironically, handmade lace profiferaed afrer
the wvailabiline of machine-made lace as a allful ace of
sabotage and social atavism. Perhaps 1he indulgence: in
the technigue Gand manual vimoosin ) could be enjonved
mare as soon as the industrial Bevolution provided a
maching alernative.

tage 73 American, Recepiion dres, late 18705, vory
silk organza and lace with stlk satin cibbon i, Cour
tesy Richard Martin

A plethora of opulent wechnigues attached themseles
o the white dresses of the second half of the nine-
teenth century. Cascades of drapery were integraed
inio the body of the dress o freeze the tumbling away
of cloth implied by deshabilie.,

Page 75: American, Lingerfe dress, ca. 1877, white cor-
ton bavisie, The Merapolitin Museurmn of Art, The Jae-
queling Loewe Fowler Costume Collection, Gift of
Jacyueline Loewe Fowder, 1981 (19581.3380.1)

An American lingeric dress with train exhibies the wur
de force of rechnical capabilities thay were on display
as lingerie and extertor dress exchanged roles and mas.
tery in the kast quanter of the nineteenth century

Page 76 European, Drexs (detaily, cu 1818, white cor-
ton with white lace and white mull trim. The Metro-
politan Museum of Art, Purchase, Marcia Sand Bequest
it memery of her davghter Tiger (Joun) Morse, 1981
(1981.15.3)

The ficst justificmion of the chemise was 2 neoclassi-
cism, but its perpetuation depended upon the adape-
ability of such white dresses 1w e a vhula rasa 1o
historical styles, taking on the awribures of rhe waves
of historicism that washed over the decades of the nine-
teenth centun:

Page 77 American, Dress, early 18405, white cotton or-
gancy The Metropolitan Museum of Art, Gift of the An
Workers' Club, 1945 (CT 45.68.28})

Lace insets, whitework embroidersy, and shirred band-
ing became a triniry of nineteenthcenury arnament
queded by lingerie. The dressundersesr cxchange of
motives in the ningteenth centurny is in some ways sim-
ilar 1o the visual exchange betercen printmaking and
painting in the same period.

Page 79: left: English, Day édress, ca. 183334, white cot-
ton embroidered with Lilv-of-the-valley motif. The Met-
ropoditan Museurn of Art, Purchiase, leene Lewvisohn Trost
Fund, 1981 {198L118.3 ). righi: Amencin, Day dress, ca.
1842, white lawn embroidered with Faliate parkern, The
sctropolitan Museum of Art, Gift of The New-York His-
torical Society, 1974 (1979 346 .41)

As in these dresses, decoration on lingerie of de irst
half of the nineteenth century was larpely resieicred o
whitereork embooidery at the neckling, sleeves, and hemn.



Pages 80-81: American, fress (dedl ), 18405, white cor
tian with articubaed Booed bodice. The Metropolian
Museum of Art. Promised gift of Richard Martin angd
Harald Koda in honor of Cora Ginsburg

I this deess, modernism speaks in advance of i me.
The decoeation erulates steuciure, the patern of the
hexlice resembling the corset. The anonvmous Ameti-
can Press antcipares the cosl reason and anabtical bis-
toricism of such meentieth-cenwiry work as Bill Blass's
Erentrty dress (see po 920

Pagze 83 French, Wedlding dress {detail ), ca. 1837, white
India muslin with embroidered Boral meeif, The Met-
ropoditam Museum of An, Cift of Mes, BT auchnar,
1915 (1534210

Detachable shoer sheeves cage the interior sleeve and
prevvide an owner layer of ormament and form for the
steucture beoemh, a Cevstal Palace: in mosling

g B lofi: Amorican, Sesr.grening dress, ca, 1903—4,
aff-whie silk mulk with coron Valenciennes lace. The
SMerropolitan Moseurmn of Art, Gilt of Miss Fingn, 1946
{36107 right: American. Afferaoon dress, oo, 1908,
cream silk with couon kice and cowon poim d'esprit.
The Metropolitan Musean of Art, Gift of Estane of Helen
E swn, 1975 (1979.9%)

Early twenticth-centuny dress liberally quoted silk line
gerie of the TRATs and 14905,

Page 85 American, Semid-evening dress (detail), ca
13—

Page RO Boue Soears, Bobe de siyfe o, 1920, wohige
embroidered Town. Alet lace, coton net, and silk rib-
lran fosettes, Courtesy Mack Walsh

Notahle gy cresmors of lingerie, as Callon Soeurs had
e s a e estahlishument, Boué Socurs carried the
maerials and oroament of lingerie to dressmaking,

Page: 57 Boud Soeurs, Kobe de style (deail), ca. 1920

Page 89: Ieft: Lucile, fres, ca 1912, ¢ream silk chiflon
with cotten Lace and corded net. The Metropolitan Mu-
seum of Arr, Gift of Mrs. Morwn E Snellenburg, 1946
(46.46.0) right: Lucile, fea darce dress, ca 1916-17,
white marquiserne with lace and ribbwon imim. The Met.
ropolitan Muscan of An, Gilt of Julie B, Henr, 1978
(1978204815

Lingerie-like raneriils and the gaoment's transparcney
afford the same effect in dress as in lingerie, fosering
an ambiguity of lavers seductive in both.

Pages 90-91: Lucile, feg dance dres (detail ), ca 1916-17

Papge 92: Bill Blass, Kremfag dress, ca. 1987, pink
pintucked silk. Counesy Mary Tavener Holmes Beory

Pintucking is a technical device for fit. The Blass dress
wacs pintuckiog less siructurally than decoeaniveh, evok-
ing the sleek biws of dressing gowns of the 1930,

Page 93, Bergdorf Goodman, Freriig deess arted fackot,
1934, beige wilk marquisete and cotton lace, The Met-
ropolitan Museum of Art, Gift of Mres, Alan L Corey, e,
Mrs. William T. Mewbold, and Mrs. & G, Paine [, 1980
[1080.126.7)

The cosmetic codors of intmate apparel rransferred in
ITRI0Y IDSEINCES [ t"‘;’tr'l.jl"lj.’, wedr.

Page 93 Commo does Gargons, Ly ermseanbie, 1981,
left: white cotton jersey T-shirt with taping appligueds
over a coton jecsey and chnh patchwork skirt: right:
white cotton jersey and cloy T-shicr overe a coton jer-
sey and cloth skire with raping appliques. Photogragh
by Peter Lindbergh for Comme des Gargons, 19683 Cour
tesy Comme des Gargons

Rei kKawakubo's design for Comime des Garcons in the
garly 19805 was ws picturesque as London Punk, but
more structurally anarc.

Fage 949 Comme des Gargons, Lace swesdder, fall/winter
1982 =R3, black wol, coordinated with a black coton
jersev padded skint. Photograph by Peter Lindbergh for
Comme des Gargons, 1882 Courtesy Comme des
Charons

Rei Kawakubo's design of the Jace seeater occasioned
a tashion of privilege, immediately separating a respon-
sive audmence of approval and outery againse the work.
& happy fewe acknomdedsged the work, understancding
thar its principle ®as not destruction but afhrmation.
Tor menyy others in the carly 19805, of course. the Comme
dos Gargons work seemed onyuic, apocaypric, or socio-
patholagical,

Fage 103: Martin Margicla, "Liking” dress, 1991 whire
visoome, Shonlfdor Sructure, springfuammer, 1991,
washed cotton. fafot, springssummer, 19589, sahed cor
ton. feprirese Workmar” shoes, spring/summer, 1985
Fherograph by Mariin Margiela, Courtesy Martin
Marpiely

Calling him “the pioacer whose ume has come’ (Ve
Yord Tirees, Macch 100 1991, Bermadine Morrs noked
Margiela's deconstructivist clothing and sensibilin: While
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wholly boished, Margiel's works suggest process and
a systematic, somewhat radical, reconsideration of all
thier terers of appurel

Page 107 Madeleine Vionnet, flonercomd dress, 1936,
black silk arganza with pintocking. The Metropolitan
Museumn of A Gilt of Mres. John Chamibers Tlughes,
WSH (L] 383415

What Monr Seint Victoire was to Clzanne, the dress s
o Vionnet, a designer of infinitely anahtical patiende
and introspection. Borrowing broadly from dhe tech-
nigues of innerwear, Vionnet created analytical sieoc-
wress hidden bencath webs, desterons excisions and
modificanons, and, it this case, a honeycomb on a dress,
The result is 2 dress thar is sensitively elegant and as
entelogical as a garment can be, s visual refinement
emanating fram its problem-solving reason.

Poagrer 108: fesninz Larvin, Everrferg goncn (detail 1, 1937 -39

Page 109: Jeanne Larrvin, Erendag poter, 1937 -39, black
silk satin and net with hoop panniers. The Metropoli-
tan Musenm of Art, Gift of Mrs. Stephen M. Kellen, 1978
(1978.165.19)

Once known chiefly for a ladylike sensibilic, Lanvin is
increasingly revealed as a designer of discriminating
interest in structure and of keen hisworical anarcness.
The hoxops of this dress return e the eighteenth cenun:

Fage 10: Marc Jacolys for Perry Ellis, Tear pows, 1993
Plack rayon Tyera jersey with reversed seams. Counesy
Perry Ellis

Jeeobs is an unsbashed fanof Elsa Schiapacclli, His Teer
Ao recalls Schiaparelli’s “Fer™ powws (14938), but of-
ters a third possibiliny (10 Schiapacelli’s dress and veil
technigques  of actual rears in the garment. Jacobs's sman
knowledge of design history, guick and instinctive ref-
erencing of cultural issues, and propensity 1y the liter-
arv and inellecrual dimension of fashion mark work
that includes pienicrable ctiquertes, 3 Freodian slip,
subtle homage o Perre Ells, and o fags drese (10860,
also a tribute ta Schizparelli of the 1940s,

Page 1M1 [ssey Mivake, Frive and ot feacker, Bl winter
1992-9%  jwory alpaca and mohair felt with black
pigment-printed pattern line. Courtesy Jun Kanai

Caroline Kennolds Milbank Jaims in Cowdiere, “with
Mivake we have come back to the time when the
couturier/designer provides the client with ¢loth o be
used in any way the client sees fit.” thus recognizing
hivake’s respect for the imegrity of wextiles and the

possibiline of basic clothing shapes, Always the geome-
er, Minvake is as sensitive o deconstruction as he s o
the forms of textiles.

Puges 112-13: karl Lagerfeld far Fendi, Necorstriecled
Jrr cosid {detail), Rllfwiner 1992-93, green sheared
muskrar with perforated green micro-Aber shell. Cour
sy Fenli

A reversed and rent fur oot resokes all the superficial
associations with the form. Lagerfeld dramartically an-
nuls all thar is expected of the lur coat when s sirue-
ture is exposed and faces wamsposed. OFf course, 1he
structure bespeaks a new, unespecied beaury perhaps
even greater than the conventional and age-old resplen-
dence of fur.

Page 115: Giorgeo di Sunt’Angelo, Sredded pown, ca,
1969, suede with multicolored silk chiffon. Courtesy
Marin Price

SanrAngela’s reference 10 Narve Americans may jus-
tify in part his defant break with the modern idea of
the integriey of the garment, but it in no way mitigates
the surprise of the modern spectator on seeing a gar-
et 50 much like the scraps and woers tha are con-
ventivnally seen as clothing's detritus, not its condition
of beauty:

Pages 1U6-17: Glorgio di Sant’angelo, Shredded gowr
(ddetail), ca 1969

Fage 118: Christian Francis Roth, Americarn bobo s,
fall/winter 199192, red wool with muolicolored wod
insers. Counesy Lo Manualis

Roth is a fashion deeamer, adroitly placing his work in
a picturesgue style. Thematic, highly cohesive collec-
tions by Roth are as much a semi-annual credo as they
are a suite of paintings—ot, in this insance, their fash-
10N counterpart—that sugpest #n evocatye theme, such
4% AMETICIN INNOCCNCE, 3 Brunge prstoral, the romande
of France, ar Surrealist recallection,

Page 129 left: Callot Soeurs, Usndersfip, ca, 1927, apri-
oot silk chiffen and ecru Malenciennes lace; center: Callot
Sowcurs, Frertirtg dvess, ca. 1927, peach silk, point d'esprir,
pilt corded lace, und satin ribbon rosettes: right: Callot
Soeurs, Uuderslip, ca, 1927, pale orange silk, marqui-
sene, and gilt blond lace. Courtesy bMartin Kamer

The underslips of Callar Soeurs have all the construc-
tivn ard comprnents of the dress with the exception
of the rusdesty of 2 liner. The dress bas all the wech.
nigues and embellishments of peignoics, nightgowsns,
and underslips,

Page 129 Callot Soeurs, lelt: {aderstip, ca. 1927, cener:
Erening dress, ca, 1927, right: Unddersfip, cu 1927
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