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Welcome
Editor’s letter
During the preparation of this issue the United Kingdom experienced some of
the hottest temperatures on record. For three days, the thought, and action, of
getting dressed was agonising–––unless we had the good sense to abscond to the
coast where conventional rules of dress are always more relaxed. Encumbering,
impractical, uncomfortable as our wardrobes can sometimes seem, more
especially at this time of year, the articles published below provide a compelling,
eloquent reminder that human dress is always more than the sum of its parts. As
ever, our authors roam chronologically, culturally, geographically, to elucidate
how dress and textiles have a fundamental role in making, maintaining –
sometimes breaking – human relationships. I am grateful to Anni Shepherd,
Rachel Church, Sophie Anagnostopoulou and Suchitra Choudhury for their
contributions.
The publication of this issue coincides with two changes to the editorial
team. Alicia Mihalić, our Book Reviews Editor, and Emma Trevelan, our
Exhibitions Reviews Editor, are stepping down from their roles. On behalf of the
Association and the Journal’s editorial team, I want to extend my sincere thanks
to Alicia and Emma for their unwavering enthusiasm, professionalism, and
support in their time working for the Journal. Our publication is all the stronger
for the contributions they have made to it. Of course, endings are always
beginnings, particularly in the fast-paced world of fashion, and it is with delight
that I introduce and welcome Shelley Tobin as our new Book Reviews Editor
and Caroleen Molenaar as our new Exhibitions Reviews Editor. Shelley and
Caroleen can be reached via the pre-existing editors’ email addresses. As we
continue to refine the Journal to ensure it provides both academic quality and
relevance, I shall use these letters and the Association’s newsletter to keep you
informed of further changes. One change, evident in this issue, is the inclusion of
four articles. This will become a standard format for all quarterly issues, in large
part to reflect the volume of submissions that we receive. I hope, too, that it will
make the Journal a more useful and enjoyable resource for you.
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Whatever the weather, and whatever you wear for it, I hope the articles and
reviews within this issue enrich your summer.

Benjamin Wild, Editor
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Dressing Disability:
The Function and Adaptability of Dress in the Case of the
Physical Impairment and Disfigurement of Frida Kahlo (1907–
1954)

Sophie Anagnostopoulou

Abstract

This study uses an interdisciplinary approach to examine the experiential
dimensions of dressing disability. Uniting the methodologies and acknowledging
the contributions of dress history, disability studies, and art history, it focuses on a
case study of Frida Kahlo. It illustrates the importance and complex nature of the
biography of objects and artistic legacy of an individual who experienced
disability. The object–based analysis of her artful adaptation of her prosthesis
discloses an attempt to regain power over her disability, and uncovers historical,
cultural and societal implications of the female disabled body. Her prosthesis
articulates the shifting function of disability–related artefacts and artwork. By
dressing her disability Kahlo not only addressed practical needs, but also
manipulated social perspectives, expressed personal views and coped with
emotional turmoil. This study, therefore, initiates a debate on dressing disability,
highlighting the status of medical devices as objects worthy of examination within
sartorial premises.
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Introduction

The appearance of disability in visual culture and the way in which art has
responded and envisioned it, has been gaining interest in recent years.1 Notably,
although dress histories are encompassed within the field of art history, the
former have yet to be sufficiently studied in relation to disability. There is a clear
overlap in terms of visual experience between art history, disability studies and
dress histories but it appears not to have been explored in any depth. This study
aims to explore this intersection and proposes an interdisciplinary approach to
the study of disability through the lens of dress histories supported by visual art
history. The experiential dimensions of disability and its interaction with clothing
in the first half of the twentieth century is at the core of this investigation.
Consequently, through oral histories, works of art, surviving items of dress and
medical apparatuses belonging to a single case study, this article will focus on the
hitherto neglected historical themes and perspectives of dressing disability.
Frida Kahlo (1907–1954) is recognised for the way she combined a search for her
own identity with her gradual establishment as an artist.2 She created art that
explored the interconnections between her political, cultural and disabled
identities. As a disabled woman in early twentieth century Mexico and one of just
a few female artists prominent during this time, she exercised a powerful
influence on art, society and politics.3 Through her work and tenacious passion
for life, Kahlo has emerged as a well–known sympathetic figure and is often cited
as a source of tremendous inspiration.4 She is a fascinating case that offers an
insight into the psychology of her disabled image. This can be discerned through
oral history, in the form of her letters, diary, and self–portraits, but also through
her clothing and medical devices. As such Kahlo is an ideal case study.

Ann Millet–Gallant and Elizabeth Howie, Editors, Disability and Art History, Routledge,
London, England, 2017.
2
Frida Kahlo, Sarah M. Lowe and Carlos Fuentes, The Diary of Frida Kahlo: An Intimate
1

Self–Portrait,
H.N. Abrams, New York, United States, 1995, pp. 7–25.
Millet–Gallant and Howie, op cit., p. 5.
4
Kahlo, Lowe and Fuentes, op cit., pp. 25–29.
3
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As a child, Kahlo contracted poliomyelitis and the disease’s lifelong stigma was
that her limb failed to develop normally and her spine became scoliotic.5 At the
age of eighteen, she was severely injured in a streetcar accident. Amongst the
multiple fractures there were further injuries to her right leg, and both ankles
were dislocated. Her pelvis was pierced by a steel bar, compromising her fertility,
and extensive spinal damage exacerbated the symptoms of post–polio syndrome.6
During her long convalescence, she began her artistic endeavours in earnest.7
Although, her body eventually healed, she was left in a state of chronic pain which
persisted throughout her life.8 Surgical intervention was increasingly required and
she underwent thirty two operations in her lifetime.9 From 1941 onwards she
spent extended periods of time in immobilising plaster and leather corsets and, in
1953, her physical afflictions culminated in the amputation of her right leg.10
Object Analysis

The object of this analysis is Kahlo’s prosthetic leg. Discovered in Casa Azul,
Kahlo’s former home, now Museo Frida Kahlo, it embodies unique information
about the woman it belonged to and is telling in its physical appearance of the
artists’ aesthetic. It is distinctive in that the owner’s personalised approach to the
medical device distinguishes it from other prostheses. The aim of object studies,
as Susan Pearce posits, is to procure meaning “where [objects] can be viewed as
functional artefacts, symbolic structures and historical evidence.”11 As such,
examining an object that belonged to Kahlo, and that is directly associated with
her disability, may help generate pertinent discoveries about the artist’s
experience as an amputee.

Carol A. Courtney, Michael A. O'Hearn, Carla C. Franck, “Frida Kahlo: Portrait of Chronic
Pain,” Physical
Therapy, Volume 97, Issue 1, 2017, p. 94.
6
Ibid., p. 92.
7
Hayden Herrera, Frida: A-Biography-of-Frida-Kahlo, Bloomsbury, London, England, 1989,
p. 63.
8
Courtney, O’Hearn and Franck, op cit., p. 92.
9
Kahlo, Lowe and Fuentes, op cit., p. 12.
10
Herrera, op cit., pp. ix–xiii.
11
Susan M. Pearce, Museums, Objects, And Collections, Leicester University Press, Leicester,
England, 1992, p. x.
5
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The prosthesis is directly linked to disability, but the boot attached to it and
Kahlo’s stylised adaptation and integration of the apparatus into her wardrobe
means it has the potential to be considered an item of dress. Hence, Kahlo’s
prosthesis provides an opportunity to further investigate medical devices
alongside dress histories, offering an alternative approach to both fields. The
apparatus will be studied as an item with sartorial codes and semiotics attached to
it and examined using a variation of Pearce’s proposed method. As she herself
suggests, her methodology is to be used as a guide or aides–mémoires.12
Consequently, some of Jules Prown’s approaches to cultural and quantitative
analysis, will be integrated into the methodology in order to redirect some of the
focus to the wearer’s relationship with the object.13 By maintaining the association
the prosthesis has to its wearer, limits will be set to minimise strained claims and
interpretive leaps about prostheses in general. The focus will be on a single
medical case, and information regarding other forms of prostheses will merely
facilitate the contextual placement of the device in question. This analysis will
hopefully generate new narratives and discussions about Kahlo’s disability. The
aim is to gauge the relationship between the body, technology, design and
aesthetics within the dimension of dress and disability studies.
Object Description

The object of this analysis is the transtibial prosthetic right leg that belonged to,
and was designed by, the artist Frida Kahlo. The prosthesis (Figure 1) comprises
a leather–lined, flesh–coloured, metal calf and foot with bolts fastening the steel
supports to the lower section of the leg. These supports function as knee joints
and extend towards the upper section of the wearer’s leg. They are encased in
leather, which is sewn onto a lined, leather, corseted support which fastens to the
thigh. This aids suspension and is secured with cords. The prosthesis is shod in a
red, patent leather, lace–up boot. Two metal bells are tied onto the laces with
ribbon. The boot has a red, wooden wedge heel, and bottle–green appliquéd silk
is topstitched along the sides and the front. The silk is embroidered with
Chinese–style motifs of a dragon and a phoenix, worked in coloured silk

Susan M. Pearce, “Thinking about Things,” in Susan Pearce, Editor, Interpreting Objects
and Collections, Routledge, New York, United States, 1994, pp. 125–132.
13
Jules David Prown, "Mind in Matter: An Introduction to Material Culture Theory and
Method," Winterthur Portfolio, Volume 17, Issue 1, 1982, pp. 1–19.
12
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threads.14 There are signs of wear on the prosthesis and the boot. The leather
socket lining is cracked along the edges, and the thigh support and encasement
for the steel structure are stained. The appliqué is slightly faded and a section is
missing at the front (Figure 2), and the leather at the toe and heel is scuffed.

Figure 1:

Prosthetic Leg with Leather Boot, Maker Unknown, circa 1953, Metal and
Leather, Appliqué Silk with Silk Embroidery, Photographed by Javier Hinojosa,
Courtesy of V&A Publishing 2018, © Diego Rivera and Frida Kahlo Archives,
Banco de México, Fiduciary of the Trust of the Diego Rivera and Frida Kahlo
Museums, Mexico City, Mexico, No Accession Number.

Kahlo incorporated a mixture of components in her outfits. Her liberal mode of dress was
irresolute in terms of visual and cultural influences and reflected many different visual elements
she was attracted to. Although predominantly drawn to indigenous Mexican clothing, on
occasion, Kahlo’s idiosyncratic outfits included European and Asian garments and decorative
elements.

14
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Figure 2:

Prosthetic Leg with Boot, Casa Azul, Mexico City, Miyako Ishiuchi, 2013, in
Miyako Ishiuchi, Frida By Ishiuchi, Editorial RM, Barcelona, Spain, 2013, plate
112.

Historical and Technological Context

In accordance with Pearce’s proposed analytical structure, this object will be
viewed in terms of contemporary technology in order to understand industrial
techniques and the complexities of prosthetic technology. Prostheses are
essentially tools, and their most basic function is to help the patient perform daily

12
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activities, which in Kahlo’s case were walking and painting.15 Katherine Ott
describes prostheses’ technologies as systems of power and economics that
converge within the mainframe of technology and the human body. She highlights
the importance of thorough research into the ideas and cultural circumstances
that often shape the material culture of such devices.16 It is therefore important to
investigate social developments and, within these, the technological advancements
that shaped the design of prostheses at the time of Kahlo’s amputation. In doing
so, the value and status of her particular device can be estimated.
The First World War precipitated the introduction of greater standardisation in
the manufacturing process and the emergence of a metal artificial limb to rival the
traditional wooden leg.17 The design and construction of prostheses, particularly
during the 1940s, was catalysed by the advent of new materials, bioengineering
principles and the increase in demand, all of which were effectuated by the
World Wars.18 Many prostheses designed during the 1940s and 1950s promoted
the social and aesthetic benefits of ergonomic design.19 For legs, materials that
could bear the weight of the amputee were needed and the locomotion of the
limb’s joints continued to pose engineering challenges. The use of moulded
plastics in early twentieth century manufacturing, and acrylics, stainless steel and
titanium after the Second World War, brought solutions to many of these
issues.20
Kahlo’s leg was amputated in 1953 and her prosthesis, a metal construction with
mechanisms at the knee and ankle, and possibly a solid foot, appears to follow

Katherine Ott, David Serlin, and Stephen Mihm, Editors, Artificial Parts, Practical Lives:
Modern Histories of Prosthetics, New York University, New York, United States, 2002, p. 16;

15

Frida Kahlo, “Facsimile of the Diary of Frida Kahlo,” in Frida Kahlo, Sarah M. Lowe, and
Carlos Fuentes, The Diary Of Frida Kahlo: An Intimate Self–Portrait, H.N. Abrams, New
York, United States, 1995, plate 145.
16
Ott, Serlin and Mihm, op cit., p. 16.
17
The devices were standardized only in the sense that they were assembled using the same
prescribed construction methods and the same fixed range of mechanisms and materials; so,
although some of the constituent components might be interchangeable, the completed leg was
still made to measure and remained a completely unique product; Mary Guyatt, “Better Legs:
Artificial Limbs for British Veterans of the First World War,” Journal of Design History,
Volume 14, Issue 4, 2001, pp. 307–325.
18
Ott, Serlin and Mihm, op cit., p. 47.
19
Ibid.
20
Ibid., p. 17.
13
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the basic prototype for functional transtibial prostheses, introduced by Pieter
Verduyn in 1696.21 This revolutionary design remained the prototypical design
until 1961 and immeasurable minor variations were developed from it.22 During
the nineteenth century, when the business of making artificial limbs emerged as
an industry in its own right across Europe and America, the use of metal was
introduced.23 Its use was spearheaded a century later by Desoutter Bros.’s design
in 1913.24 Metal legs, albeit more expensive than their wooden counterparts, grew
in popularity due to their lightweight properties and their long–term durability.25
Nonetheless, metal and wooden limbs co–existed up to and beyond the Second
World War, and no major developments occurred in the technology of
prostheses until the advent of plastics during the 1950s.26 Kahlo’s prosthesis bears
a strong resemblance to one dating from 1945, produced by J.E. Hanger (Figure
3). They were one of the leading manufacturers during the 1940s and their
designs were amongst the most prevalent.27

21

Joseph Ivan Krajbich, Michael S. Pinzur, Benjamin K. Potter, Phillip M. Stevens, Atlas of

Amputations and Limb Deficiencies: Surgical, Prosthetic, and Rehabilitation Principles,
Lippincott Williams & Wilkins, Philadelphia, United States, 2016.
Ibid.
Guyatt, op cit., p. 308.
24
Ibid.
25
Ibid., p. 316.
26
Ott, Serlin and Mihm, op cit., p. 55.
27
Guyatt, op cit., p. 320.
22
23
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Figure 3:
Patent Prosthetic Leg, J.E. Hanger, 1945, Metal and Leather © English Salvage,
Leominster, England, No Accession Number.

What can be concluded from this is that Kahlo’s prosthesis was probably not a
state–of–the–art innovative limb which would have likely incorporated plastics.
Nevertheless, it still appears to be a quality device for the time as it resembles a
reputable company’s product.

15
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It is also important to acknowledge that the bioengineering standards in Mexico
may not have been as progressive as those in the United States or the United
Kingdom. However, given her connections to the U.S.A. and the relative
proximity, it is possible the limb could have been produced in the U.S.
Nevertheless, there is insufficient accessible data that can verify the quality, and by
extension enable speculation about the cost of Kahlo’s prosthesis. The cost and
manufacturer of this device and the standards of the Mexican health care system
are constituents that may lead to pertinent discoveries and warrant further
investigation.
Social Dimension

In this section Prown’s suggestion to incorporate cultural analysis will help
determine society’s attitude towards medical devices, and their wearers’ social
engagement. This should facilitate an understanding of the wearers’ relationship
to their prosthesis regarding their profession, gender, politics and role in society.28
The aim will be to gain some insight into Kahlo’s decorative choices and her
decision to disguise her prosthesis.
Society’s perception of the amputee often influenced the technology of the
device, the demand for prostheses, their functionality and the degree of realism
applied to the design.29 Throughout the 1940s and 1950s, physicians,
psychologists and engineers imagined amputees as potentially troubled and
socially maladjusted.30 In this climate, prostheses began to be regarded as both
prescriptive tools for rehabilitation and cultural tools through which the amputees
might defend themselves against social criticism and stigmatisation.31 These
attitudes and concerns were markedly formulated around the image of the male
amputee and his physical and psychological rehabilitation, whereas his female
counterpart is rarely included in the discussion of a reconstructed appearance.
This could be attributed to the substantially larger ratio of male to female
amputees, as men, historically, sustained disabling injuries working in heavy

Prown, op cit., p. 11.
David M. Turner and Kevin Stagg, Social Histories of Disability and Deformity, Routledge,
New York, United States, 2006, p. 105.
30
Ott, Serlin and Mihm, op cit., p. 47; Author Unknown, “Amputation,” NHS, 12 August
2019, https://www.nhs.uk/conditions/amputation/, Accessed 18 June 2019.
31
Ott, Serlin and Mihm, op cit., p. 11.
28
29
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industries or from serving in the military.32 Much of the research and debate on
prostheses is focused on masculine ideals and the social anxieties that attended
public perception of the male damaged body.33 Furthermore, conventions of
female modesty as well as ignorance about, and public reluctance to discuss,
female anatomy can attest to the lack of female representation in the history of
prostheses.34 Consequently, it is harder to gauge society’s reception of female
amputation and disability, and Kahlo’s image has to be assessed alongside male
ideals and social standards.
The social conventions or concerns that may have crippled or influenced Kahlo’s
outward appearance remain unclear. It is unverifiable whether her wearing an
artificial leg conformed to any cultural constructs other than the semblance of
anatomical normalcy. Historically, both the female and the disabled body have
been cast as deviant and inferior. Aristotle formed connections between the
disabled and the female bodies by stating that “the female is, as it were, a
deformed male” or as it appears in other translations “a mutilated male.”35 David
Serlin makes a further observation that, even centuries later, men’s amputated
bodies were considered effeminate and inferior versions of manly competence.36
This demonstrates how femininity and disability become inextricably entangled in
patriarchal culture. Mary Guyatt’s research supports this observation, as she
speculates that amputation held more of a stigma for women than for men.37 Due
to the association of able–bodied women with deformity and male amputees,
such stigmatisation of the female amputee is hardly surprising and any
consequent attempt for the appearance of anatomical normalcy by a woman is
understandable.

Ibid.
Examples include: Michael Adas, Machines as the Measure of Men: Science, Technology,
and Ideologies of Western Dominance, Cornell University Press, Ithaca, United States, 1989;
Joanna Bourke, Dismembering The Male: Men's Bodies, Britain and the Great War, Chicago
University Press, Chicago, United States, 1996; David Serlin, “Engineering Masculinity:
Veterans and Prosthetics after World War Two”, in Katherine Ott, David Serlin, and Stephen
Mihm, Editors, Artificial Parts, Practical Lives, New York University, New York, United States,
2002, pp. 43-74; Guyatt mentions in a footnote that civilians and women amputees rarely
feature in the literature of the period of the two World Wars in Guyatt, op cit., p. 321.
34
Ibid.
35
Aristotle, Generation of Animals, Translated by A. L. Peck, Harvard University Press,
Cambridge, England, 1944.
36
Ott, Serlin and Mihm, op cit., p. 53.
37
Guyatt, op cit., p. 321.
32
33
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Moreover, society arguably formulates different perspectives on amputation
depending on the cause of the disability itself. Disability resulting from congenital
deformity or an acquired illness, as opposed to one that results from war injury or
industrial accidents, is accompanied by different preconceptions.38 For women
generally, and Kahlo specifically, it was commonly the former rather than the
latter. The heroic association, therefore, was unlikely to have been attributed to
female amputees, as it was to veterans of the World Wars. The fluid ideals of
beauty are shaped by events and two wars in quick succession must have wrought
alterations and compliances in the perception of male and female disability. It is
hard to discern what society’s views on Kahlo would have been when the focus
was centred on the image of the injured war veteran.

Personal Dimension

Pearce proposes investigating the emotional significance of the object and
exploring chosen philosophical and psychological systems surrounding it.
Although she refers to the artefact’s significance from a more collective
perspective, this study will examine the psychological role of Kahlo’s decorative
decisions in relation to her amputation. Speculative theories will be generated
from predetermined psychological studies and interpretations of her artwork.
Amputees often developed unique ways of embracing their artificial limbs and
adopted strategies to adjust to their body.39 Prostheses are modified to suit the
owner’s anatomy, as an improper fit can result in infection and compromise the
device’s function. It is a prosthetist’s job to optimise functionality and the comfort
of the amputee.40 Prostheses, however, are frequently accented by personalisation
thus becoming tools for physical, practical and aesthetic purposes. Subsequently,
customised limbs are highly individualised and carry the owners’ imprint in ways
that no commercially produced prosthesis can.41 The customisation and aesthetic
elements of prostheses are visible throughout their design history offering

Ott, Serlin and Mihm, op cit., pp. 45–75.
Ibid., pp. 1–42.
40
Mark R. Pitkin, Biomechanics of Lower Limb Prosthetics, Springer, Berlin, Germany, 2010,
pp. 20, 86.
41
Serlin mentions a prosthesis decorated with illustrations, resembling tattoos, of pin–up girls
on the calf and Raman Srinivasan describes an artificial foot a woman has decorated with toe–
rings and henna patterns in Ott, Serlin and Mihm, op cit., pp. 62, 337.
38
39
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intriguing insights into the individual’s character and identity.42 They are not
merely hardware, but function as a prop or accessory, enabling the wearer to
define themselves and their disability.43 So, much like clothing, artificial limbs are
objects that are worn and have the potential to reflect personal style. This
customisation can be considered a way of combating the somatic and cognitive
dissonance between the body and the artificial appendage. This may have been
the case with Kahlo’s prosthetic leg.
Prostheses designed and developed during the 1940s and 1950s were linked to
the fragile politics of self–worth and reflected associated social anxieties about the
appearance of the damaged body.44 For Kahlo, who notoriously did not conform
to traditional beauty standards of her time, dressing her physical afflictions
debatably went beyond general appearances and social conformity. Instead, her
choices more likely stemmed from her psychological turmoil. Her bespoke
prosthesis, with its avant–garde appearance, reveals a mechanism for coping with
her physical and mental loss, as the unconventional boot attached to the
prosthesis mitigates the sombreness of the medical apparatus. According to
Hayden.Herrera, Kahlo refused to wear her artificial leg deeming it distasteful
and painful, so she commissioned the special boot.45 Further research needs to be
done in order to determine who made these boots and how much creative
control she had over the design. However, Kahlo had a propensity for
customising her clothing according to her personal predilections, and her
prosthesis was no exception.
Her artificial leg is accompanied by three identical red boots decorated with
embroideries.46 Circe Henestrosa describes them as the most enigmatic and
modern objects within the Museo Frida Kahlo collection.47 Wedged heels were
popular during the twentieth century.48 Salvatore Ferragamo pioneered the
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development of the wedge heel and platform sole in the 1930s, and examples of
high laced boots worn by women can be traced back to the nineteenth century.49
However, a combination of these two characteristics, and particularly in such a
colour, bears a closer resemblance to the fashions that became popular during
the 1960s, thus rendering the boot atypical 1950s footwear.50 Their uniqueness
attests to Kahlo’s eccentric and progressive personal style, which may have
intensified as her health deteriorated. “I am disintegration” a phrase written in her
diary, is an indication that Kahlo felt that she was falling apart.51 Therefore, if
disease represented a loss of control, then technology and her personal
modification of it was a powerful means of regaining it.
Kahlo’s vanity, arguably, dominated the practicality of her physical capabilities in
her choice of footwear. The heeled boot of her prosthesis is conceivably lacking
in terms of comfort and functionality. Heels push the centre of gravity forward
and on prostheses this can be hard to control and requires strong core stability,
which Kahlo probably did not possess due to her fragile torso and years of
wearing orthopaedic corsets.52 However, the wedged heel offered more even
weight distribution and a larger degree of support than a thinner heel would have
provided. Nonetheless, her attitude towards the prosthesis changed with the
boots. With these boots Kahlo said, she would “dance her joy.”53 This does not
mean that she became reconciled to her amputation, but it is possible that the
boots offered emotional comfort and allowed her to regain a sense of self.
As an artist who did not shy away from complex aspects of her identity, such as
her politics, gender and sexuality, the style of the patent leather boots may
possibly have deeper psychological meanings.54 High–heeled shoes have acquired
sexual connotations and been regarded as shorthand for woman and sex itself.55
Since the fin de siècle when the lower extremities had been the focus of much
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erotic attention, the high–heeled shoe became a popular emblem of the erotic.56
But even before this, as Sigmund Freud noted, the symbolism of the shoe as a
sexual vessel traces its origins through many centuries, and has deep roots in
mythology and folklore.57 Doubtless Kahlo, interested in Freud’s musings and
Mexican folklore, would have been aware of such nuances. Boots, generally, have
been perceived in terms of sex and status, power and practicality.58 Kahlo’s choice
of footwear, therefore, could be construed as an attempt to re–establish her image
as a sexual, empowered woman by balancing the erotic charm of a high–heeled,
closely fitted boot with the compromise of a wedged heel and the support the
high lacing provided for her ankle.
Kahlo’s choice of colour also warrants discussion. Red shoes have an enduring
potency and synthesise ambiguous social codes.59 This particular colour is
notorious for its unique ambivalence and associated meanings, but it is not within
the remit of this analysis to explore the equivocal interpretations surrounding the
colour red. However, the combination of this colour and style of footwear is
highly charged as a cultural marker and, as Hilary Davidson concludes, “the red
shoe, has the power to incite passionate controversy, attachment and desire.”60
Kahlo, as an artist, was likely to have been aware of connotations attached to
colours, in fact, Claire Wilcox confirms that she attributed profound meanings to
them.61 Therefore, it is probable that her choice of red was deliberate. In her
diary Kahlo documents her personal associations and considers the symbolism of
colours. She associates red, along with blue, with nerves, “…nerves are blue. I
don’t know why – also red, but full of colour.”62 Notwithstanding this diary entry
and the fact that Kahlo’s associations with colours were not fixed affinities in her
mind, her reasons for choosing red remain speculative and inconclusive. The
colour could have reflected her communist views, or mirrored her passionate
personality, or she may have chosen it simply because it was one of her favourites.
Nonetheless, as red frequently punctuates her paintings and wardrobe, it is not
illogical to assume that the colour was a deliberate decision.
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The fiery colour and the addition of bells make the boots conspicuous even
underneath her long Tehuana skirts and were likely to have attracted, rather than
diverted, attention. This is an anomaly as, throughout her life, Kahlo avoided
drawing attention to her right foot. In photographs she artfully poses and conceals
its withered appearance (Figure 4). Later, the adoption of her iconic full–length
skirts also adequately camouflage it (Figure 5). Her prosthetic leg, however, was
the artist’s first fully formed right leg, albeit artificial. In a diary entry she narrates
her thoughts on her amputation:
There is only one [leg], and I want two. For me to have two they must cut
one off. It is the one I don’t have the one I have to be able to walk the
other will be dead!63
In recognising that her ailing leg hampered her mobility, the entry could be
construed as Kahlo’s resignation to the necessity of amputation. The writer
Carleta Tibón recalls Kahlo exclaiming: “These marvellous legs! And how well
they work for me!”64 There is evidence that she was severely depressed after her
amputation, but such an exclamation could signify a reconciliation to her artificial
limb.65 This change in attitude towards her prosthetic leg could have been due to
the apparatus’ personalisation. According to Tibón, Kahlo was proud of her red
boots and took pride in making them as unique as possible.66 Henestrosa refers to
the boots as a personal comfort and Kahlo’s way of taking possession of
something functional and ugly and creating something personal, beautiful and
moving.67 The option to dress it up, as she would the rest of her body, altered her
relationship with her prosthesis.
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Figure 4:
Frida as a Student, 18 years old, Guillermo Kahlo, 1926 © Throckmorton Fine
Art, Inc., New York. United States.
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Figure 5:

Frida, on the Rooftop of Her Home in Altavista, in the San Ángel Neighborhood
of Mexico City, Photographer Unknown, 1939, © Throckmorton Fine Art Inc.,
New York, United States.
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It is noteworthy that, despite narratives of Kahlo’s reconciliation with her
amputated limb and her attempt to take ownership of her prosthesis, there is little
documented evidence of her wearing her accessorised prosthetic leg. The artist
took pride in her appearance and, as mentioned before, visual evidence of her in
her decorated medical corsets and spinal braces is abundant, whereas similar
documentation of her prosthetic limb is very limited. There is one photograph
that shows a glimpse of her wearing these boots (Figure 6).

Figure 6:

Mexican Painter Frida Kahlo, Mexico City, Mexico, Werner Bischof, 1954, ©
Werner Bischof, Magnum Photos.
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The image is of Kahlo lying in bed smoking. The dragon embroidery and the
sole of her boot are barely visible under her skirt’s flounce. The lack of imagery
and Kahlo’s continued discretion towards her leg, arguably signify that she was
not as comfortable with this disability as she was with her spinal ailments and are
testimony to her lifelong need to mask her leg.
The most fervent imagery of her leg remains confined to her diary. Her paintings,
albeit raw and personal, are censored and present a more mediated depiction of
herself; one that she permitted to be publicly visible. Whereas depictions of her
leg are not as emphatic in her paintings, within the personal confines of her diary,
illustrations of her afflicted limb occupy several pages. The autobiographical
nature of Kahlo’s diary offers a glimpse at a subjectivity that unfolds from her
experience of disability as a physical and cognitive phenomenon. A resemblance
of her artificial leg appears only once in her diary (Figure 7).

Figure 7:

The Pigeon Made Mistakes, Frida Kahlo, circa 1953, in Frida Kahlo, “Facsimile
of the Diary of Frida Kahlo,” in Frida Kahlo, Sarah M. Lowe and Carlos Fuentes,
The Diary Of Frida Kahlo: An Intimate Self–Portrait, H.N. Abrams, New York,
United States, 1995, plate 141.
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It is drawn as a spiral line encircling her left leg, annotated as “support number
two,” and bears no likeness to her actual prosthesis. She focuses, instead, on the
personal conflicts that define her experience of amputation. Her narrative shifts
away from institutional pathology and social attitudes and concentrates more on
her personal struggle. She illustrates how she experiences her own body and
envisions what she describes as her future “disintegration.” Her illustrated
narrative offers an intimate portrait in which she unveils her most private thoughts
and scathing self–critiques.
Kahlo bore and manipulated her spinal imagery to reinstate a persona with paint.
Her leg, however, maintains a more muted presence on her canvases. It remains
symbolic or, if more literally depicted, it is encompassed in a surrealistic
dimension that often mitigates its intensity, as can be observed in her painting,
What the Water Gave Me (Figure 8).

Figure 8:

What the Water Gave Me, Frida Kahlo, 1938, Oil on Canvas, 91 cm x 70 cm, ©
Collection of Daniel Filipacchi, Paris, France.
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This painting is one of the few literal illustrations of her leg, its toes disfigured and
bleeding, are juxtaposed with the surrounding imagery. The honest depiction of
her leg anchors the painting in the world of reality and prevents the artwork from
drifting to the surrealistic dimensions of her collage of memories. Furthermore,
in this painting her right leg is drawn as the afflicted limb, thus distinguishing this
artwork from most of her other images which determine her left leg as the ailing
limb. This observation is noteworthy due to the rarity of its physical accuracy
within her work. The simplest explanation for this could be ascribed to her use of
mirrors when painting self–portraits. Alternatively, it may have been a way of
diverting attention away from her ailments. However, conjecturally it may also
have been an endeavour to further distance herself from the reality of her
disability.
The propensity to hide her leg harks back to her formative years when she was
teased and nicknamed “Frida Peg–Leg.”68 This childhood bullying brought about
years of pre–empting such reactions towards her physical difference and
prompted the habitual effort to conceal her misshapen leg. She initially disguised
this imperfection by layering socks on her thinner calf, and she allegedly worked
with a shoemaker who built her right heel to her specific instructions.69 Kahlo
would also decorate her shoes and hide the asymmetrical disparity with carefully
positioned trims and bows (Figure 9, 10), a practice she continued even after her
amputation.70 Eventually, she solved this functionality issue by donning her
signature long skirts, which entirely concealed her legs.71 This style choice and
image remained consistent even after her amputation, despite her spending more
time in a wheelchair and being bedridden. The undesired differentness of her leg
was highlighted by the negative social exchanges of her childhood.72 Goffman
suggests that the insinuation of one’s disability into social interactions
demonstrates that physical difference, when clearly visible, structures and
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pervades linguistic, bodily and personal aspects of one’s relational identity.73
Perhaps, because of the inevitable stigmatisation and trauma, Kahlo, through
artistic symbolism and sartorial choices attempted to disassociate her disfigured
leg from her public appearance and presence, and thus negotiates the perception
of her disability.

Figure 9: Shoes with Bows, Casa Azul
Figure 10: Boots, Casa Azul, Mexico,
Mexico City, Miyako Ishiuchi, 2013, in City, Miyako Ishiuchi, 2013, in Miyako
Miyako Ishiuchi, Frida By Ishiuchi,
Ishiuchi, Frida By Ishiuchi, Editorial
Editorial RM, Barcelona, Spain, 2013, RM, Barcelona, Spain, 2013, plate 34.
plate 33.

Conclusion

Disability defies correction and operates according to its own idiosyncratic rules.74
Although physical impairment is beyond human control, the decision to wear
anartificial limb and subsequently the means of dressing the device and by
extension the disability is, much like clothing, subject to personal choice and style.
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Kahlo had no control over the necessity for her amputation, but her personalised
prosthesis proves that she governed other surrounding factors, particularly how
she presented or concealed her disabled self. She negotiated her own rules and
refused to comply with a mundane apparatus, thus controlling the aesthetic of the
device her body needed.
Through object–based analysis, a methodology commonly used within the field of
dress histories, this study of her medical apparatus has generated discourses that
elicit considerations on how objects such as these operate beyond their
designated functions; how they materially manifest and interact with their wearers.
Despite the unconventional consideration of medical apparatuses as items of
dress, this study has proved that the sartorial premise of such objects is not
entirely unfounded. The inclusion of medical devices, which are directly related
to disability, within the spectrum of dress histories considerably expands the
repertoire of historical objects worthy of consideration in this field. These devices
broaden the prospects of dress histories because, when attributed with sartorial
codes and meanings, they forge an immediate relationship between dress and
disability. If prostheses were not considered forms of dress before, then this study
offers an argument as to why artificial limbs should be considered within sartorial
premises.
Whilst the decision to concentrate on a single case study limits the generalisability
of the procured results, this approach has demonstrated the complexities
surrounding experiences with disability. Having ascertained and been respectful
of the fact that defining disability is accredited to the disabled individual alone,
the attempt to study the constructs of dressing disability through a singular case
seemed to be the best approach. This study has proposed an example formula
and has established a valid platform for further research, making apparent the
wide scope which exists for future investigations.
The history of prosthesis is linked to the history of medicine and technology, but
it is also about developing strategies to live with and adapt one’s own body.
Kahlo’s prosthetic leg was worn for practical purposes, but its aesthetic motives
exceed the need to simply achieve the semblance of anatomical normalcy. By
accessorising her limb Kahlo established a way of mentally adjusting to her
physical loss. Her adaptation is coloured by a mix of self–expressive and practical
embellishments. Her artificial limb conforms with the self–fashioned image she
designed by manipulating various visual elements and influences. There is,
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however, little room for comparison as there is limited documented history of
other women doing likewise. Whereas men’s response to amputation and
prostheses has been documented and researched, the representation of the
female amputee has been significantly overlooked. Consequently, this study has
not achieved a comprehensive cultural investigation into the societal implications
of the female disabled body. Nevertheless, it has established the significance of
redressing one’s own disability. Kahlo’s personalised artificial leg is just one
example of exploring the interior conflict and psychology of disability and the
relationship between medicine, technology, design and dress.
Clothing enables one to project an image regardless of whether it is representative
of themselves. This becomes even more significant for someone dressing a
disability as they may have much more to contend with, be it inner struggle or
social perceptions. As such, disability can generate new ways of thinking about the
relationship between clothing and social distinction. Kahlo’s quest for clothing
that would obscure the evidence of disease and trauma is testimony to the
multivalent intersection between identity formation and choice of wardrobe.
Because Kahlo is no longer alive, this endeavour has involved speculation on her
experiences of dressing disability and wearing objects for medical purposes.
Nevertheless, it becomes clear that Kahlo considered her prosthesis an accessory
or extension of her artistic expression, not merely a medical apparatus. She did
not dismiss the cosmetic potential of her device, and its customisation allowed
her to assimilate the prosthesis to her person and address the corresponding
affliction. Her distinctive aesthetic is reflected in her adaptation which addressed
and dressed the damage that illness had wreaked on her body. Therefore, it is
clear that the way a disability is dressed can have a significant impact not only on
the physical practicalities but also on the psychological well–being of the disabled
person. Kahlo exemplifies that disability is not a choice, but the way it is dressed
can be.
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Textile Orientalisms: Oriental Shawls in British Literature and
Culture

Suchitra Choudhury

Abstract

Britain imported a vast number of Cashmere shawls from the Indian
subcontinent in the nineteenth century. These were particularly popular with
wealthy women; but what we know today as “Paisley” shawls were their cheaper
imitations manufactured in Britain. There has been considerable scholarship on
shawls as textiles. However, it has enjoyed no such prominence in literary or
cultural studies. “‘Textile Orientalisms: Cashmere and Paisley Shawls in British
Literature and Culture” (contracted with Ohio UP) investigates wide a variety of
writers including Walter Scott, Jane Austen, Charles Dickens, and Wilkie Collins
who describe the fashion for shawls in their fiction. For these writers, it argues
that shawls provide a means to explore Britain’s changing social and imperial
identity through the prism of material culture. Using sartorial, cultural and
postcolonial theory to analyse fashion and fashionable writing, the monograph
will be the first full–length study of literary shawls. (147)
Article

In recent years, fashion and dress have emerged as important areas of enquiry.
While fashionable behaviour can range from a variety of activities and practices,
the traditional importance of dress has been considered, in contemporary
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literature, in new contexts such as art, globalism, and society. Timothy Campbell
in Historical Style: Fashion and the New Mode of History (2016), for instance,
connects fashion to what he describes as a new mode of history, showing how
"Britons reinvented the material life of the past as a source of novelty for the
present" (2).1 Studying fashion plates and other material of the eighteenth and
nineteenth centuries, Campbell recasts the use of dress to posit the idea of
fashion as history, and conversely, history as fashion to reveal "the long story of
how and why we have needed fashion to make and sustain our historical
modernity" (27), On similar lines, Susan Hiner’s Accessories to Modernity:
Fashion and the Feminine in Nineteenth-Century France (2012) argues for the
traditional importance of dress accessories on the continent to locate how
nineteenth– century French life invested in the pageant of attire and clothing.2
The “hidden stories of accessories,” Hiner believes, have been too long side-lined
and neglected in fashion and literary studies. While the term “accessory” may
connote the “marginal” or the “peripheral,” Hiner believes that they were, in fact,
laden with meanings pertinent to the cultural thinking of the time (2). The
importance of fashion is also explored in Sumiao Li’s recent article "Fashion,
Fashionable Intelligence, and the Victorian Novel,” (2018). Focussing on Charles
Dickens’s Bleak House (1853), Li identifies a kinship between clothes/body
making on the one hand, and novel/book production on the other – to suggest an
affinity that he believes was quite widely available in the literature of the period.3
Emerging from these critical backdrops centred on fashion and dress, the story of
shawls is a fascinating one. Shawls were commonly used for protection against the
weather, but the advent of the Cashmere variety from India from roughly the
1770s, transformed this humble garment into a fashionable accessory. There can
be little doubt that historians have arduously studied the shawl’s materiality and
gradual evolution. John Irwin in his pioneering study Shawls (1955) studied
British manufacture as he discussed the distinctive weaves of the Indian and
imitation varieties.4 “In adopting the Kashmir shawl, Europe took to herself
something more than a new style or garment. She assimilated a new conception
textile design which was to stimulate and enlarge the scope of her decorative
tradition,” he observes (1). Subsequently, regional scholarships have also analysed

Timothy Campbell, Historical Style: Fashion and the New Mode of History, 1740-1830,
University of Pennsylvania Press, Philadelphia, United States, 2016.
2
Susan Hiner, Accessories to Modernity: Fashion and the Feminine in Nineteenth-Century
France, University of Pennsylvania Press, Philadelphia, United States, 2012.
3
Sumao Li, “Fashion, Fashionable Intelligence, and the Victorian novel: the versatile case of
Bleak House,” Victorian Literature and Culture, Issue 46, Volume 1, 2018, pp. 23–55.
4
John Irwin, Shawls: A Study in Indo-European Influences, Her Majesty’s Stationary Office,
London, England, 1955, p. 1.
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British shawl production. Social historian Pamela Clabburn remarks that by 1795
the Norwich industry was starting to concentrate entirely on shawls rather than
shawl fabrics as the wrap had clearly become an article of fashion.5 Interestingly,
shawl counterpanes also came to be used in furnishing, Clabburn informs.
Famously, P. J. Knights of Norwich had “won the silver medal of the royal society
of arts in 1792 for producing the first shawl counterpane.” Knights was appointed
the “shawl man to her Majesty” [Queen Charlotte] in 1792, for “producing shawl
fabric to be used in both upholstery and costume.”6 On the other side of the
nation, Scotland, of course, enjoyed its own course of success. Valerie Reilly tells
us that in 1834, shawls estimated worth £100,000 were made at the industrial
town of Paisley. Reilly also emphasises that “in the absence of the original wool,
the European manufacturers conducted many experiments to try and simulate
the feel of the Cashmere yarn.”7 In fact, Paisley was so successful in the market
that, in general, all imitation Indian shawls made in Britain came to be known as
“Paisley” shawls.
Alongside this robust literature, scholars have also traced the shawl’s aesthetic
dimension to assert its presence in art.8 Monique Levi-Strauss in The Cashmere
Shawl (1986) begins by remarking how for Madam Vigee le Brun (the French
portrait painter who “practised the art of draping shawls”) shawls really were “a
godsend for painters” (16). Expanding the oeuvre further, Aileen Ribeiro in
Ingres in Fashion (1999) remarks that the painter Ingres’s "painful and intense
depiction of dress . . . serves to create a new genre, the dress as an art form in its
own right within the art form of the traditional portrait” (2). By examining the
shawls depicted in portraits such as Marie-Françoise Rivière (c 1805) and
“Madame Panckoucke” (1811), Ribeiro emphasises the way in which portraiture
borrowed from fashionable economies. In order to "fully understand Ingres,"
Ribeiro asserts, we must see him "in relation to the world of fashion" (1).
This model of interdisciplinarity around fashion and dress has been influential.
My monograph “Textile Orientalisms: Cashmere and Paisley Shawls in British
Literature and Culture” (contracted with Ohio UP) similarly expands the field by

Pamela Clabburn, Shawls, Shire Books, Buckinghamshire, England, 1981, p. 9.
Pamela Clabburn, The National Trust Book of Furnishing Textiles, Viking And National
Trust, London, England, 1988, p. 77.
7
Valerie Reilly, The Official Illustrated History: The Paisley Pattern, Richard Drew, Glasgow,
England, 1987, p. 20.
8
Aileen Ribeiro, Ingres in Fashion: Representations of Dress and Appearance in Ingres’s
Image of Women, Yale University Press, New Haven and London, United States and England,
1999; Monique Levi-Strauss, The Cashmere Shawl, Dryad Press, London, England, 1986. See
also Jennifer Ann van Schoor, The Indian cashmere shawl and social status in British art, 17601870, PhD Dissertation, University of London, 2019.
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exploring how Oriental shawls are described in imaginative literature. As such, it
asserts that the figure of the shawl was not only a material and artistic icon, but
also an allegorical, cultural commodity. Indeed, the shawl’s ubiquitous presence
in poems, drama, novels, satire and visual art throughout the extended nineteenth
century makes a surprisingly strong case about its social and imperial value. A
focus on interdisciplinarity, no doubt, also allows the study of dress to be
seriously integrated into postcolonial theory and studies as some of research
highlight.
By the late eighteenth century, the raging demand for Oriental shawls was well
underway. The fashion stimulated and influenced a wide range of social grades:
indeed, while elite women enjoyed the expensive imports first-hand, women of
lesser means were happy to purchase the affordable “imitations” manufactured in
Edinburgh, Paisley and Norwich.9 There were several distinctions between the
imported Cashmeres and their industrial copies made in Britain. The former,
made of Tibetan or Himalayan goat’s wool, were fine and warm. They were also,
not surprisingly, immensely more pricey than were their imitations. For instance,
an authentic shawl from India could cost a small fortune almost equalling the
annual wage of a working man in the early decades of the nineteenth century; in
contrast, a variety of Paisley shawls – often consisting of a combination of coarser
wool and cotton or silk – could have been bought for a fraction of the price.
Given this wide economic disparity, literature of the period shows that, the Indian
shawl was often a byword for fashionable expenditure; Paisley shawls, on the
other hand, were commonly associated with working and lower-middle class
usage. Yet as a matter of fact, Paisley shawls were a rage across the country; and
even today the term “Paisley” is synonymous with the instantly recognisable
pinecone design.10
As paisley–patterned shawls came to became more and more visible in public
space, they also started to trickle into the imaginative literature. Written in 1790,
Robert Burns’ famous poem Tam O’Shanter describes the ordeal of a young
farmer, who starts for home after a good night of drinking in a pub house with his
friends in the Scottish town of Ayr. On his way, Tom passes the Alloway Kirk: it
seems ablaze with light, and an unearthly dance of witches seems to be fully
underway. The scene has been the source to many artistic representations, and
has fascinated readers over the centuries. From the perspective of the present

The British production of imitation Indian shawls was largely limited to these centres.
Notably, European manufactures, too, were known for similar Cashmere-styled shawls made in
Paris, Lyons and Vienna.
10
The Renfrewshire council still has the Paisley motif as the council’s logo:
https://www.renfrewshire.gov.uk/, Accessed 22 June 2021.
9

44

The Journal of Dress History

Volume 6, Issue 2, Summer 2022

research, however, it is interesting to observe how Burns’s young witch Nannie
Dee, we are told, is dressed in a short underskirt of “Paisley harn” (Figure 1).

Her cutty sark o' Paisley harn,
That while a lassie she had worn,
In longitude tho' sorely scanty,
It was her best, and she was vauntie.
Ah! little ken'd thy reverend grannie,
That sark she coft for her wee Nannie,
Wi' twa pund Scots ('twas a' her riches),
Wad ever grac'd a dance of witches!11

Figure 1:
John Faed, Tam O'Shanter and the Witches, 1892, Illustration to the poem of
Robert Burns, © Wikimedia.

Robert Burns, Aloway Kirk: Or, Tam O'shanter. a Tale (Glasgow, 1796?). For a good
English
translation,
see
“Tam
o’
Shanter,”
Alexandria
Burns
Club,
http://www.robertburns.org.uk/Assets/Poems_Songs/tamoshanter.htm, Accessed 10 August
2021.
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The description is memorable. Burns here celebrates Paisley’s long history of
manufacture whilst keeping his eyes fully open to the indelicate brevity of the
skirt, bought as it was by the witch’s devoted grandmother a long time ago. The
description also paves the way for a biographical conjecture and anecdote. Burns
was actually gifted a Paisley shawl by his music publisher and arranger George
Thomson. “I… sent him a Scoto-Indian shawl for Mrs. Burns,” the publisher
wrote in an 1845 letter to Tait's Magazine decades after the actual event took
place. Thomson at that stage hastened to add, “… I freely confess [that these gifts]
were more suited to my means than to the poet's deserts.”12
It is a common complaint of Burns scholars that Thomson could have easily
been a little more generous in his dealings with the poet, especially as the latter,
despite his success and fame, sometimes was in need of money. Given this
circumstance, it is possible to conjecture that in hindsight, Thomson might have
felt some remorse that perhaps an Indian shawl, rather than a cheaper imitation,
might have served the occasion better. Yet it is also true that as a working class
poet, perhaps Burns did like his Paisley rather more than he would have an
authentic Indian. The history of this Paisley shawl in Burns’s life thus throws light
on how the study of fashion contributes to ongoing critical discussions of Burns.
More widely, it also demonstrates how a focus on dress and textiles can allow us
to understand the nuanced and varied ways of literary production and
consumption. Thomson’s use of the phrase “Scoto-Indian shawl,” for instance, is
highly significant: it shows clearly that although we are used to viewing Paisleys as
being uniquely Scottish or British, their subcontinental origin was, in fact, a matter
of common knowledge at the time.
As has been remarked briefly, perhaps one of the most intriguing aspects of
researching the cultural life of shawls is to observe the way in which there seems
to have been a sustained contradiction at the heart of the Paisley. For many, these
bright wraps were cherished and valued possessions. But it is also a fact that as
cheaper products, they were frequently pooh-poohed and dismissed in certain
quarters. Sir Walter Scott’s works offer a wonderfully comprehensive example of
this contradiction (Figure 2).

J. Cuthbert Hadden, George Thomson: The Friend of Burns; His Life and Correspondence,
John C Nimmo, London, England, 1898, p. 147.
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Figure 2:
Edwin Henry Landseer, Sir Walter Scott, Oil on Panel, Circa 1824, ©
Wikimedia.
Scott describes the vogue for shawls in two very different works: St. Ronan's Well,
a novel he published in 1823, and The Surgeon's Daughter, a shorter work
written late in his career in 1827.13 In St. Ronan's Well, the laird of the village,
John Mowbray gifts an Indian shawl worth “fifty guineas” to his sister Clara
(Figure 3).

Walter Scott, St. Ronan's Well, The Edinburgh Edition of Waverley Novels, Volume 16,
Mark Weinstein, Editor, Edinburgh University Press, Edinburgh, England, 1995. Walter Scott,
Chronicles of the Canongate, Clare Lamont, Editor, Penguin Books, London, England, 2003.
See also Suchitra Choudhury, “Paisley Shawls in Literature’”, V&A Dundee,
https://www.vam.ac.uk/dundee/articles/paisley-shawls-in-literature, Accessed 24 October 2021.
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Figure 3:
Clara Mowbray, Hand-coloured Lithograph by M. O'Connor, 1833, ©
University of Edinburgh.
Interestingly, Scott also tells us how John is delighted that the shawl “has been
exceedingly admired, and every woman in the house longs to see it closer – they
can hardly believe it’s genuine.”14 The shawl creates a stir in the neighbourhood.
The local priest Reverend Cargill remarks on the “dearly purchased splendour”
(193). Peregrine Touchwood, the “nabob” recently returned from India, too,
light-heartedly observes that Mowbray’s attempt to “dress out his sister like a

14

Scott, St. Ronan's Well.
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begum” must have “gone to the book” (193). For the laird himself though, it is a
matter of personal satisfaction that he has made a conspicuously expensive
purchase even as his estate is failing.
Scott is clearly preoccupied with the Indian shawl’s expense. But interestingly, he
does not hesitate to denounce the Paisley shawl as an inferior manufacture either.
This becomes explicit as a modest member of the spa, Mrs. Blower, praises her
own collection of imitation shawls. “There are braw shawls made at Paisley, that
ye will scarce ken frae foreign,” she remarks.15The view does not go unnoticed;
Peregrine Touchwood, a British “nabob” grown rich in India, responds with a
lengthy description of how shawls are manufactured in India. “Not know Paisley
shawls from India [shawls], madam,” he remarks frostily “why, a blind man could
tell by the slightest touch of his little finger…” (192).
Given the strength of this criticism, it is surprising that Scott seems to change his
view quite radically in the approaching years. Scott wrote an Indian–themed
novella The Surgeon's Daughter that related a tale of two Scottish doctors who
travelled to India to find new opportunities. Shawls do necessarily appear in the
main body of the fiction, but it is Scott's narrator Chrystal Croftangry, who makes
an unforeseen and inimitable comparison. Croftangry has been relating his story
to a local audience, where one of his audience members is an elderly lady in an
authentic Cashmere shawl. The lady is certainly a champion of Paisley: “It is
well,” she observes, “that there is some way of knowing a thing that cost fifty
guineas from an article that is sold for five; but I venture to say that there is not
one out of ten thousand that would understand the difference” (287). The high
accolade is quickly taken up by Croftangry, who then uses the same theme of
shawls to reconsider his task of compiling an Eastern fiction. “Like the imitative
operatives of Paisley,” he tells his listeners, “I have composed my tale by
incorporating into the woof a little Thibet wool.” (287–288). The description is
fascinating, of course, and it certainly made the nineteenth–century readers smile.
But from a critical distance almost two centuries later, does it tell us anything
specific about the industrial achievement of Scotland? And, crucially, does it in
any way reveal Scott's attitude to the colonial empire in India?
A comparison between fiction-writing and factory production is obviously lighthearted and comic. But if we look closely, there is an economic vision that holds
the description together. Scott, no doubt, displays a modern, entrepreneurial
image of Scotland in this account; yet in doing so, he also seems to clearly
approve and celebrate the excessive way in which raw materials from India were
brought over to prosper the industrial “revolution.” The subcontinental history of

15

“There are great shawls made at Paisley that you would hardly distinguish from foreign,”

(191) kindly translated by Nigel Leask.
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the shawl captured in Scott's writing is thus attractive and striking, but it also
serves to delineate and expose the unequal practices ensconced in the British
imperial economy. These examples also suggest the interesting way in which
shawls were not only fashionable wear but also fashionable topics to write about.
To be sure, authentic Indian shawls were much admired, particularly in elite and
artistic circles. Indeed, from the perspectives of both production and
consumption, they were frequently seen as being perfectly and skillfully designed
and structured. The influential design theorist Owen Jones observed in Grammar
of Ornament (1856), for instance, that for an attractive display, it was important
that:
“[E]ach ornament should be softly and not harshly defined, that coloured objects
viewed at a distance should present a neutralized bloom, that nearer approach
should exhibit the beautiful details, and that a close inspection should divulge the
means whereby these effects are produced. In this, the Indian carries out the
same principle of surface decoration that we find in the architecture of the Arabs
and Moors. The ornament in the spandrel of a Moorish arch and in an Indian
shawl are constructed on precisely the same principles.”16
Similarly, Matthew Digby Wyatt, author of The Industrial Arts of the Nineteenth
Century (1851), highlighted the “gorgeous colour and elaborate execution” of the
Indian shawl, hailing it as “one of the highest orders of art-manufacture.” In one
of his lectures, he also observed that textile art had “reached its utmost
complication of manufacture in the Cashmere shawl … it seems almost
inconceivable that human patience could ever have produced a thing so
complicated so minute, and yet so entirely harmonious and graceful.”17
The “pinecone” pattern of Indian shawls (which was initially referred to as the
“Cashmere shawl design” in Britain before Paisley took over the name) was
considered to be evocative and powerful (Figure 4).

Owen Jones, The Grammar of Ornament, Bernard Quaritch, London, England, 1868, p.
295.
17
Matthew Digby Wyatt, Editor, The Industrial Arts of the Nineteenth Century: A Series of
16

Illustrations of the Choicest Specimens Produced by Every Nation at the Great Exhibition of
Works of Industry, 1851, Volume 1, plates xxiv, xl, xliv, unnumbered pages.
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Figure 4:
Weavers’ Design at Paisley, Originals Held by Paisley Museum, © Renfrewshire
Council.
Yet, rather curiously, industrial imitations of the design on British–made shawls,
we see, come to be almost reviled in artistic discussions. For example, a report
published in the well-respected Journal of Design and Manufactures in 1851
observes that the “tendency to substitute inferior imitations for the superior
realities” formed one of the “evils which so darken our manufacturing position
and prospects.”18
It was indeed the strength of such criticisms prevalent since the 1830s that
enabled the government to set up a series of “Schools of Design” that would

18

Author Unknown, “Shams and imitations especially in woven fabrics,” Journal of Design and

Manufactures, Volume 4, 1850–1851, pp. 8–10, 10.
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instill a sense of art into textile manufacturers across the country. Interestingly,
there is evidence that manufacturers in Norwich and Paisley (places well-known
for the production of Indian-styled shawls) found it difficult to combine the
imperatives of “high art” with the interests of trade. Quentin Bell in The Schools
of Design (1963), for instance, describes how Mr. Wakefield, a manufacturer of
printed fabrics in Glasgow showed a sample to the Design School Committee, Sir
Robert Peel, textile industrialist (and father of the British prime minister), who
felt that it was too outrageous a design. When asked why, Wakefield is said to
have answered: “It is in good taste for sale … a man who has perfect taste might
pronounce that to be in bad taste; but still for sale it does better that being all of
one particular class.”19
The rationale of design schools also led to another consequence. While the
manufacturing sector was being forced to revamp its values, the taste of the
general public also needed to be reformed. As a consequence, the Museum of
Ornamental Art was established in the capital to elevate the damaged palate of
the British public. The move did not go down particularly well. A scathing satire
entitled “A House Full of Horrors,” appeared in the popular
magazine Household Words (1852) that frankly laughed at the governmental
project.20 In this short fiction, Henry Morley described the experience of an
ordinary man Mr. Crumpet, who visits the “Museum of Horrors” on a pleasant
day, only to be shocked to find the very things he uses everyday put up as
examples of bad design. Such is his dismay that he ends up having an existential
and emotional crisis.
The discussion of shawls, interestingly, forms an important part of the satire. At
one point, Crumpet offers to educate his friend Martin Frippy about the quality
and value of Indian shawls:
“Why does a lady look so well under an Indian shawl? Because the worker of the
Indian pattern, however badly he may have drawn his design, has harmonised its
parts, chosen his tints well, and selected the right quantity of each; his design has
been to produce such a harmony of colour as his pure instinct has felt … Such a
shawl is only seen to fresh advantage when it hangs in drapery, and gains new
grace by following the movements of the body.” (268)
Crumpet here repeats sarcastically the common arguments for the Indian shawl:
its superb drape and the subtle harmony of colours, as were emphasised by Owen

Quentin Bell, The Schools of Design, Routledge and Kegan Paul, London, England, 1963, p.
231.
20
Henry Morley, “A House Full of Horrors,” Household Words, 4 December 1852, pp. 265–
270.
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Jones, Mathew Digby Wyatt and others. Writing in this tone, Morley sought to
emphasise that what was being projected as good design by the government was,
in fact, situated at a far distance from what the common people really liked. In an
ironic gesture in the fiction, Crumpet then pointed to a person in an imitation
shawl:
“But just look at that shawl upon that lady’s back as she walks now before us.
What a vile discord of colours, and observe how the pattern is broken up into a
jumble by the folds that interrupt it. If we are to see the pattern of that shawl, she
should carry it on her back spread out quite flat and nailed on a square board,
making a sort of tortoise of herself; but indeed I am sure the pattern is not worth
displaying.” (268)
As the excerpt demonstrates, Morley’s account of the imitation shawl is a satire
against design reforms, but as we can see, it also draws from a rhetoric of class, as
the terms “vile” and “discordant” clearly repeat stereotypes of working-class life.
The suggestion that the woman in the imitation shawl “should carry it on her back
spread out quite flat and nailed on a square board, making a sort of tortoise,”
reveals a fantasy of regulating working-class bodies in public space linked to the
fears of the “mob” closely associated with Chartist demonstrations. Morley’s
ambitious writing draws attention to the liminal edges of art and design and the
way in which they were underpinned by broader social anxieties. The fiction was
thus a robust political critique, which saw the Cashmere shawl as exclusive to the
rich and the privileged, as it also suggested that highbrow artistic taste was
incompatible with the needs of trade and consumption.
Interestingly, the literary doyen Charles Dickens who edited the magazine at the
time, mentions the Paisley shawl in a short piece in 1854.21 In “Over the Way’s
Story,” a child menial is identified by her Paisley shawl. The narrative describes:
This young person, (Bessy by name) … had occupied, in the Simcox household,
an analogous position of to that of the celebrated Cinderella. She did not exactly
dress in rags; but she trotted about the house and neighbourhood in a shabby
brown merino frock, which she had woefully outgrown, a lamentable old beaver
bonnet, and a faded Paisley shawl which held a sort of middle rank in
appearance, between a duster and a pocket-handkerchief well to do in the world.22
Bessy’s “faded Paisley shawl” was in clear contrast to her sisters’ clothes.
Madeline and Helena, “dressed, somehow, in the brightest and most variegated
colours; they had, somehow the prettiest of bonnets, the tightest of gloves, the

21
22

Charles Dickens “Over the Way’s Story.” Household Words, 18 February 1854.
Ibid., p. 13.
53

The Journal of Dress History

Volume 6, Issue 2, Summer 2022

neatest of kid boots. Their sabbatical entrance to the parish church always created
a sensation” (12).
The repetitive use of “they” and “their” in a situation where everything “they” had
was superior to Bessy’s, highlights an ironic play. While the sisters wear “the
brightest and most variegated colours’ with the result that they became the objects
of sexual attention, Bessy’s Paisley shawl, almost Cinderella–like, is marked out as
worn-out and faded. The narrator’s severe description of the shawl as somewhere
“between a duster and a pocket-handkerchief” also materialises the way that
imitation Indian shawls were largely seen as functional garments. Moreover, the
shawls association with menial jobs, as represented in the figure of Bessy, can be
traced in the Journal of Design and Manufactures article discussed earlier. As
Bessy is intimidated by a menacing man (who, in true Dickensian fashion, turns
out to be a benefactor), the narrative describes at one stage that “the little maiden
trembled fearfully when she saw him, and had quiet fits of weeping (in which a
corner of the Paisley shawl was brought into frequent requisition).”23 This
description goes some way to revealing how Dickens used material culture, in the
form of the Paisley shawl, to highlight the desolate experiences of the socially
vulnerable. Dickens’s support for the marginalised is here negotiated through the
Paisley shawl, an object closely related to working-class lives. One finds that the
Paisley shawl in literature was associated with lower and lower-middle class
consumption, and in so doing, it sometimes assumed the character of a vox
populi, a sort of voice of the common people. Indeed, for Dicken, Morley and
Wilkie Collins as I discuss briefly, the Paisley was an appropriate material to
critique cultural inequalities.
Wilkie Collins’ Armadale was serialised in the Cornhill Magazine between 1864
and 1866. It describes the journey of a young woman and her gradual
development as a criminal and a forger. As a “sensation fiction,” the novel
inscribed a plot of planned murder, but curiously, the reader finds that a favoured
attire of its beautiful heroine Lydia Gwilt is a “black gown and a red Paisley
shawl.” Imitation Indian shawls were worn by hundreds of women in Scotland
and England. The question I find compelling, however, is that why a woman set
on a course to commit murders and forgery dress consciously in a striking red
shawl? Of course, there is a clear ambiguity around the figure of Lydia, who
experienced immense exploitation and abuse during her childhood as she sought
to avenge herself in later life. Given such a backdrop, I find that Collins uses the
Paisley shawl as a fashionable article, but within the framework of the novel, he
also uses it to provide an indirect reference to the inequalities of class and
empire. Indeed, in the context of the Indian Mutiny of 1857 which claimed many

23

Ibid.
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British lives and unleashed a sense of terror in society, I suggest that the Paisley
shawl in Armadale serves to refer to the specific complexity of Lydia’s character,
whose description, like that of the Indian sepoy during the Indian uprising was
overwhelmed by a narrative of violence that obscured the real reasons for
rebellion.24 Thus, as well as generating a more humanised reading of Lydia’s
character, the red Paisley shawl in Armadale emerges as a powerful metaphor to
engage with mid-century anxieties about class and empire for Collins.
Could we at all relate an innocuous fashion accessory to the radically immense
subject of the British empire? My argument is that if we look closely at the
intricate histories of dress and textiles, we sometimes can. Paisley shawls, for
instance, were British imitations of the Indian variety, and their association with
the subcontinent was frequently taken for granted. This also meant, interestingly,
that the shawl’s appreciation was never stable. The art critic and social
commentator, John Ruskin, for example, celebrated the Cashmere as the
epitome of artistic perfection. However, in his 1858 lecture entitled “The
Deteriorative Power of Conventional Art over Nations” reveals the extent to
which appreciations were sometimes politically inflected. Ruskin began the
lecture by discussing art and society and by comparing Scottish and Indian
aesthetics, to pose the question “whether those rude chequers of the tartan, or the
exquisitely fancied involutions of the cashmere, fold habitually over the noblest
hearts?” He finds the answer to be self-evident:
We have had our answer. Since the race of men began its course of sin on this
earth, nothing has ever been done by it so significative of all bestial, and lower
than bestial degradation, as the acts the Indian race in the year that has just passed
by… these we could not have known to be within the practicable compass of
human guilt, but for the acts of the Indian mutineers. (5)
Ruskin’s assertion, delivered at the Kensington Museum in January 1858, the
same month the British sieged Lucknow in response to the Indian uprising,
reveals that not only were Cashmere and Paisley shawls widely metonymic of the
subcontinent, but also that their meaning was shaped by the account of colonial
rebellion in that period.

I use the term ‘Indian Mutiny’ as a shorthand for the Indian rebellion of 1857. For a useful
discussion of the rebellion and the terms used to describe it, see Priti Joshi, “Mutiny Echoes:
India, Britons, and Charles Dickens’s A Tale of Two Cities,” Nineteenth-Century Literature,
Issue 62, Volume 1, 2007, pp. 48–87.
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Figure 5:
1860s Ambrotype of an Unnamed British Veteran and His Wife; The Woman
Is Wrapped in a Paisley Shawl, © Wikipedia.
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In conclusion, I have briefly given an overview of how Oriental shawls were
popular dress accessories, but in historical representations, they were also
accessible as imperial and social metaphors. Textile Orientalisms: Cashmere and
Paisley Shawls in British Literature and Culture thus makes the radical case that
dress history can be effectively used to reinterpret the history of English literature,
and also the economies of the British empire presented therein. Indeed, in its
acute juxtaposition of gender, sartorial and postcolonial theories, there can be
little doubt this kind of interdisciplinary research pushes the boundaries of dress
history, allowing and enabling new ways of understanding fashion. The study,
furthermore, has added significance in the museum context. A majority of
institutions in Britain, including the V&A, Norwich Museum and Paisley
Museum and Art Galleries, hold significant collection of shawls. Recently, V&A
Dundee, in particular, has begun to decolonise its displays, which includes the
Paisley shawl and pattern.25 The Paisley Museum in Renfrewshire, too, has been
increasingly interested in closely investigating the shawls’ unique cultural history
as part of its multi–million “Paisley Museum Reimagined” project. The global
account of Cashmere and Paisley shawls presented in my research will thus have
a significant impact on the display of shawls in public settings. I will be grateful if
my application is considered favourably by the Board. Thank you.

See, for instance, Meredith More and Emma Bond, “Decolonising Our Galleries,” V&A
Dundee,
https://www.vam.ac.uk/dundee/articles/decolonising-our-galleries-an-introduction,
Accessed 26 October 2021.

25

57

The Journal of Dress History

Volume 6, Issue 2, Summer 2022

Bibliography

Primary Sources

Author Unknown, “Shams and imitations especially in woven fabrics,” Journal of
Design and Manufactures, Issue 4, 1850–1851, pp. 8–10.
Burns, Robert, Aloway Kirk: Or, Tam O'shanter: A Tale, Glasgow, 1796?.
Collins, Wilkie, Armadale, John Sutherland, Editor, Penguin, Harmondsworth,
England, 1995.
Dickens, Charles, “Over the Way’s Story,” Household Words, 18 February
1854.
Digby Wyatt, Matthew, Editor, The Industrial Arts of the Nineteenth Century: A

Series of Illustrations of the Choicest Specimens Produced by Every Nation at the
Great Exhibition of Works of Industry, 1851.
Hadden, Cuthbert, George Thomson: The Friend of Burns. His Life and
Correspondence, John C. Nimmo, London, 1898.
Jones, Owen, The Grammar of Ornament, Bernard Quaritch, London, England,
1868.
Morley, Henry, “A House Full of Horrors,” Household Words, 4 December
1852, pp. 265–270.
Scott, Walter, St. Ronan's Well, The Edinburgh Edition of Waverley Novels,
Volume 16, Mark Weinstein, Editor, Edinburgh University Press, Edinburgh,
England, 1995.
Scott, Walter, Chronicles of the Canongate, Clare Lamont, Editor, Penguin
Books, London, England, 2003.
58

The Journal of Dress History

Volume 6, Issue 2, Summer 2022

Secondary Sources

Bell, Quentin, The Schools of Design, Routledge and Kegan Paul, London,
England, 1963.
Campbell, Timothy, Historical Style: Fashion and the New Mode of History,
1740-1830, University of Pennsylvania Press, Philadelphia, United States, 2016.
Choudhury, Suchitra, “‘It was an imitashon to be sure’: The Imitation Indian
Shawl in Design Reform and Imaginative Fiction,” Textile History, Issue 46,
Volume 2, 2015, pp. 189–212.
Choudhury, Suchitra, “Fashion and the ‘Indian Mutiny’: The ‘Red Paisley Shawl’
in Wilkie Collins’s Armadale,” Victorian Literature and Culture, Issue 44,
Volume 4, 2016, pp. 817–832.
Clabburn, Pamela, Shawls, Shire Books, Buckinghamshire, England, 1981.
Clabburn, Pamela, The National Trust Book of Furnishing Textiles, Viking And
National Trust, London, 1988.
Hiner, Susan, Accessories to Modernity: Fashion and the Feminine in
Nineteenth-Century France, University of Pennsylvania Press, Philadelphia,
United States, 2012.
Irwin, John, Shawls: A Study in Indo-European Influences, Her Majesty’s
Stationary Office, London, England, 1955.
Joshi, Priti, “Mutiny Echoes: India, Britons, and Charles Dickens’s A Tale of
Two Cities,” Nineteenth-Century Literature, Issue 62, Volume 1, 2007, pp. 48–
87.
Levi-Strauss, Monique, The Cashmere Shawl, Dryad Press, London, England,
1986.
Li, Sumao, “Fashion, Fashionable Intelligence, and the Victorian novel: the
versatile case of Bleak House,” Victorian Literature and Culture, Issue 46,
Volume 1, 2018, pp. 23–55.
Reilly, Valerie, The Official Illustrated History: The Paisley Pattern, Richard
Drew, Glasgow, England, 1987.
59

The Journal of Dress History

Volume 6, Issue 2, Summer 2022

Ribeiro, Aileen, Ingres in Fashion: Representations of Dress and Appearance in
Ingres’s Image of Women, Yale University Press, New Haven and London,
United States and England, 1999.
Secondary Sources: Unpublished Theses

Van Schoor, Jennifer Ann, “The Indian Cashmere Shawl and Social Status in
British art, 1760-1870,” PhD Dissertation, University of London, 2019.
Secondary Sources: Websites

Choudhury, Suchitra, “Paisley Shawls in Literature’”, V&A Dundee,
https://www.vam.ac.uk/dundee/articles/paisley-shawls-in-literature, Accessed 24
October 2021.
More, Meredith and Emma Bond, “Decolonising Our Galleries,” V&A Dundee,
https://www.vam.ac.uk/dundee/articles/decolonising-our-galleries-an-introduction,
Accessed 26 October 2021.
Renfrewshire Council, https://www.renfrewshire.gov.uk/, Accessed 22 June 2021.

Copyright © 2022 Suchitra Choudhury
Suchitra Choudhury, Research Fellow 2020 supported by The William Lind
Foundation at the University of Glasgow, is an independent scholar who
specialises in English literature associated with India and the way in which they
negotiate material culture, especially textiles and dress. Her articles are published
in Textile History, and Victorian Literature and Culture. Her monograph
“Cashmere and Paisley Shawls in British Literature and Culture” is contracted
with Ohio University Press for their series in Victorian Literature. Alongside this,
she is also working on “Paisley shawls in Literature,” a curation of nineteenthcentury shawls for permanent display at the Paisley Art Galleries and Museum.
Choudhury is a contributing member of V&A Dundee’s Scottish Design Galleries
Advisory Group.

60

The Journal of Dress History

Volume 6, Issue 2, Summer 2022

‘Costly thy jewels as thy purse can buy, neat not gaudy, for the
jewellery oft proclaims the man’: Jewellery for young men in
the nineteenth century—necessity or luxury?

Rachel Church

Abstract

Jewellery worn by young men in the mid nineteenth century was a key part of
their personal appearance, but relatively little research has been done in this area.
Jewellery choices made by young men did not exist in a social vacuum. Etiquette
manuals offered advice on what type of jewellery was suitable and contemporary
fiction utilized these shared ideas about jewellery to advance plots and describe
characters. These underlying ideas about male jewellery formed a key part of a
particular group of legal cases. Debt cases brought under the laws of ‘infancy’
offer details about what jewellery young men under 21 were buying, and how
much they were paying for it. More importantly, the judge and juries had to
decide whether or not their purchases were deemed ‘necessary’ in order to
determine if payment could be enforced. To make these determinations, juries
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were required to assess how a young man’s jewellery fit into his income and social
status. Fine distinctions were drawn between the social classes, what was
appropriate and necessary to a young nobleman not being mistaken for an army
officer. These cases present an open discussion of ideas about personal
adornment which would otherwise go unspoken. These real-life accounts,
combined with evidence from etiquette manuals and popular fiction build a rich
account of a subject which merits further attention.

Introduction

Ideas about appropriate dress and jewellery for men have changed substantially
since the nineteenth century. The idea of the ‘great masculine renunciation’ was
proposed by Psychologist John Carl Flügel in 1930. He suggested that from the
late eighteenth century, men moved away from bright, decorative clothing to
darker, more austere choices, abandoning the wish to appear beautiful in favour
of merely ‘useful’.1 Contemporary dress historians have added nuance to this
theory, positing that although men’s dress ambitions were often described as
aiming for ‘neatness’ or ‘correctness’, they did not lack interest in their
appearance.2 Jewellery may however, be an area in which men had scope for
imagination and personal choice, a temptation which could lead them into
unforeseen financial trouble.

‘Ryder v. Wombwell’, a legal debt case which moved through the courts of
London in the mid-nineteenth century, may seem a surprising starting point for a
discussion of male jewellery. But Ryder v. Wombwell, and the other cases
discussed in this article, provide a rich source of information about the use and
misuse of male jewellery during this period especially among middle– and upper–
class young men. The legal heart of these cases rested on a judgement about
whether or not an expense was ‘necessary’ for the defendant. The judge and jury
therefore had to make finely balanced decisions about the necessity, or otherwise,
of various items of male adornment. Information presented in these cases often

John C. Flügel, The Psychology of Clothes, Hogarth Press, London, England, 1930.
Christopher Breward, The Hidden Consumer: Masculinities, Fashion and City Life 18601914, Manchester University Press, Manchester, England, 1999.

1
2

62

The Journal of Dress History

Volume 6, Issue 2, Summer 2022

included the income and family background of the defendant, demonstrating that
the acceptability of jewellery was often based on ideas about social position rather
than going by the strict application of formal rules. These cases offer insights into
what type of jewellery was commonly worn, how this differed according to social
position, and how different items were judged either as essential parts of male
dress or superfluous in nature. They can suggest how closely young men followed
notions of etiquette in their own lives and how this related to the strictures of
advice manuals or the pictures painted by popular fiction.

Masculine adornment has not received the same degree of attention as that worn
by women. Due to the discreet nature of much male jewellery, visual sources are
of limited use. Looking at a group of elegantly dressed men in an 1863 fashion
plate (Figure 1) makes this clear, as the watches, cuff-links, breast-pins, and rings,
which they were likely to be wearing, were hidden under layers of clothing, or are
hard to discern in the image. Legal debt cases clearly listed the types of jewellery
which men were buying and the sort of money they were willing to spend.

Figure 1:

Le Progrès: Modes de Paris pour l'Académie Universelle des Modes, Artist
Unknown, France, 1863,
© The Metropolitan Museum of Art, New York, USA
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The group of legal debt cases examined in this article not only lists men’s
purchases but also includes discussions about the appropriateness of their
choices. These choices were not made in a social vacuum. Advice manuals, such
as etiquette books and popular literature reflected everyday use but also showed
young men what they could and should be wearing, and what effect it would
create. Debates about jewellery in this group of legal debt cases can suggest how
closely men adhered to the examples set by etiquette writers and how much
contemporary fiction echoed real life.

Advice for the Man of Good Taste: Jewellery in Etiquette Manuals

The judges and juries who heard the debt cases discussed in this article, were
basing their conclusions on ideas about male appearance taken from etiquette
books and advice columns in magazines, social customs, and their own personal
experiences.

Etiquette books sometimes addressed jewellery as part of male dress, listing
watches and chains, signet rings or decorative rings in limited numbers, and pins,
cufflinks or sleeve-fasteners as principal items owned by men. Watches were
essential, made of gold, silver, steel or gilt metal, according to the owner’s means,
and required a chain to fix them to the waistcoat. Signet rings were widely worn
and often decorated with a coat of arms. If the wearer was entitled it, it was set
with a carved antique stone or merely had the owner’s initials engraved into a
metal bezel. Other rings were set with gemstones and carved hardstones, shaped
like snakes and buckles, or used other design motifs. Scarves, breast pins,
decorative buttons, and sleeve-fasteners were all necessary accessories to fix
clothing but could also be highly decorative and expensive.

Advice offered to middle class audience of advice manuals suggested that
appropriate jewels should be discreet, useful, and suited to the wearer’s social
status. Imitation or costume jewellery was to be avoided. The advice given in an
American manual of 1860 is typical of the genre and also echoed in British
publications:
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The man of good taste will wear as little jewellery as possible. One
handsome signet ring on the little finger of the left hand, a scarf pin
which is neither large nor showy, nor too intricate in its design, and
a light, rather thin watch-guard with a cross-bar are all that he ought
to wear.3

The manual went on to offer rules for men who aspired to more than this: their
jewellery should be ‘real and good’; it should be simple, mostly avoiding
diamonds and brilliant gemstones; it ought to be distinguished more by its design
than its cost; it should harmonise with his dress; and finally, it should be useful
rather than merely ornamental.

An English manual from 1876, aimed at gentlemen who wished to dress with
economy, stated severely that “there are different degrees of heinousness in the
assumption of mock jewellery; and the more valuable the article imitated, the
greater is the moral guilt of the wearer.”4 Wearing mock jewellery as the author
alleged, was the equivalent to putting out a false account of your financial
situation. It also made it more difficult for the onlooker to distinguish between
different social classes as “every shop-boy can coarsely imitate your ‘outward and
visible sign’ if he chose to save his money for that purpose.”5

Etiquette advice for men makes it clear that some jewels were acceptable and
even required. Objects which were necessary to fix clothing such as cuff-links and
pins were both functional and ornamental. Watches and signet rings had practical
applications too. But these manuals also stress the fact that men would be judged
on their appearance and that by wearing jewels not fitted to their social status was
inadvisable, deceptive and in poor taste. The man in a Dutch painting of the mid
nineteenth century appears to be following these rules. His only visible jewellery

Cecil B. Hartley, The Gentlemen’s Book of Etiquette and Manual of Politeness, G.W.
Cottrell, Boston, United States, 1860, pp.188–189.
4
Author Unknown, The Gentleman’s Art of Dressing with Economy, by a lounger at the clubs,
Frederick Warne & Co., London, England, 1876, p. 89.
5
Charles William Day, The American Ladies and Gentlemen’s Manual of Elegance, Fashion
and True Politeness, Alden and Parson, Auburn, New York, United States, 1849, p. 67.
3
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is a breast pin, and perhaps a watch-chain, although other jewels might be hidden
under his clothing (Figure 2).

Figure 2:
Portrait of a man, possibly Petrus Augustus de Genestet (1829-1861) by Nicolaas
Pieneman, © Rijksmuseum, Amsterdam, The Netherlands

Jewellery for Young Men in Fiction

Nineteenth-century fiction reflected ideas current in society and offered further
examples of contemporary male jewels and their uses. Jewellery in novels and
short stories were used to create an impression, not only of the physical
appearance, but also of the moral and social aspects of a character.6

For a discussion of jewellery in fiction see Kurt Tetzeli von Rosador “Gems and jewellery in
Victorian fiction,” REAL: the Yearbook of Research in English and American Literature,
Berlin, Germany, 1984, Volume 2, pp. 275–317; Jean Arnold Jewelry, Identity and the Novel:
Prisms of Culture, Ashgate, Farnham, England, 2011.

6
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In the 1871 story A Bohemian Household, the hero Fred, “was young, lovable,
and interesting. [He] had money, a watch, diamond pins and studs.”7 The range
of jewels he wears includes those recommended by etiquette books, while
diamonds are used to underline his wealth. Fred’s appearance is not otherwise
described; listing his jewellery is sufficient to draw a portrait of the rich, naive but
an appealing young man.

Jewellery was also pivotal to the account of the unfortunate young Lubin, in a
story in The London Journal, 1853. A foolish young man, setting off to meet a
conniving widow and her pretty daughter, dressed with care:

Lubin liked jewellery — it was a foible of his — so he put on an
Albert chain, studded with emeralds, a watch with his cypher in
diamonds on the back, a diamond ring, pin & etc.; and very gay he
looked — and rich too.8

Lubin’s jewellery marks him out to be a rich but also foolish man, and an easy
target for thieves. Again, the story does not describe his appearance further and
ends with the theft of his expensive jewellery. Lubin learns a lesson about not
trusting in the appearance of the woman who deceived him and is sent back to
complete his engagement to a modest young woman.

In these two stories, the young men are depicted as wealthy but gullible, largely
through their use of jewellery. They are shown wearing the sort of jewellery
favoured by rich, fashionable young men. Their choices are not criticised as such,
but they make them vulnerable to theft and trickery.

Author Unknown, “A Bohemian Household,” Harper’s New Monthly Magazine, Harper &
Brothers, New York City, New York, United States, Volume 43, June to November 1871, p.
59.
8
Author Unknown, “Uncountable visits,” London Journal and Weekly Record of Literature,
Science and Art, G. Vickers, London, England, Issue 452, Volume 18, 31 December 1853, p.
282.
7
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The role played by jewellery in communicating social status is particularly visible
in Charles Dickens’ Great Expectations. The hero Pip, has been taken away from
his humble country family, and his education and social rise have been financed
by a mysterious benefactor, who turns out to be the escaped convict Magwitch.
When Magwitch reveals himself, he is delighted by Pip’s new appearance:

“Look’ee here!” he went on, taking my watch out of my
pocket, and turning towards him a ring on my finger, while I
recoiled from his touch as if he had been a snake, “a gold ‘un
and a beauty: that’s a gentleman’s, I hope! A diamond set
round with rubies, that’s a gentleman’s, I hope! Look at your
linen, fine and beautiful! Look at your clothes; better ain’t to
be got! And your books too.”9

Figure 3:
Ring, ruby set round with diamonds. Western Europe, ca. 1840
Bequeathed by the Reverend Chauncy Hare Townshend
© The Trustees of the Victoria and Albert Museum, London, England.
Pip is wearing two fashionable rings: a gold ring and a diamond and ruby ring,
similar to the mid nineteenth century ring shown in Figure 3. For Magwitch, Pip’s
appearance in particular his fine jewellery, mark the convict’s success in making
him into a ‘brought-up London gentleman’ who is wearing the sort of jewels

9

Charles Dickens, Great Expectations, Chapman and Hall, London, England, 1862, p. 340.
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favoured by well-off young men.10 Pip’s lifestyle is funded not only by Magwitch,
but through credit and he has a selection of unpaid bills to worry about.

Jewellery also indicates the extravagant tastes of the hero of Thackeray’s The
History of Pendennis. In this book, another naive young man gets into the ‘fast
set’ at university. He becomes a man of fashion and a trend-setter, who “exhibited
a certain partiality for rings, jewellery, and fine raiment of all sorts; and it must be
owned that Mr. Pen, during his time at the university, was rather a dressy man
and loved to array himself in splendour.”11

Pendennis’ new tastes leads him to abandon his father’s old heavy gold watch,
which had been proudly given to him by his widowed mother. He later likened it
to a large warming pan, in favouring a smart new French watch and gold chain — a
symbolic renunciation of the solid country virtues of his upbringing, in favour of a
precarious taste for fashionable living and foreign-influenced fashions.

The jewellery which fictional young men wore also had sentimental uses. In
Adeline, a story in the London Journal of 1853, the heroine parts from her lover
Edgar by putting a chain around his neck: “I drew the locket from my bosom: on
one side was a lock of dark hair, on the other ‘Farewell forever,’” Adeline has had
the locket made for Edgar to wear, enclosing a lock of her own hair, a very
intimate gift.12

In the 1854 story, The Withered Daisies, the dead hero is recognised by a locket
found on his body. “Nothing was found upon his person but a locket —
suspended round his neck by a steel chain and a Bible [...] The locket, shaped
like a heart, was of gold […] it flew open and disclosed a few decayed stalks and

Ibid., p. 341.
William Makepeace Thackeray, The History of Pendennis, Bradbury and Evans, London,
England, 1856, p. 146.
12
Author Unknown, “Adeline,” The London Journal, G. Vickers, London, England, Issue 459,
Volume 17, 10 December 1853, p. 233.
10
11
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heads of some kind of flower.”13 These types of lockets were worn as romantic
souvenirs — one set with a lock of hair and the other with some daisies once given
by the girl he had loved.

Novels and magazine stories therefore demonstrated that young men wore a wide
range of fashionable jewellery, including rings, cuff-links, breast-pins, and watches.
Sentimental jewels were used to advance the plot of stories or to disclose hidden
emotions. Jewellery was used to paint a picture, not only of the physical
appearance of the men discussed, but also to suggest ideas about their judgement
and their financial position, which reflected the advice given by writers of
etiquette books. Expensive gem-set jewellery was used to show extravagance
leading to debt. In the case of Pip and Pendennis; poor judgement, in the stories
of Fred and Lubin; and in the stories of Adeline and The Withered Daisies,
jewellery is intensely sentimental as well as fashionable.

Getting into Debt for Jewellery: Infancy Court Cases

Wills, inventories and jewellers’ business records can be used to gain a picture of
what men owned and bought. It is not always possible to tell which items were
worn by men themselves and which were bought as gifts for women or owned as
heirlooms. Attitudes towards the jewels worn by men in real life were shaped by
and reflected in written sources, in turn, influenced the outcome of infancy debt
cases. Legal debt cases can let us into a conversation not only about what young
men actually bought and wore, but how this was perceived by their
contemporaries, bringing what were often unspoken conventions into open
debate.

The cases examined below were based on the laws regarding infancy, that is the
laws covering the protection of minors under the age of 21 (known as infants).
Legal infants could not enter into binding contracts, or be held to any
undertakings they had made, as they were accounted to be incapable of the true
understanding which must underlie any valid contract.

Author Unknown, “The Withered Daisies,” The London Journal, G. Vickers, London,
England, Issue 472, Volume 19, 11 March 1854, p. 23.
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An exception to the restrictions of infancy was made under the doctrine of
necessity, to allow legal infants to obtain credit under certain circumstances.
According to legal commentator Frederick Walford in 1842, “it is indeed
obvious, that to deny the infant a power of pledging his credit for these, so far
from being a law of benignity, would expose him to the greatest hardship and
inconvenience.”14 Legal infants could therefore legitimately use credit for goods
which were deemed ‘necessary’. The definition of ‘necessary’ goods was a broad
one, encompassing not only items needed to keep the ‘infant’ fed and with a roof
over his or her head, but also objects, including jewels, which would help
maintain social status and present an appropriate appearance.

Judging what was or wasn’t necessary was based on the judge and juries’ notions
of what types of jewellery should be worn by men of differing levels of wealth,
making these cases particularly revealing. The legal proceedings covered not only
what had been bought and how much it cost, as a standard debt case would show,
but added an extra layer of discussion about the justification for buying and
wearing the items in question. If the jewellery was judged necessary, the jeweller
would have his bill paid. If it was not necessary, then the young man would avoid
paying.

Jewellery figures into a number of infancy cases, as we saw in fiction and through
the advice given by etiquette books. Jewellery was an important part of dress for
men, as functional objects like watches and jewelled buttons or cuff-links, but also
as part of fashionable dress and as sentimental tokens. Young men often ran up
large ambiguous debts buying jewellery (like the fictional Pip and Pendennis),
which caused them to become the subject of legal wrangling. Men could and
would want to buy and wear jewellery that was not in question, but the issue of
what kind of jewellery was indispensable, and how much should be spent on it,
was the nub of these cases.

Frederick Walford, A Treatise on the Law Respecting Parties to Actions, Volume 1, 1842,
Saunders and Benning, London, England, p. 613.
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Ryder v. Wombwell
The case of the Bond Street jewellers, London & Ryder versus Frederick
Wombwell is perhaps the most notable infancy case involving jewellery. This case
moved from an initial hearing in a county court in 1864 through the highest
courts in the land and is still a classic example of contract law.15

The defendant, Frederick Charles Wombwell (1845–1889), was the fourth and
youngest son of the late Sir George Wombwell (1792–1855), 3rd Baronet. He
had an income of £500 per year, would inherit £20,000 on his majority and lived
free of charge, either with his mother in London or his brother in Yorkshire.
According to the Court of Exchequer “[Wombwell] pursued no trade or
profession, he moved in the highest society, and was in the habit of riding races
for his friends, amongst others the Marquis of Hastings.”16 He clearly had
extravagant tastes — racing and horse riding were notoriously expensive — and
part of his argument for not paying his jewellers’ bill was that he had already
obtained a large number of similar jewels from other tradesmen (he didn’t specify
whether they had been paid for or not).

The jewellers who brought the claim were the firm of London & Ryder, set up in
1859 by Edmund London and George William Ryder. An advertisement in
Kelly’s Directory in 1875 suggests that they would have been well suited to
customers such as Frederick Wombwell:

The man of taste, the connoisseur, the refined and educated, those
especially who eschew vulgarity, are advised to inspect the art
collection of jewellery produced by Messrs London & Ryder…
Shakespeare should have said ‘costly thy jewellery as thy purse can
buy, neat not gaudy for the jewellery oft proclaims the man and
never more so in this present age of ‘seeming’. A great modern wit

Ryder v Wombwell, L. R. 3 Ex. 95.
James Anstie and Arthur Charles, “In the Exchequer Chamber: Ryder v. Wombwell,” The
Law Reports: Court of Exchequer, Council of Law Reporting, London, England, 1869, p. 33.
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has said ‘I know a man by his watch chain’ and West-End tailors
assert that the ‘true gentleman may be traced by his coat.’17

Being under 21 when he purchased the disputed jewellery from London &
Ryder, Frederick Wombwell was legally an infant and not able to enter into a
binding contract or obtain credit from tradespeople. When he refused to settle
his bill of £67 16s, the jewellers sued his trustees for the outstanding debt.
Trustees for a legal infant had an obligation to honour contracts to fund items
described as ‘necessary for his condition in life’, but not items which were classed
as luxuries or ornaments. Jewellery is often luxurious, but the question for the
jury to determine was: were these particular jewels necessary for Wombwell’s
condition in life?

Items from the disputed bill were laid out in the legal proceedings and tell us
something about the range of items supplied by a Bond Street jeweller to a
fashionable young man:

1864.
July 16 – Fine crystal ruby and diamond solitaires £25
White glass union smelling bottle, silver gilt mounts, corals,
pearls and turquoise horseshoe £6 10s
Aug 23 – Silver-gilt, antique-chased goblet engraved with inscription
£15 15s Sept 5 – Furnishing and setting turquoise in flush set ring,
postage and
registering 8s
Oct 15 – Pair of fine coral and engraved crossbar earrings £13 13 s

Author Unknown, “The Upper Ten Thousand Advertiser: London and Ryder,” Kelly's
Handbook to the Titles, Landed & Official Classes, Kelly's Directories, London, England,
1875, unpaginated.
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Set of gold studs, enamelled fox head, horse’s head, and
foxhound’s
head £6 10s18

Wombwell’s barristers soon established that the smelling bottle and women’s
earrings could not be classed as necessary to the young man and these items were
rapidly dismissed. The goblet, engraved as a gift to his friend and host, the
Marquis of Hastings, led to some discussion but was also judged unnecessary. As
a result, the jewellers were not paid for the smelling bottle, earrings or goblets

The case, therefore, mainly focused on the ruby and diamond solitaire cufffasteners which were the most expensive objects and caused the most extensive
debate. Cuff-fasteners or sleeve-links were clearly useful items necessary to keep
clothing properly fastened. However, they also presented an opportunity for men
to buy jewellery in the latest fashion, whether gem-set like Wombwell’s, historical
revival jewels made by firms such as Castellani or Giuliano, or much cheaper
plain gold studs. A group of cuff-links from the British Museum collection shows
some of the options available (Figure 4).

The Law Times Reports: Containing All the Cases Argued and Determined in the House of
Lords, ... ; Together with a Selection of Cases of Universal Application Decided in the
Superior Courts in Ireland and in Scotland. United Kingdom, Law Times Office, 1869, pp.

18

491–497.
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Figure 4:
Set of gold studs in fitted case, made in the Castellani workshop and retailed by
the Gold and Silversmiths Company. Rome, about 1845–1860. Two enamelled
gold ‘bee’ studs in fitted case, by Carlo Giuliano, London, 1874–1880. Pair of
engraved gold studs by John Brogden in fitted case, England, 1852–1855, © The
Trustees of the British Museum, London, England.
In the initial judgement on this case, the jury ruled that the ruby and diamond
studs, however extravagant, could be considered necessary in view of
Wombwell’s social status and lifestyle.

When the case was appealed by Wombwell’s family, who were reluctant to pay
the bill, Judge Bramwell, disputing the notion that diamond cuff-fasteners could
be classed as necessary, described them as:

A pair of things called ‘solitaires’ explained to us as to mean articles
which may be used as studs to fasten the wrist-bands of a shirt. The
price of these solitaires is £25, owing to their costly material and
manufacture, and the jewels with which they were adorned. I believe
I am right in saying that studs fit for the purpose, and such as a
gentleman may well wear, might be bought for a trifle, or the
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wristbands may be buttoned with buttons, scores of which may be
bought for a few pence.19

For Judge Bramwell and in agreement with the advice of many etiquette writers,
utility is sufficient, even for a gentleman, and diamonds are superfluous. Far from
being buttons bought for a few pence, the studs were truly splendid objects “made
of crystals set in gold and ornamented with diamonds representing a horse-shoe
in which the nails were represented by rubies.”20 An idea of Wombwell’s solitaires
may be gained from the designs for sporting jewellery for the firm of John
Brogden which include a pin set with a gold horseshoe ornamented with red and
white stones (Figure 5).

Figure 5:
Designs for sporting jewellery, by the firm of John Brogden, Circa 1860,
E.2:821-1986, © The Trustees of the Victoria and Albert Museum, London,
England.

19
20

The Weekly Reporter, London, England, Volume 16, 14 March 1868, p. 515.
James Anstie and Arthur Charles, The Law Reports: Court of Exchequer, Council of Law

Reporting, London, England, 1869, Volume 4, pp. 33–34.
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Wombwell was obviously choosing jewels which were expensive and intended as
fashion statements, rather than merely utilitarian. He was a notable horse rider
and his sporting tastes, which inspired his choice of cuff-links decorated with a
horseshoe. Also in evidence with the other items ordered from London and
Ryder— a set of gold studs with an enamelled fox’s head, horse’s head and
foxhound head. Even the smelling bottle was decorated with a turquoise
horseshoe.

These studs were following a fashion for sporting accessories already well
represented in women’s fashion. The Englishwoman’s Domestic Magazine of
1864 claimed that

Ladies of less aristocratic descent ornament their handkerchiefs with
hunting horns, horse-shoes, jockey caps or anything reminding one
of sport. The newest kind of earring is in the form of a horse-shoe
set with rubies [...] Horse-shoes are quite a passion and they are
found studded with steel and gold upon dresses, paletots, waistbands, belts, coronets for the head and even in velvet and gold upon
the bottom of ball dresses. This is a very fashionable fancy but not
pretty enough for anyone to want its continuance.21

Like Fred, Lubin, Pip and the other fictional young men previously noted, the
stern words of etiquette advisers, Wombwell bought decorative and gem-set
jewellery, not only the diamond and ruby cuff-fasteners, but also a turquoise ring
and the enamelled sporting studs. Although the judge deplored the expense, the
jury appears to have found this quite acceptable for a man of his wealth and social
standing and after a number of unsuccessful appeals by Wombwell’s family,
London & Ryder were finally paid.
London & Ryder’s advertisement, quoted earlier, emphasises that, far from
jewellery being an optional extra, it was a key part of presenting yourself as a

Samuel Orchart Beeton, “La Mode,” The Englishwoman’s Domestic Magazine, London,
England, Volume 10, 1864, p. 22.
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gentleman, and of differentiating yourself from those who are only ‘seeming’ to
be so. However, as we saw in Great Expectations this could be subverted, as
expensive jewellery was part of Magwitch’s strategy for presenting Pip as a
gentleman. Watch chains, cuff-fasteners, watches, and buttons suitable to the
young man’s station in life would help him to be perceived appropriately and to
be treated according to his social status.

Wearing diamond cuff-links shaped like horseshoes or gold studs decorated with
hunting motifs reflected both Wombwell’s sporting tastes and his social position
as the younger brother of a baronet. This social understanding of the role of
jewellery in self-presentation was part of the argument which led the jury to deem
Wombwell’s purchases as ‘necessary’ to the fashionable son of a baronet, and
therefore enabled London & Ryder to obtain payment.

Peters v. Fleming
Although Ryder v. Wombwell is the best-known case, other suits discussed the
necessity or otherwise of male jewellery. Peters v. Fleming (1840) was brought
forward by a jeweller who had supplied the son of MP John Willis Fleming22
(while he was a student at Trinity College, Cambridge) with a gold watch-chain, a
gold breast pin “without which he could not wear his shirt or cravat as other men
of his age and rank are accustomed to do,”23 a gold engraved signet ring and three
other rings.

Fleming had been sent to university with a generous allowance and a watch which
he generally wore “suspended from a silk chain round his neck.”24 The jury found
that the watch-chain and pins were “the usual appendages of persons in the

Philip Salmon, “MP of the Month: John Barton Willis Fleming (1781-1844),” The Victorian
Commons, 28 March 2018, https://victoriancommons.wordpress.com/2018/03/28/mp-of-themonth-john-barton-willis-fleming-1781-1844/, Accessed 3 June 2020. John Fleming’s reluctance
to pay his son’s debts may be explained by the huge sums which he was expending on vote
suppression in Hampshire. When he died in 1844, he was described as ‘insolvent’.
23
Author Unknown, “Peters v. Fleming,” The Legal Guide, J. Richards & Company, London,
England, Volume 3, 18 January 1840, p. 266.
24
Ibid.
22
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defendant’s station”25 and should therefore be classed as necessaries and paid for.
The rings, on the other hand, were judged as ornamental and therefore
unnecessary. Fleming had form for unpaid bills — a similar case (Schwabacher v.
Fleming) failed on the grounds that the expensive wines, eau de cologne, liqueurs
and cigars provided could not reasonably be classed as necessaries for a college
undergraduate, and the supplier therefore went unpaid.26

Hancock v. Tempest
The case of Hancock v. Tempest in 1857 related to debts of £159 19s for
jewellery supplied between September 1854 and May 1855, when Ernest Vane
Tempest, the younger son of the widowed Frances Anne, Marchioness of
Londonderry, was a member of the household cavalry known as the Life Guards.

Mr. James, the lawyer for the jeweller Hancock, began by discussing whether
these items were reasonable and necessary expenses for a young man from a
wealthy family:

There are a certain class of things absolutely necessary to all manner
of men. A servant in livery may be allowed to a rich infant because
such attendance is commonly appropriated to persons in his rank of
life. [...] How could it be said that jewellery to the amount of only
£159 was not necessary to the defendant’s rank? 27

The list of items put forward by Hancock included a “diamond and ruby-centred
cross ring” (using the same combination of gemstones as that worn by Dickens’
Pip); a gold latch-key, said to be a fashionable accessory used by all the Life
Guards; and “an enamelled stud locket” which caused a certain amount of

The Law Times: The Journal and Record of the Law and the Lawyers, London, England,
Volume 27, 9 August 1856, p. 237.
26
Author Unknown, “Schwabacher v. Fleming,” The Legal Guide, London, England, Volume
6, 1841, p. 243.
27
Author Unknown, “Hancock v. Tempest,” The Legal Intelligencer, London, England, 23
April 1858, p. 134.
25
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puzzlement to the judge, Mr Baron Bramwell, who queried its use with Mr
James, the barrister.

Mr James: Well, my lord, as I once had one, I can give you
information on the subject. I believe a stud locket is an emblem of
attachment — in fact, a love gift. That was a necessary. [Laughter]
Mr Baron Bramwell- Well, all I can say is that I have never had a
necessary of that description in all my life.’ [Laughter]
Mr James: Your Lordship was never an officer in the Life Guards.28

Judge Bramwell’s professed ignorance of lockets is surprising. They were
common and widely worn male jewels, hung around the neck or from the watchchain — private items which could hold an image of a lover or family member, be
a sentimental token, or an object presented to mark public service29.

Vane Tempest’s locket, which Mr James the barrister suggests was an item used
by many officers in the Life Guards, might have been used as a souvenir of a love
affair. The lawyer Mr James also claims to have had such a locket, perhaps in his
younger, more romantic days. Another locket purchased by Vane Tempest was a
turquoise set ‘Alma locket’, probably referring to a particular style of jewellery.30

The list also included a pair of gold studs for £2 and onyx sleeve links costing £3.
He was also billed for the repair of his gold Geneva watch, an expensive Swissmade object — as the Legal Intelligencer reported: “Surely, he was entitled to a

Ibid.
Author Unknown, “Whitchurch,” South Wales Daily News, 6 December 1872, p. 3.
30
Charlotte Gere and Judy Rudoe, Jewellery in the Age of Queen Victoria: A Mirror to the
World, The British Museum Press, London, England, p. 139.
28
29
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watch, even if were only that he might know when he was going too fast.”31 As with
Ryder v. Wombwell, the jeweller would only be paid if the goods were judged
necessary. To stress this, Hancock’s lawyer asked the court mockingly” Would
the defendant’s ‘mamma’, the Marchioness of Londonderry, desire to see her son
with pewter ornaments?”32

The jewels purchased by Vane Tempest included useful, but also costly items
such as a gold watch, objects which were fashionable or sentimental, echoing
references to such jewellery in fiction. Nevertheless, the jury was willing to accept
these as suitable and necessary objects for the son of a Marchioness and ones for
which he was required to pay. The jury’s understanding of male jewellery clearly
encompassed the need for quite expensive and decorative objects, and those, like
the lockets, which were primarily sentimental.

Gorer v. Readon
Expenditure on jewellery also caused comments in Gorer v. Readon in 1869. In
this case, the defendant was the son of Sir Cecil Readon, the lieutenant governor
of the North West Provinces of India.33 This young man was of a less exalted
social status than Vane Tempest, as he was an army ensign with an allowance of
£80 a year in addition to his pay. He ordered a watch-chain for £8 10s, a set of
coral studs for £5 and a signet ring for £4 from Mr Gorer, a jeweller and
tobacconist in London, to be delivered to Dover where his regiment was
stationed.

Evidence was laid before the court that the “present articles were not of an
extravagant description.”34 Sir Cecil, disputing the suggestion that his son’s
purchases could be considered necessary, stated that he had joined the army with

31

The Legal Intelligencer, op cit.

Ibid.
Author Unknown, “Nisi Prius: Gorer v. Reardon,” The Law Times Reports of Cases
Decided in the House of Lords, the Privy Council, the Court of Appeal [...], Butterworth,
London, England, Volume 20, 1869.
34
Ibid.
32
33
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a ring, watch, watch-chain and studs, which he described as a ‘full equipment’.
The judge however directed the jury that:

Having regard to the social and even monetary position in life of the
defendant, the articles supplied by the plaintiff were necessaries. A
watch was necessary for an officer, punctuality being most important
in a soldier, and a watch required a chain [...] Then as to the studs,
those in Ryder v. Wombwell were pure articles of luxury but the
ones in question were common coral buttons. A signet ring was
useful, although sealing was not so usual now as formerly.35

The jury found in favour of the jeweller, underscoring the idea that a young army
officer of moderate fortune needed to be supplied with decorative buttons, a
signet ring and a watch-chain in order to present an appropriate appearance.
However, it appears that while diamond and ruby cuff-links might be judged
necessary for the brother of a baronet, coral was much more acceptable for an
army ensign, a point which was explicitly made in court. The signet ring, which
had not been judged necessary in Peters v. Fleming was allowed to pass in Gorer
v. Reardon, perhaps because a signet ring was considered more useful to an army
officer than a university student, or perhaps merely due to a difference of opinion
between judges.

Jenner and another v. Walker
The contested articles in Jenner and another v. Walker (1869) were harder to
justify. Walker, who had between £700 and £1000 a year to spend, had obtained
not only a pair of diamond and coral studs and matching vest buttons, but also a
selection of betting books, a cigar case, a gold spiral pencil topped with a seal and
an engine-turned card case. Despite being a legal ‘infant’, Walker had debts of
£40,000 and a fifteen-year-old wife plus baby to support, leading the judges to
discuss whether or not a wife could be considered necessary. The judgement was
that although a wife might be necessary at twenty, a baby certainly wasn’t. The jury

35

Ibid.
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found that the £40 which the defendant had offered was sufficient and found in
his favour rather than ruling on whether the purchases were necessaries for which
payment couldn’t be avoided.36

The extraordinarily large debt which Walker had built up demonstrated how
easily credit could be obtained, and how tradesmen would be willing to advance
credit to a young man who appeared to have a healthy annual income, without
necessarily being aware of how many other undertakings he had entered into, or
how willing he would be to pay his bills.

The ‘Insolvent Jennings’
Jewellers were aware of the laws of infancy and must have factored this into their
assessment of their customers’ credit worthiness. In the case of the ‘insolvent
Jennings’, Edward Napleton Jennings was an Oxford student and the son of a
Yorkshire clergyman, who got into so much debt that he was sued by a
consortium of Oxford traders.37 It was claimed that when Jennings “had some
jewels to make a present of’, the jeweller suggested that a lady’s locket or bracelet
should be entered in the bill as a gentleman’s ring, as, if the bills came to be
examined, the real articles would never be allowed.”38 The jeweller as it was
suggested, was colluding with the student to allow him to buy jewellery for
women, whilst attempting to protect his own chance of payment by passing these
items off as ‘necessary’.

36

Author Unknown, “Jenner and another v. Walker,” The Law Times Reports: Containing All

the Cases Argued and Determined in the House of Lords, ...; Together with a Selection of
Cases of Universal Application Decided in the Superior Courts in Ireland and in Scotland, Law
Times Office, London, Volume 19, 1869, pp. 398–399.
M. C. Curthoys and C. J. Day, “The Oxford of Mr Verdant Green,” in The History of the
University of Oxford, Vol. VI: Nineteenth-Century Oxford, M. G. Brock and M. C. Curthoys,
Editors, Clarendon Press, Oxford, England, 1997, pp. 277–278.
38
Blackburn Standard, 5 January 1848, quoted in Sabine Chaouche, Student Consumer
Culture in Nineteenth-Century Oxford, Palgrave Macmillan, England, 2020, p. 132.
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The Use of Credit by Young Men

Ryder v, Wombwell and other infancy cases were widely reported and shed light
both on contemporary views of male adornment and also on the problems faced
by tradesmen who were obliged by custom to offer long lines of credit, with the
hope of gaining a lucrative long-term customer, but who faced the considerable
risk of non-payment. As the magazine Public Opinion put it: “it involves points of
considerable interest to the jeunesse dorée of London, and to the tradesmen who
do the gilding.”39 It is also worth considering how much a jury’s decision to call
items of jewellery ‘necessary’ was based on their views about men’s status and
need to maintain an appropriate appearance, and how much it was influenced by
their desire to see tradespeople getting paid.

Scepticism about the true vulnerability of ‘infants’ aged in their late teens and
early twenties can be detected from the reporting of these cases, along with a
feeling that there was a certain shabbiness about using laws on infancy to avoid
paying bills. The case brought by Hancock’s against Ernest Vane Tempest,
although it only led to a portion of the debt being repaid, was held to “serve as a
caution to ‘fast’ young sprigs of nobility that they cannot commit inroads upon a
tradesman’s property with impunity.”40 Rich and aristocratic men being held to
different standards was also unpopular. In Punch’s reporting on the 1857 assault
case involving Ernest Vane Tempest at the Windsor Theatre, they claimed that

Seeing the recent decision of some of the County Justices, we are
disposed to imagine that they have got an idea into their heads, that
the Limited Liability Act, of which they may have heard something,
is an act to limit the liability of the higher classes to be punished like
common people for any offences they may have committed.41

39
40

The plea of infancy in civil actions, Public Opinion, England, 1868, p. 131.
Author Unknown, “A Shabby Nobleman,” Harper’s Weekly, Harper & Brothers, New York

City, New York, United States, Volume 1, 1857, p. 141.
Author Unknown, “Limited Liability for Noblemen,” Punch, or the London Charivari,
London, England, Volumes 28–29, 27 October 1855, p. 166.
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The cluster of infancy cases in the mid nineteenth century suggests a change of
attitude towards aristocratic indebtedness and a growing sympathy with unpaid
tradesmen. This may also coincide with a hardening of society’s attitude towards
debt, which was being reinterpreted as more of a moral failing than a pure
instance of ill fortune.42

Conclusion

Infancy debt cases show the reality of middle and upper class young men’s
consumption of jewellery. Far from following the advice of manual writers to
avoid expensive, gem-set or purely ornamental jewellery, they bought diamond
and ruby rings and cuff-fasteners, bright coral and turquoise jewellery and objects
such as lockets which had a sentimental rather than a practical use. The range and
variety of jewels featured in these cases also lends credence to the portrayal of
male jewellery in nineteenth century fiction. Jewellery in fiction is often used to
pass judgement on a character or to hint at their nature and it is likely that some
of the ideas about male jewellery in fiction shaped the opinions of juries in
infancy cases.

Juries and judges looking at these cases made fine distinctions between the
jewellery suitable for a wealthy member of the aristocracy and the much cheaper
coral buttons and studs chosen by an army ensign. Students were sent up to
university supplied with the right watches, cuff-fasteners and shirt studs. Young
military officers were furnished with what their fathers felt was a ‘full equipment’
of personal jewellery. These young men were buying jewellery which was
reflective of contemporary fiction. Like in fiction, they would be judged on their
choices.

These cases give us a fascinating view into mid nineteenth century taste in male
jewellery and the role it played in helping men to present themselves. Personal
appearance, mediated through clothing and jewellery choices, was important

Margot C. Finn, The Character of Credit: Personal Debt in English Culture, 1740-1914,
Cambridge University Press, Cambridge, England, 2003.
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enough for young men to risk getting into debt, with the unpleasant possibility of
a court case and associated legal costs and public embarrassment to follow.
Young men were potential customers for jewellers to court, such as London &
Ryder, whose adverts appealed to the desire of young men to dress with the
elegance and style suited to their social class but avoiding vulgarity and errors of
taste.

Jewellery was essential to these young men, acknowledged by the willingness of
the legal system to find it ‘necessary’. However, the jewellery worn by young men
was also expected to match their social status. Contemporaries wanted to be able
to distinguish between the son of a baronet like Wombwell and a ‘brought up
gentleman’ like Pip who was only ‘seeming’ to be so. Jewellery, used wisely, was
indeed a necessity for the nineteenth century man.
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The Petticoat Project: Research Through Replica Making in a
Museum Environment

Anni Shepherd

Abstract

This article focuses on the creation of a partial replica of a shipwreck textile
identified as a quilted women’s petticoat from the eighteenth century. The textile
is a part of the collection at the Maritime Museum of Finland, it is very fragile and
cannot be displayed to the public in its current state. This article argues that
creating a partial replica of the object was a useful process which has restored
access to the object, aided current research of the object and facilitated new
learning opportunities in a museum environment. The replication process of the
discussed textile titled The Petticoat Project is examined within the current
context of replica making in museums and academia and forms part of the
author's ongoing PhD research.
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Introduction

This article discusses the partial replication process of the remnants of an
eighteenth–century women’s quilted silk petticoat (object SMM62001:127,
Maritime Museum of Finland). It explores how the process of replicating can be
used as a tool for research and learning in a museum environment. The
replication project referred to in this article as The Petticoat Project took place
between spring 2019 and summer 2021. From January 2019 to June 2020, I
worked for the Maritime Museum of Finland as the Curator of Education.
The main goal of The Petticoat Project was to create a partial replica of a
shipwreck textile using accurate materials and techniques whilst allowing for
budgetary and time constraints. The term “replica” is used loosely because the
result of the project was not intended to be a perfect copy of the extant object due
to its original appearance being difficult to discern with certainty. The method of
creating a replica was chosen to restore public access to the fragile and badly
damaged object which can only be accessed under strict conservation limitations.
By making a new version of the extant object, the construction process and the
potential of its original appearance were understood in more detail. Due to the
size of the extant object and the complexity of the quilted pattern adorning it, it
was decided that a full–scale replica would be too time–consuming and expensive
to attempt. Therefore, a partial replica displaying the construction process was
confirmed to be the best option.
Once completed, the finished replica was handled and displayed without causing
any damage to the extant object whilst broadening our understanding of its
historical narrative. Another focus of this project was the facilitation of a learning
experience in a museum environment – participants would be able to both learn
and develop their heritage sewing skills as well as contribute to the Maritime
Museum of Finland’s knowledge about the extant object and how it was made.
The term “shipwreck textile” is used in reference to textile–based objects
discovered from a shipwreck.1 This refers to anything from socks, coats, sailcloth

Kathryn A. Jakes and John C. Mitchell, “The Recovery and Drying of Textiles from a Deep
Ocean Historic Shipwreck,” Journal of the American Institute for Conservation, Volume 31,

1

93

The Journal of Dress History

Volume 6, Issue 2, Summer 2022

or other items of dress. Shipwreck textiles form a fascinating subcategory of dress
history research and offer an opportunity for extensive interdisciplinary research,
combining the fields of archaeology, dress history, maritime history, economic
history and chemistry. Even in a global context, shipwreck textiles are rare and
Finnish shipwreck textiles have not been the focus of any major research projects.
Contextualization and object biography

Object SMM62001:127 is a part of the collection at the Maritime Museum of
Finland, located at the Maritime Centre Vellamo, Kotka. In its current condition,
the object is very uninteresting in appearance. It consists of a layer of brown wool,
approximately 1m by 3.4m in size and 3mm thick. It has been discoloured by sea
water and has small pieces of water–damaged silk sporadically attached to it
(Figures 1 and 2). The object bears little resemblance to any item of clothing,
apart from remnants of stitches and small holes demonstrating that a substantial
quilted pattern would have originally covered the entire surface area of the object.
Despite the ravages of time and centuries of exposure to seawater, the
aforementioned points suggest that the object was once a (possibly unfinished)
quilted women’s petticoat. The dimensions indicate that the petticoat would have
measured just under a metre in length from waist to hem. The lack of a waistband
and no evidence of pleating in the remaining wool batting suggest that the
petticoat was unfinished at the time of being transported.
In the eighteenth century, various styles of petticoats were often worn as partially
or fully visible garments. This can cause confusion in terminology since the word
“petticoat” is more commonly used in reference to a hidden garment worn under
one or multiple layers of clothing. However, quilted petticoats were worn in
various versatile ways, such as a utilitarian garment under another skirt to provide
an unseen extra layer of warmth and volume or as a visible outer skirt exposing
the decorative quilting of the garment for admiration. As shown in Figure 3, they
were also worn under fashionable open–front garments.

Issue 3, Taylor and Francis, 1992, pp. 343–353; Krista Vajanto, “Finnish Shipwreck Textiles
from the thirteenth–eighteenth centuries AD,” in Monographs of the Archaeological Society of
Finland 3: Focus on Archaeological Textiles, Multidisciplinary Approaches, Sanna Lipkin and
Krista Vajanto, Editors, Archaeological Society of Finland, Helsinki, Finland, 2014, pp. 116–
131.
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Eighteenth–century quilted petticoats were usually made from at least three layers
of materials: a lining fabric (usually linen, though other materials could also be
used), a wool wadding to provide the warmth, and an outer layer of fabric made
from linen, wool or silk depending on the wearer’s budget. The wool wadding
was secured in place by a stitched geometrical pattern (most commonly, a
diamond), a decorative artistic pattern (usually, but not always consisting of floral
motifs) or a combination of both.2
Many quilted petticoats are preserved in European and North American
museums, but like many eighteenth–century women’s clothes, they have been
altered over time and sometimes transformed into bed covers or re–made into
petticoats or skirts of a more fashionable silhouette during the nineteenth century.
Examples can be found online in various museum databases, including those of
the Victoria & Albert Museum, London, The Metropolitan Museum of Art, New
York, and the Rijksmuseum in the Netherlands. In Finland these garments are
harder to find online but exist in museum collections at the Turku Museum
Centre, Porvoo Museum, National Museum of Finland and the Hämeenlinna
City Museum. The survival rate of these garments in various forms is a testament
to their popularity across western society in the eighteenth century.
Although quilted petticoats are not uncommon in museum collections, object
SMM62001:127 is unique because it is a material culture artefact recovered from
a shipwreck, referred to as the largest shipwreck textile in Finnish museum
collections.3 It was recovered from the depths of the Baltic Sea in the 1960s from
the shipwreck known as the Borstö 1, one of Finland’s most famous shipwrecks.
For several years, the wreck was known under the name St. Michel or Sankt
Mikael in Finnish. This attribution dates to the 1980s when researcher Christian
Ahlström thought he had discovered the identity of the wreck through archival
research. By 2019, new research conducted by Maritime archaeologist Riikka
Alvik and Emeritus Professor Yrjö Kaukiainen has disproved Ahlström’s
interpretation, so the wreck has been reverted to an unidentified status and is

2

Linda Baumgarten, “The Layered Look: Design in Eighteenth–Century Quilted Petticoats,”

Dress: The Journal of the Costume Society of America, United States, Volume 34, Issue 1,
2007, pp. 7–31; Linda Baumgarten, “The Layered Look: Revisited,” Ibid., Volume 47, Issue 2,
2021, pp. 181–198.
3
Vajanto, op cit., p. 116.
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referred to by its location near the island of Borstö in the Finnish archipelago.4
Research into the ship's identity is ongoing.

Figure 1:
Women’s quilted silk petticoat on which the partial replica was based, the quilted
pattern is visible due to strong lighting and patches of silk fabric in a light–brown
colour can be seen on the left–hand side of the photograph, © Finnish Heritage
Agency, Helsinki, Finland, SMM62001:127.

All shipwrecks are identified according to their location and are named by the nearest named
island to the wreck. They are given a number as there are hundreds of wrecks along the
Finnish coastline and many of them are found next to each other in the same location. The
numbers are allocated in order of discovery, so Bortstö 1 is the first shipwreck to be discovered
near Borstö. The research by Alvik and Kaukiainen is yet to be published but has been
discussed by Kaukianen in media interviews such as the Vox Turku video series on YouTube:
https://www.youtube.com/watch?v=FWzIA97AeZI.

4
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Figure 2:
A detail of the quilted petticoat remains shown under a neutral light, © Finnish
Heritage Agency, Helsinki, Finland.

97

The Journal of Dress History

Volume 6, Issue 2, Summer 2022

Figure 3:
A quilted petticoat made from yellow silk, featuring a diamond pattern and an
elaborate floral design. It is displayed together with a jacket–like garment, which
may have been altered in the late nineteenth century. The ensemble has been
dated to circa 1780, but the quilted petticoat may date from earlier in the
eighteenth century, © National Museum of Finland, Helsinki, Finland,
H28094:38.
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Figure 4:
A decorative porcelain statuette of a woman and a lamb recovered from the
Borstö 1 wreck. The statuette is in exceptionally good condition and was
manufactured by the Meissen porcelain company in Germany in the 1740s. It is
16cm high and forms one part of a pair, © National Museum of Finland,
Helsinki, Finland, SMM698:4.

What remains likely is that the ship was en route from central Europe, possibly
Germany, to St Petersburg, Russia. Its cargo was a mixture of valuable items such
as snuff boxes, watches, an intricately carved cariole carriage and dozens of
immaculately preserved examples of Meissen porcelain. The riches of the Borstö
1 are well known and still have pride of place in the permanent exhibition at the
Maritime Museum of Finland. The remnants of the quilted petticoat look less
inspiring than the glittery golden snuff boxes, porcelain figures (see figure 4) and
other marvellous things raised from the wreck in the 1960s and 1980s. It is
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perhaps little wonder that it has not been studied in–depth nor is it featured in the
large picture–heavy publication of the wreck’s treasures.5
An artist's interpretation of the quilted pattern (Figure 5) was created for the 2012
exhibition Lost at Sea, Rediscovered and brief descriptions of the object feature
in the book published alongside the exhibition.6 Furthermore, the quilted
petticoat was mentioned by Riitta Pylkkänen in her seminal work on eighteenth–
century Finnish dress, Säätyläisnaisten pukeutuminen Suomessa 1700–luvulla
(Dress of Gentlewomen in Finland in the Eighteenth Century) in a short
paragraph about quilted petticoats in general.7 A small photograph of the quilted
petticoat is featured in Pylkkänen’s book, but the physical object has deteriorated
considerably in the past forty years and the pattern is no longer as visible as the
book’s illustration.

Anna Nurmio Lahdenmäki, S:t Mikael 1747, Fingrid Oyj, Jyväskylä, Finland, 2005.
Eero Ehanti, “Lost at Sea,” in Lost at Sea, Rediscovered, E. Ehanti, J. Aartomaa, I.
Lounatvuori and E. Tirkkonen, Editors, Kotka, The Maritime Museum of Finland, Finland,
2012, p. 63.; Krista Vajanto, “Rococo skirt, silk stocking and printed cotton,” in Ibid., p. 136.
7
Riitta Pylkkänen, Säätyläisnaisten pukeutuminen 1700–luvun Suomessa [Dress of
Gentlewomen in Finland in the Eighteenth Century], Helsinki, Suomen
muinaismuistoyhdistys, 1982, p. 67.
5
6
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Figure 5:
An artist's interpretation of the quilted pattern on the shipwreck petticoat. The
interpretation is based on high–quality images taken of the extant object in
preparation for the 2012 exhibition Lost at Sea at the Maritime Museum of
Finland, Artist Tiina Miettinen, © Finnish Heritage Agency, Helskinki, Finland.

Shipwreck textiles in a Finnish context have been studied by Krista Vajanto and
are the subject of her article “Finnish shipwreck textiles from the thirteenth
eighteenth centuries AD”. Vajanto also discusses the petticoat from the Borstö 1
wreck. Limited analysis of some of the fibres of the petticoat remnants was
performed by Vajanto, and results indicate that the wool wadding is coarse sheep
wool with open scales and contained “a bluish hue”. 8 This suggests that the wool
may have been dyed with indigo or another alkaline dye.

8

Vajanto 2014, op cit., pp. 122, 127–128.
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From a dress historian’s perspective, it seems unlikely that an expensive dye like
indigo would have been wasted on part of the petticoat that would not have
affected its appearance. The silk used for quilted petticoats was usually so densely
woven that the darker colour of the wool batting would never have been visible
through the fabric. A possibility is that the wool used for the petticoat was left
over from the manufacture of something else or that the sample studied has been
contaminated by its proximity to other dyed objects and the long time the
petticoat spent in the Baltic Sea. Analysis of the silk fabric has revealed traces of
red and orange dyes, indicating the original garment may have been pink or red.9
Remnants of the silk fabric are limited and thus far no further analysis of the
fibres has been completed. Silk and wool socks have been excavated from the
Bortstö 1 wreck and Vajanto has also examined SMM62001:12, one of the wool
socks from the wreck. Analysis of the sock showed traces of light pink wool, like
the petticoat. There is the possibility that the sock and the petticoat came into
contact in the cargo hold of the ship and that some of the dye from the sock
leaked into the petticoat. Without further analysis using High–Performance
Liquid Chromatography testing, the composition of the dyes cannot be
confirmed,10 enabling various interpretations.
From a maritime archaeological perspective, more research is required to find
out how the remnants of the petticoat can help in identifying the Borstö 1 wreck.
It is possible to trace the materials or the style of the stitching pattern to a specific
country, but it is unlikely that an exact maker of the garment will ever be
discovered. Unfortunately, records of Borstö 1 from the excavations performed
in the 1960s are very slim and it is not known where in the ship the petticoat was
recovered from or how it had been originally transported. It is unclear whether it
was lifted from the wreck in one piece or later reconstructed by the archaeologists
involved in the salvage operations.
It has been firmly established by multiple costume and economic historians that
the materials of a garment were more valuable than the cost of its labour.11 This
petticoat would have been expensive, mostly due to the high cost of the materials

Ibid., p. 122.
Ibid., p. 127.
11
Carolyn Dowdell, The Fruits of Nimble Fingers: Garment Construction and the Working
Lives of Eighteenth–Century English Needlewomen, Master’s Degree Thesis (unpublished),
University of Alberta, Edmonton, Canada, 2010, pp. 27–30.
9

10
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involved in making it. Unusually, both sides of this petticoat were made from silk,
so even the lining, which no one would have seen, was a luxurious and expensive
material. Small pearls seem to have decorated the garment which are now kept in
a separate conservation container at the Maritime Museum. The current
understanding is that they fell off the object during precious conservation
treatments and could have been at the centre of the repeating floral motifs in the
quilted pattern.
Object SMM62001:127 has a unique survival narrative because it has not been
preserved in the common process of passing from private ownership to a
museum and was fated instead to spend most of its existence underwater. As
previously discussed, evidence indicates that the garment was probably being
transported unfinished and would have been pleated to fit around the waist of its
intended wearer had the merchant ship ever reached its destination. This
narrative fits with the historical understanding of luxury garment construction in
the eighteenth century – a petticoat of this quality and value would not have been
purchased ready–made but would have been draped and pleated to fit its wearer
by a local tailor or seamstress at its destination.12 Considering this evidence, it is
reasonable to surmise that the unfinished petticoat was intended for a very
wealthy owner at the Russian Imperial court or that it belonged to a high–status
passenger on the ship. However, no documentation or archaeological research
supports this theory.
The Petticoat Project: research and re–interpretation through replication

Object SMM62001:127 is unstable and extremely fragile. Every time it is
accessed for research or documentation purposes the petticoat loses fibres
despite being stabilised between layers of conservation–grade netting. The quilted
petticoat is difficult to study under normal light and requires being placed on a
brightly lit surface for the quilted patterns to be visible. It is accessible only to
researchers and the consensus is that it will not be displayed to the general public
in any future exhibition unlike some of the other objects raised from the same
shipwreck. It can only be handled with great care and in its current state, it is hard
for a layperson to understand what it is and what its intended use was. Based on

12

Baumgarten, op cit., 2021, p.198.
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photographic evidence, the object has deteriorated significantly over the past
decades, and it will continue to deteriorate further regardless of how carefully it is
handled or stored.
Because of the limitations of the extant object, creating a partial replica was an
excellent opportunity to restore access to it. Both museum visitors and the
specialised research community will now understand what the object once was,
what it may have looked like, how it was constructed and how it was intended to
be used had it ever reached its intended wearer. Museums are still often seen as
places where object–based examples of cultural heritage are preserved, but they
can also act as repositories for the skills required to make such objects. The state
of the original petticoat presented an opportunity to combine community–based
participatory museum learning with research and the re–interpretation of a
fascinating object connected to one of the most famous shipwrecks ever
discovered in Finnish waters. In September 2019, I presented a paper about this
project at the ICOM Kyoto 2019 conference titled “A Treasure from the Deep”,
but since then both the physical project and the research associated with it have
developed significantly.13
The goals of the Petticoat Project were as follows:
1. To create a partial reproduction of the petticoat in order to restore and
facilitate further access to the object by using accurate materials and
techniques as much as budget and time constraints allowed.
2. To contribute to ongoing research about the Borstö 1 wreck.
3. To offer participants the opportunity of sewing the reproduction using
hand–sewing techniques that were part of a wider European cultural
heritage context and to facilitate a hands–on learning experience in a

Anni Shepherd, “A Treasure from the Deep: The Replication and Re–interpretation of a
Unique Shipwreck Textile and its Cultural Connections” (conference presentation), The
Museum as a Cultural Hub: The Future of Tradition. Proceedings of the ICOM Costume
Committee Annual Meeting, Kyoto, Japan, 1–7 September 2019.; Anni Shepherd, “A Quilted
Mystery: The Contextualisation and Re–interpretation of a 1747 Shipwreck Find” (conference
presentation), The Association of Dress Historians: New Research in Dress History
Conference, 7–13 June 2021.
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museum context as a part of the learning & public programmes offered at
the Maritime Museum of Finland.
Replica making for research purposes in museums and academia is an
increasingly common occurrence and emerging scholarly research on the topic
has been plentiful.14 Replicas are made for a variety of reasons including research
purposes, display and costume–mounting purposes, as well as for the use of
learning and interpretation teams. Dress historian and curator Hilary Davidson
put forward an interesting theory of there being an “embodied turn” in dress
history research,15 which according to Davidson can be defined as:
“…a development that recognizes the processes of doing, making and remaking,
and reconstructing as a fruitful methodology with quantifiable, academically valid
results. This embodied turn also includes the making of garments and the multi–
sensory experiences offered by replication projects.”16
This type of experimental process, which Davidson classifies as “experimental
history”,17 was chosen because it would yield the most interesting results from
both a learning and research point of view for a project based on the remnants of
the petticoat in the Maritime Museum collections.
The article “Reconstructing Textile Heritage puts forward the idea that by
preserving historic textiles in 3D form the objects could not only survive but live
on to inspire designers of the future.18 This point of view can also be applied to
hands–on replicas – extant garments from past centuries are all deteriorating and
often can only be seen and handled by a very limited number of people. By
creating replicas of some of them, physical versions of these garments can live on

For a general overview of methodologies currently used in material culture and textile
research see: Serena Dyer, “State of the Field: Material Culture,” History: The Journal of the
Historical Association, London, Volume 106, Issue 370, 2021, pp. 282–292.
15
Hilary Davidson, “The Embodied Turn: Making and Remaking Dress as an Academic
Practice,” Fashion Theory, Volume 23, Issue 3, 2019, pp. 329–362.
16
Ibid., p. 329.
17
Ibid., p. 330.
18
S. Calvert, J. Power, H. Ryall and P. Bills, “Reconstructing textile heritage,” Journal of
Writing in Creative Practice, Volume 7, Issue 3, 2014, pp. 41–425.
14
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to be appreciated by generations of future scholars and makers – this idea was at
the core of the Petticoat Project.
Another goal of the project was to facilitate learning through the experience of
doing, often referred to as Experiential Learning (EL). Sewing circles lend
themselves extremely well to informal information exchanges and are a very
different teaching environment from lecture theatres or museum exhibition
spaces. Handling heritage woven fabric gives sewers a new appreciation and
deeper knowledge of why certain garments were made from certain materials and
how those materials differ from the ones we use today. They can also lead to
discussions on broader contexts such as eighteenth–century trade networks,
slavery in the context of textile manufacturing, past and present fashion trends,
indoor temperatures in past time periods and light levels, to name only a few.
These activities are all forms of EL.David A. Kolb’s work on EL theory19 has
been particularly influential in the field of experiential learning and has been
widely discussed and evaluated over the years.20 EL and its application in
museums have been written about by several scholars,21 and activities related to it
can include, but are not limited to, object handling, interactive workshops and
hands–on exhibits and exhibition spaces where visitors are encouraged to
perform a physical action such as walking, crawling, and writing.
Through hands–on projects of creating replicas based on an existing object,
museums can offer a new kind of experiential learning experience for adults.
Replicating and re–interpreting historical textiles can also be experiential from the
point of view of modern makers from various backgrounds. Direct involvement
in the process can inspire people to make their own garments or other items

David A.Kolb, Experiential Learning : Experience as the Source of Learning and
Development, Pearson, Indianapolis, Indiana, United States, 2014.

19

See for example: Thomas Howard Morris, “Experiential Learning – a Systematic Review and
Revision of Kolb’s Model,” Interactive learning environments, Volume 28, Issue 8, 2020, pp.
1064–1077.
21
See for example: Satarupa Das, “Using Museum Exhibits: An Innovation in Experiential
Learning,” College Teaching, Volume 63, Issue 2, 2015, pp. 72–82; Karen Lovett, Diverse
20

Pedagogical Approaches to Experiential Learning: Multidisciplinary Case Studies, Reflections,
and Strategies, Springer International Publishing AG, Cham, Switzerland, 2020(2013), pp. 63–
71; Barbara Piscitelli, and Louisa Penfold, “Child–Centered Practice in Museums: Experiential
Learning through Creative Play at the Ipswich Art Gallery,” Curator: The Museum Journal,
New York, New York, Volume 58, Issue 3, 2015, 263–280.
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based on the object being replicated. In the case of The Petticoat Project, both
sewing volunteers and members of the public who have seen the decorative
pattern of the original object commented on how it could be used as inspiration
for interior design objects such as wallpaper, sofa cushions, curtains or dishware
and were keen to obtain copies of its decorative quilted pattern for their own
personal use.
Volunteers involved with sewing projects can learn and develop heritage sewing
techniques, work with materials previously unfamiliar to them and discuss what it
was like in prior time periods for seamstresses, tailors, quilters and mantua
makers to make garments. These types of sensory experiences in a facilitated
museum environment can help adult learners expand their knowledge and offer
them new ways of understanding and interpreting the past. Analysing the learning
outcomes of The Petticoat Project are beyond the scope of this paper, but form
part of my PhD research and will be included in my future work.
Many replica sewing projects utilise the skills of professional or highly
experienced garment makers. Examples of such projects include the Wedding
Gown in a Weekend project in 2019, which was organised by Rebecca Olds and
featured an international community of historical sewing experts coming together
to recreate the eighteenth–century tartan wedding gown of Isabella MacTavish
Fraser. The event was extensively blogged about by the participating
seamstresses22 and was part of an ongoing study by Olds, who has spent years
researching the Isabella MacTavish Fraser dress as it is known.23 In 2018, a team
from Colonial Williamsburg made a quilted petticoat based on a traced or picked
pattern from an extant garment, which had been destroyed by fire in 1906. The
pattern was traced by a private individual and had been given to the
Massachusetts Historical Society in the 1950s. The finished petticoat took two
years from planning stages to completion and was displayed in the exhibition
Fashioning the New England Family.24

See: Atelier Nostalgia: https://ateliernostalgia.wordpress.com/2019/07/10/the–isabella–dress/;
Black Tulip Sewing: https://blacktulipsewing.blogspot.com/2019/07/wedding–gown–in–
weekend.html; American Duchess: http://blog.americanduchess.com/2019/09/the–isabella–
mactavish–fraser–project.html
23
Timesmith Dressmaker: https://www.timesmith–dressmaker.co.uk/isabella–mactavish–fraser–
tartan–wedding–gown
24
Silk Damask: http://www.silkdamask.org/2018/10/a–quilted–silk–petticoat–bridges–past.htmll
22
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The possibilities of reconstruction and replication have also been demonstrated
by the multidisciplinary project Refashioning the Renaissance: Popular Groups
and the Material and Cultural Significance of Clothing at Aalto University,
Finland. The team led by Dr Paula Hohti have combined various techniques
from textile analysis to the recreation of Renaissance–era materials in order to
further the academic understanding of early modern clothing and accessories in
Renaissance Italy. The project included co–operating with professional
dressmakers at the School of Historical Dress to recreate a sixteenth–century
men’s doublet, as well as working with volunteer sewers in a citizen science
project on knitted silk stockings.25 However, for the Petticoat Project using
professional sewers was never considered since one of the goals of the project was
to facilitate a community learning opportunity as a part of the learning and public
programmes offered at the Maritime Museum of Finland.
Community sewing projects have sprung up in various locations making it clear
that hands–on experiential learning in museums can and should reach age groups
above and beyond school curriculums and formal educational institutions.
Examples of sewing projects utilising the skills and dedication of volunteer teams
include the creation of a seventeenth–century crewel work jacket for the National
Trust of Scotland26 and the multiple projects undertaken by the Historic
Needlework Group at Birmingham Museums.27 In Finland a team of volunteers
re–created a mediaeval altar cloth for the National Museum of Finland.
According to blog posts written by participants, they were thrilled with both
participating in the project and with the result.28
Volunteers for the Petticoat Project were recruited through social media from a
sewing group page specialising in eighteenth and nineteenth–century historical
sewing. It was important that potential volunteers had at least some sewing
experience, as well as a basic understanding of historical dress. It was beneficial
for the project to recruit volunteers from a group of people who were enthusiastic

The findings and results of the Refashioning the Renaissance project are currently scheduled
for publication in 2023. More information about the project can be found at
https://refashioningrenaissance.eu//
26
The National Trust of Scotland Stories blog: https://www.nts.org.uk/stories/stitching–the–past
27
The Birmingham Museums blog:
https://www.birminghammuseums.org.uk/blog/posts/volunteers–create–new–unicorn–trail.
28
Hibernaatiopesäke blog: https://hibernaatio.blogspot.com/2017/01/maskun–intarsia–oli–
muutakin–kuin.html.
25
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about history and who would be keen to work on a project for a museum. The
response was positive and several members from the group signed up to help with
the project. Most volunteers involved with the project had little experience with
quilting and though some were familiar with quilted petticoats as objects, none of
them had ever made one. Equally unfamiliar with the process, I was happy to
learn from those more experienced in hand sewing than myself and many of the
decisions relating to the progress of the project were made communally.
Establishing a sewing group requires someone who can facilitate the process and
possesses the basic sewing skills necessary for the project but does not necessitate
someone being a professional seamstress. Alternatively, an outside professional
can be brought in if the institution can afford it and the museum representative
involved with the group can be more of an intermediary and facilitator. Sewing
groups can be set up on a limited budget and in the case of The Petticoat Project,
the cost of the materials (including necessary items such as pins, needles, thumb
tacks and strips of canvas and postage and packaging) came to just under 400€.
The silk fabric for the Petticoat Project was sourced from the Whitchurch Silk
Mill in the United Kingdom, which specialises in weaving heritage fabrics for the
use of museums as well as film and television productions. The mill uses
machinery dating back to the early nineteenth century and produces high–quality
historically appropriate fabrics. These fabrics are much more suitable in colour,
weave and width for historical projects than their modern–day equivalents
available for purchase in ordinary high street fabric stores in Finland. Due to time
and budget constraints, a ready–made roll of wool wadding intended for quilt–
making and several spools of silk thread were purchased from commercial
retailers. The project was completed using materials that were historically
appropriate in fibre composition, but still reasonable in price.
A basic quilting frame was made for the project in–house at the Maritime
Museum. This frame was not a replica of a nineteenth–century frame, since the
demands of the project necessitated a lighter frame version, which could be easily
taken apart, transported by public transport and re–assembled wherever
necessary. As the primary carer of the quilting project, it was essential that the
author could carry all the necessary supplies for it unaided whenever required.
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To transfer the pattern onto the silk fabric a variety of techniques were tested
including the extant technique of pouncing, but they proved unfit for the purpose
of the project. In order to create a pattern that would stay on the fabric regardless
of how many times it would be rolled up for storage or transportation, a modern
alternative was used whereby the pattern was first printed out in real size on
regular printer paper. Afterwards, holes were poked through the paper at short
intervals, through which dots were drawn on the fabric using pencils. The dots
were then connected to form the pattern. This process alone took multiple
volunteers a total of twelve hours to complete, exemplifying the time–consuming
nature of the project. After researching surviving examples of quilted petticoats
online the decision was made to use a simple straight stitch for creating the
entirety of the quilted pattern, as shown in Figure 5. All volunteers were
requested to use stitches of 1 or 2mm in length and to keep them tidy and even to
the best of their ability.
Multiple sewing events took place in both Kotka and Helsinki, but initial progress
soon stalled as difficulties arose with scheduling suitable days for the sewing group
to meet. Most volunteers had to fit participating in the sewing project with busy
work schedules and the demands of everyday life. Travel was also an issue since
participants lived in different cities. More often it was useful to meet at the
National Museum in Helsinki since it could be easily reached by both private and
public transportation from most parts of the country. As the National Museum
and the Maritime Museum are a part of the same museum group, this was easily
arranged, and a work room was provided for most of the sewing group meetings.
A fundamental part of the sewing project was telling participants about the
background and context of the object we were replicating. Newcomers were
always enthusiastic to enquire about where the petticoat was found, and they were
often interested in the history of shipping and shipwrecks in Finnish waters. All
volunteers were given the opportunity to look at high–definition photographs of
the original petticoat but could not be granted access to the original object due to
conservation restrictions. Volunteers were also offered the opportunity to attend a
guided tour at either the Maritime Museum or the National Museum of Finland.
In February 2020, a special event was arranged where the volunteers showed up
in eighteenth–century dresses and museum visitors were able to watch them sew
and ask questions about the project. Visitors were taken on a shipwreck–themed
tour of the Maritime Museum and learned about how the sewing project tied in
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with the institution's collections. During this event, volunteers were provided
access to small remnants of the silk fabric of the petticoat as well as some of the
small pearls related to it, so they could see at least some pieces of the extant
object. The Petticoat Project was also featured on national television in Finland
on the YLE1 morning broadcast, which was seen by thousands of viewers.
As with most recent museum and community projects, the global COVID–19
pandemic significantly delayed the completion of The Petticoat Project. My post
as the Curator of Education at the Maritime Museum of Finland ended in June
2020, but the project was left in my care until completion. The partial replica was
finally completed in late spring, 2021. It has been left unfinished on purpose
(Figure 6) so that museum visitors can gain a better understanding of the
construction process and the different layers of the original petticoat.
The partial replica was put on display in the permanent exhibition at the
Maritime Museum of Finland in June 2021 in a section focusing on shipwreck
discoveries from Finnish waters. Objects from the Borstö 1 have been on display
at the museum for years and the partial replica of the quilted petticoat contributes
further context and knowledge about the objects on board the ship, placing
textiles back in their rightful place as important and valuable cargo in the
eighteenth–century merchant ships. The replica is displayed together with a
textual interpretation of the extant object explaining the background of the
replication project alongside the names of the volunteers who worked on it.
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Figure 6:
A close–up of the replica showing stitches measuring approximately 2mm or
slightly less in length, Photographed by Anni Shepherd, 2021.

Figure 7:
The finished partial replica prior to display at the Maritime Museum of Finland
displaying the stages of construction, from the drawn–on pattern to the finished
quilting, as well as the shine and quality of the heritage–woven silk fabric,
Photographed Anni Shepherd, 2021.
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Conclusion

The Petticoat Project has provided a new understanding of how a fragile
shipwreck textile may have originally appeared. The project brought together
volunteers from different parts of Finland who contributed a great deal of time,
effort and skill to assist in creating a partial replica of a badly damaged extant
object, which could not be displayed alongside other objects from the Borstö 1
shipwreck. By displaying the replica object, the narrative of the shipwreck is
broadened, and museum visitors have the opportunity to gain a wider insight into
the cargo carried by the Borstö 1.
The re–interpretation and replication of a unique museum object and important
shipwreck textile have opened the door for similar projects and for further
collaboration between the Maritime Museum of Finland and various groups of
volunteers and researchers. By focusing on an under–researched object in the
museum’s collection further attention has been drawn to the study of shipwreck
textiles in Finland and to the interdisciplinary ways in which they can be
interpreted and researched as discussed in this article.
Keywords: shipwreck textiles, replica making, quilted petticoat, museum learning,
eighteenth century
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centuries, which is a topic she has been interested in since childhood. The focus
of her doctoral research is the display, interpretation and replication of 18thcentury women’s clothing in museums and she is using both Finnish and British
museum displays and collections as the focus of her research. Anni has worked in
several museums during her career including the National Railway Museum in
York, UK and the Maritime Museum of Finland.
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Book Reviews

Academic book reviews are an important part of The Journal of Dress History.
From dress history to textile books, published by small or large presses, the
journal provides an inclusive range of reviews, written by students, early career
scholars, and established professionals.
If you have a comment about a published book review——or a suggestion for a
dress history or textile book that should be reviewed in The Journal of Dress
History——please contact books@dresshistorians.org.
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The Honor Dress of the Movement:
A Cultural History of Hitler’s Brown
Shirt Uniform, 1920–1933 is written
by Torsten Homberger, Assistant
Professor in History at the University
of Nebraska at Kerney. Homberger
was born in Eastern Germany at the
end of the Cold War and immigrated
to America after the fall of the Iron
Curtain to attend college.
He has a PhD in Modern European History from Washington State University,
with specialisations in Modern Germany, Eastern Europe, and European Cultural
History. His dissertation, titled, Fashioning German Fascism: Constructing the
Image of Hitler’s Storm Troopers, 1924–1933, was the basis for this book.

Homberger begins with an exploration of uniforms in the German Historical
Society. No images are provided, but Homberger painstakingly describes every
aspect of their design and condition. The reader enters an extremely detailed,
richly researched, and cohesively presented cultural exploration of Hitler’s Brown
Shirt uniform. Homberger argues the Nazis were able to create a dual image
through the creation and utilisation of the Brown Shirt uniform, and this duality
allowed the Nazis to manipulate material culture, along with social and cultural
ideals to win support and power. This dual–image construction allowed the
Brown Shirt uniform to be a signifier for clash violence with the political left,
specifically communists, and a signifier for order with the bourgeoisie.
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Chapter 1, “The Militarization of Political Culture in Weimar Germany, 1918–
1933,” outlines the history of uniforms worn by various political, religious, and
social groups. Homberger explains how these paramilitaries adopted features
from past military uniforms, like tunics, windbreakers, breeches, boots, and the
Sam Browne belt to create a militaristic aesthetic. In addition to specifying the
individual aesthetics and accoutrements, Homberger delves into each group’s
political standing, functions, and actions in Germany after the First World War.
Through this cultural approach, Homberger outlines how the Nazi Brown Shirt
uniforms stood out and apart from the familiarity of others.

Chapter 2, “From a Tropical Tunic to the Brown Shirt,” unpacks the history,
lineage, development, iconography, and implementation of the Brown Shirt
uniform. The depth and breadth of research that bring the shirt’s origins and
development over time to life are extraordinary and captivating. Not only did the
signature colour make the Brown Shirt original and effective, but its unique cut
and construction set it apart from other designs. The shirt made the men who
wore it look tall, lean, athletic, masculine, orderly, and intimidating. As the shirt
developed over time, so too did the additional components that would eventually
make up the full uniform. Every element was considered and tested before being
adopted or discarded.

Chapter 3, “The Brown Garment of Honor, Material Culture, and Social
Control,” details how the Nazis gained financially and maintained image control
through the sale of Brown Shirt uniforms. The operation started small, but as the
members grew, production had to increase, and new means of manufacturing and
distribution were created. Each member was required to purchase his own
uniform. To ensure these men were buying the correct pieces and not
unauthorised garments, the Nazis identified official retailers, set up dedicated
Brown Stores, and adopted the American mail–order catalogue system. Nazis
used the rules, regulations, and punishments for who, when, where, and how to
wear the uniform to their advantage, creating an honour garment in the eyes of
SA men, and establishing themselves as a monolith in the eyes of others.

Chapter 4, “Assembling the Troopers––the Logistics of Militarization,” strays
away from specifics about the Brown Shirt uniform the previous chapters
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detailed, and instead focuses on the various means of transportation utilised in
the mobilisation of the SA. The uniform is very much a part of the chapter’s
underpinnings, however, what is made clear throughout is that the mass
mobilisation of a uniformed army for the purpose of large–scale marches and
presentations helped the Nazis promote their movement to the masses. While a
single SA man in uniform could be easily disregarded, columns of men in Brown
Shirts marching down the streets created a legitimacy that was difficult to dismiss.

Chapter 5, “The Professionalization of a Civil War Army,” looks at the
challenges faced by a growing organisation, particularly the discipline within
different regions. Keeping the image intact and the men under control was
paramount. This was partly done through the ongoing changes and regulations to
the Brown Shirt uniform. As the organisation grew more militaristic, the uniform
and its associated elements did too. Officer rankings, colour codes, and symbols
were instituted to match military traditions. A service tunic and overcoat were
introduced, eventually becoming standard. Standardisation of different parts of
the uniform developed slowly over time, adding to the professional look of the
SA.

Chapter 6, “Classless Heroes––the Centrality of the Brown Shirt in Mythic Nazi
Film and Literature,” provides detailed analysis of three Nazi propaganda films:
Hans Westmar, Hitler Youth Quex, and SA–Mann Brand, and two books: Die
SA erobert Berlin and Männer im Braunhemd: Vom Kampf und Sieg der SA.
Each film and book functioned in a similar fashion, sharing plots that leaned on
the myth of the Brown Shirt uniform as a symbol of honour and heroism in the
face of great adversaries, principally communists. Homberger brings each film
and book to life, painting vivid images of each scene or chapter.

Chapter 7, “Hamburg, 1921–1933, a Case Study,” explores how the creation of a
dual image allowed the Nazis to win over Hamburg’s elites. Many of the
examples provided throughout previous chapters are re–illustrated as Homberger
walks the reader through how the SA utilised the Brown Shirt uniform and the
tactics they had perfected to move Hamburg’s voters away from democracy and
toward fascism. A few new details about the uniform are peppered throughout.
Homberger concludes his book by summarising his argument succinctly, focusing
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on how the Nazis were able to utilise and manipulate Weimer Culture to bring
about the end of Weimar Democracy.

While books like SS Uniforms, Insignia & Accoutrements (Arthur Hayes, 1996),
Uniforms of the Third Reich (Arthur Hayes and Jon Maguire, 1997), and
German Army Uniforms of World War II (Stephen Bull, 2021) have presented
photographic studies of Nazi uniforms, Homberger takes a cultural approach,
using only a handful of black–and–white images. Works like Who Voted for
Hitler (Richard F. Hamilton, 1982), The Logic of Evil: The Social Origins of the
Nazi Party, 1925–1933 (William Brustein, 1996), Culture in Nazi Germany
(Michael H. Kater, 2019), and The Nazi Party: A Social Profile of Members and
Leaders, 1919–1945 (Michael H. Kater, 2019) are more closely related.
Homberger has captured the essence of many books on the subject, combining
them through the correlation between fashion and culture. Though the chapters
have a lot of overlap, leading to repetitiveness, the book is extraordinarily
researched and presented, and will interest fashion and military uniform
historians, Second World War historians, cultural historians, and readers
concerned about the current state of democracy. The relevancy of this book
could not be greater.
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West
African–born
journalist
Emmanuelle Courrèges’ experience
contributing to fashion magazines Elle,
Marie–Claire,
l’Express
Styles,
and Vogue Italia is demonstrated in
the primacy of colour photography in
her first book Africa: The Fashion
Continent. The book begins with 14
pages of full colour high–definition
photographs, serving as an immediate
visual introduction to the bold and
emancipatory world of contemporary African fashion. This choice speaks to the
“political consciousness of clothing” (p. 19) that explicitly drives this exhilarating
work, one of pan–Africanist self–definition for both the author and the many
young African creatives she spotlights.

The centrality of such vibrant and agentic images of Africans throughout the book
asserts itself against a long history of reductive and decontextualised images of
Africa and African fashion. These visual tropes, which include images of violence,
animals, and that which is positioned as “traditional dress,” continue to be used to
further damaging ideas about what is possible on the continent. In contrast to this,
South African visual artist Trevor Stuurman tells Courrèges, “Together we are
building a new visual language, which future generations will be able to refer to.
Our images, the ones I make, and the clothes created by these designers, will
allow them to say, ‘this is what Africa looks like.’ It is not only about changing the
narrative, but also about reclaiming dignity, restoring pride, and empowering
Africa” (p. 186).

Courrèges consciously avoids the traps that mark much literature that claims to
engage with the African continent by making clear the parameters of the book in
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the preface. The book is not a history of African fashion. It is not feasible to
cover fashion across the entirety of the continent’s 54 countries, nor to include
the extensive and important African diasporas around the world, in this single
book. Rather, this book functions as an introductory map key into the
invigorating world of contemporary African fashion by allowing a wide range of its
protagonists to speak for themselves.

Structurally, one of its innovations is the pairing of images demonstrating how
current African creatives are crafting their visions of the future by engaging with
the dynamism of their histories under the labels of “tradition” and “trend.”
Dispersed throughout the book, these images range from photos demonstrating
how the “Khari” boubou worn by Senegalese designer Khadija Aisha Ba’s
L’Artisane in 2018 and styled with Converse sneakers is a visual testament to the
elegance and comfort of these voluminous garments that are longstanding staples
in traditional West African wardrobes (pp. 156–157) to Nigerian designer’s Nkwo
Onwuka’s 2020 Spring/Summer Be Us, Be Them collection (p. 92), honouring
how the peoples of Ethiopia’s Omo Valley recycle everyday items, as seen with
the bottle cap headdress worn by a young Dassanech girl seen next to the
recycled denim dress and bottle cap shoes presented in 2020 by NKWO.

Imperatively as an academic resource, Africa: The Fashion Continent is not only
a paean to an Afro–futurist vision, but rather engages critically with the systemic
inequities and stark challenges that necessitate such creative subversion. The bulk
of textile waste produced in the Global North is sent to Africa — where it
undermines local textile, traditional tailoring, and crafting industries; and toxifies
local environments via chemical leaching and incineration (pp. 92–94). Courrèges
cites sociologist and former Malian Minister of Culture, Aminata Dramane
Traoré, as a key influence. Decades before the concepts of ecological
sustainability and buying local became buzzwords, Traoré wrote, “Can we expect
African fashion to pull the African textile sector with it? Is the fashion
phenomenon sufficiently anchored in custom to be able to play this leavening
role?” (p. 34). Many of the artists featured throughout this book are committed to
this challenge, actively cultivating local economic livelihoods, preserving skills,
minimising waste, and offering a “singular interpretation of recycling that reflects
his or her environment” (p. 92).
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Even within the parameters she sets, the book’s astute analysis is dense with
compelling examples of how African contemporary fashion and its innovators are
crafting new and vital narratives with profound relevance to a range of disciplines.
In relation to this, the greatest limitation of this resource is organisational. While
the images are captioned, an indexing system that allowed one to refer directly to
the designers or designs being discussed in text would increase the significance of
the points being made. The layout is such that, instead, one frequently only
reaches the design under discussion many pages later, and the lack of a simple
and clear labelling system as is seen only five times throughout, e.g. “see pp. 2–3”
(p. 94), would strengthen the potential for the book’s utility as the remarkable
academic resource it is.
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Dressed to Kill explores the rich
collection of naval officers’ dress held
at the National Maritime Museum in
Greenwich, London, between the
period 1748–1857 and its relationship
with fashion. The first edition of the
book was published in 2007 around
the same time as the successful exhibition Sailor Chic. The second edition,
reviewed here, is a standalone publication. Author Amy Miller, formerly a
curator at the Royal Museums Greenwich, has carved a niche in writing on
fashion, travel, and masculinity, sharing this knowledge through her curation,
writing, and lectures.

The book is divided into five chapters, a short introduction followed by three
distinct essays, there is a minimal conclusion and two further sections that present
photographic images of the collection, with schematic drawings that illustrate the
construction and garment shaping. The introduction explains the background to
naval uniform and that it was never static, shifting with societal and political
changes, a theme that runs throughout the book. The author investigates the two–
way influential relationship between the naval uniforms and prevailing fashions of
the time. A visual timeline would have been beneficial to explain the complex
hierarchy of naval ranks, who wore what when, the alterations to the uniforms
alongside the prominent fashions of the period. The chapter concludes by
explaining what has been added to the second edition, which is clarity of shifting
meaning and association of the uniform.
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The opening essay, “The First Uniforms,” argues that naval officers wanted to
distinguish themselves from other British and global military personnel, with the
concept coming from them, the commissioned officers, rather than the
Admiralty. It was not for a desire to conform, but a desire to be seen. Miller
investigates the idea that the Royal Navy created a visual vocabulary through
uniform to uphold standards of “British” gentlemanly attitudes and behaviour
through “ideas of masculinity and taste” (p. 18). Initial patterns were derived from
fashionable sartorial attire more akin to others of the same social standing on
land, worn initially by commissioned officers and first introduced in 1748. Miller
uses societal perceptions of the navy throughout the book to emphasise the
viewers’ point of view in relation to the dress and attitudes towards naval
personnel. Interestingly, Miller explains what sailors were wearing prior to the
“official” uniform, which was a collective dress due to purchasing clothing from
the “slop” stores. Information about material, cut, and size is presented,
explaining that the goods went through a quality control process. An opportunity
has been missed here to examine this in greater detail, as it demonstrates a strong
link between the navy and fashion, not solely in terms of style, but also in
production and the beginnings of standardisation and ready–to–wear market.

The second essay, “Revolution and War,” focuses on a 17–year period (1795–
1812) whereby Britain was almost continuously at war. With victories due to
naval prowess came the recognition of naval characters, achieving celebrity status
that manifested itself in copycat fashion, memorabilia, and other forms of popular
culture. No longer were the men of the navy perceived as the stereotypical bawdy
revellers, but great men of courage. The Royal Navy and its auxiliary industries
“became the largest employer in Britain” (p. 56). By 1787, warrant officers were
given a uniform, which was increased in 1805 to include medical officers, thus
expanding the visual reach of the uniform and the changing ideals of masculinity.
Miller concedes that military uniform remained in alignment with fashion, in
particular the changing shape of the frock, the simplification of adornment,
although some was retained, and the slimming cut of garments. Miller associates
the black blue as fashionable in this period, cementing the term “navy blue”
which became synonymous with naval uniform (p. 75). Some points are made
hastily and never truly explored, an example is the relationship and importance
given by Miller between the macaronis and naval dress. It could have been
unpicked further to expand the link and the importance of this fashion fad’s
influence on naval dress. In this and the previous essay, Miller discusses the
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economic and political debates surrounding the domestic textile industry with the
style (p. 41) and materials (p. 74) used in the naval uniforms. The book explains
that, rather than importing either, it was paramount that Britain created a uniform
that represented the empire through using “home–grown” stylistic and
manufacturing choices, otherwise it could be perceived as supporting and
financing those nations which represented a threat.

The final essay, “The Navy’s New Clothes,” investigates the sombre and more
simplistic approach to the uniform, in line with social and religious reforms of the
day and how this affected menswear. Miller presents that technological and
scientific developments modernised the navy, warfare was still integral, especially
to defend commercial routes, however, exploration to expand the empire and
establish new trade passages became significant. The role of the navy was shifting
alongside the masculine ideals of the period. The book discusses the final
changes to the uniform during this timeframe, referencing the desire of the
officers to retain distinction among the ranks with subtle coding within stripes,
button detailing, and embroidery as the navy valued their hierarchy, conditioned
from the social class system. Ratings eventually obtained their own uniform in
1857, which, like the officers’ uniforms had different designs to distinguish
between their ranks. Miller discusses that the outfit for the ratings was developed
from the sailors employed on the Royal Yacht, and subsequently became a
children’s fashion trend when worn by the young Prince of Wales.

The concluding chapter gives an overstretched account of the changes in the
Royal Navy into the twentieth century, explaining the rationale to change and
modernise. This seems completely unnecessary and beyond the remit of the
book’s title. The catalogue section presents exquisite imagery of the garments
held at the National Maritime Museum, and this is expanded further in the
patterns section, which offers detailed drawings to complement the photographs.
Dark–coloured clothing is notoriously difficult to photograph, losing important
tailoring and cutting features that Miller’s illustrations capture with precision. A
disconnection between these two final sections with the main body of writing has
occurred within the second edition and would have benefited from the links
being reinstated.

129

The Journal of Dress History

Volume 6, Issue 2, Summer 2022

The book is invaluable to anyone interested in maritime dress and its relation to
fashion and changing concepts of masculinity. The book is thoroughly
researched, expanding on Jarrett’s 1960s British Naval Dress, with a mix of
archival research intermixed with popular culture, including verse, novels, and
plays. The images combine prints, paintings, and photographs of naval officers
and their garb which offers an understanding of fashion in the context of political,
social, and religious changes during this era. Miller throughout builds a picture of
the military and social background in which the fashions and uniforms coexisted
to contextualise the interrelationship between the two; alongside projecting the
Royal Navy’s changing role throughout this period, from the typecast rowdy and
debauched sailor to heroes and explorers of the high seas.
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This book is a revised edition of an
earlier book released by the author in
2017. Similar to the last edition, the
cover of the book suggests the
publication teaches how to read or
analyse an object (dress) that may be a
part of any collection, painting, or
photograph. The style of labelling the
dress in the way a specimen is labelled and studied in a biology lab clearly
indicates that this book is meant for academic use. The chapters have been
planned in a manner in which each chapter focuses on most of the aspects of
garments, such as the length, waistline, hemline, bodice, overskirt, additional
undergarments, types of sleeves, girth of the dress, trims, and other details of
womenswear from the sixteenth to the twenty–first centuries.

The division of chapters is based on the changes in fashion and does not
necessarily comprise of the same number of years. For example, Chapter 1
covers the period from 1550 to 1600 (or probably early 1600s) and Chapter 2
ranges from 1610 to 1699. Similarly, Chapter 5 focuses on the years 1837–1869,
and so on. This makes it easier for the students of clothing, fashion, or dress
history to see the styles prevalent during each particular length of time — chapter
wise and not necessarily century wise. Each chapter explains the silhouette(s) of
that time period and details the various aspects of dress including headgear and
footwear. The chapters may not necessarily talk about historical settings or
happenings around the time period, use of a particular feature of dress, culture
and climate, or geography, like some of the other books on costume history. It
focuses on the analysis and evolution of the features of dress.
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Each chapter is supported by a lot of visual material, including representations of
paintings and photographs (depending on the time period), and images of objects
from museums in Europe, Australia, Canada, and the United States. Each image
has been cleaned of its background with a complete focus on dress. It is analysed
with reference to the various aspects of a garment as listed above. But something
that really seems missing in such a meticulous academic endeavour is a numbered
list of images and image numbers. There is no figure number, each figure is
supported by a legend and by a fair amount of text analysing the sleeve type, hem
type, et cetera, but without a figure number. So, if the reader wants to go back to a
figure or an image, they would need to remember the timeline or the page
number. In a book that looks primarily designed for academic purposes, if a list
of paintings, photographs, museum objects, or even just images would have been
provided with image numbers and corresponding page numbers, it would have
been very beneficial to trace what one was looking for. It would have also
highlighted at once the museum collections across different countries that have
been judiciously used in the book.

Fashion plates, paintings, and photographs with corresponding museum objects
help in understanding the details as they would have been. It is a great resource
for teachers, as they will find a lot of data with clean pictures and details. This
book typically has a lot of examples from Australia, along with those from Europe
and America. This vast pool of dresses and images gives the publication an
additional advantage as not many books on dress history of the West trace objects
from across the colonies. It also shows subtle differences in the styles across
continents, if someone observes well. Overall, the book is a good addition to the
library of a student of fashion, clothing, or dress as it supplements other books
that dwell on costume history of the West.
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and design. She has a PhD in History of Arts (Dress and Textiles) from the
University of Glasgow, a Master of Science degree in Textiles and Clothing from
Lady Irwin College, New Delhi, and has been associated as a PhD fellow with the
Centre for Textile Research in Copenhagen. Realising the need of promotion of
indigenous research and bringing it closer to interested people, she, along with
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(TCRC) in New Delhi in 2016.
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The United States of Fashion: A New
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The United States of Fashion: A New
Atlas of American Style is a beautifully
illustrated examination of the post–
COVID changes that have happened
across the fashion landscape in
America. Written by the editors of
Vogue, the book is an extension of a
project that was launched in February
2021 issue of the magazine to explore America’s “small and lesser–known
designers, its best craftspeople and artisans” (p. 8). By exploring the
entrepreneurialism of designers, artisans, and style visionaries, the book offers a
nationwide picture of American style and how it has been redefined with a much
larger “focus on community” (p. 25). The book is aesthetically pleasing, packaged
in a cream hardback binding, and featuring over a hundred colour images from
some of American Vogue’s most famous photographers.

The book starts with a foreword by Dame Anna Wintour, the British–American
journalist who has served as Editor–in–Chief of Vogue since 1988. Wintour
explains that the book came about as a companion volume to the 2020 Vogue
book Postcards from Home: Creativity in a Time of Crisis because Vogue wanted
“to see how fashion was still being made, how it was being dreamed up and
constructed on the ground, in our local communities, from coast to coast” (pp. 8–
9). New York has been seen as America’s fashion capital for decades, with
household names such as Marc Jacobs and Ralph Lauren launching their careers
in the city, but The United States of Fashion succeeds in showing how the
pandemic has accelerated a decentralisation of fashion across the United States as
people became more aware of local designers. Wintour writes that “…this shift
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from New York to America, from Seventh Avenue to Main Street––is a more
inclusive vision for the industry, and a more sustainable one too” (p. 8).

The United States of Fashion is organised clearly into two main sections;
beginning with a collection of original essays, entitled, “Growing Up in Style,” in
which six American writers reflect on the “formative fashion experiences of their
youth and how place played a role in shaping not only how they dressed, but who
they came to be” (p. 11). These essays present a useful introduction to the wide–
ranging fashion history of America for readers who may and may not be familiar
with the country’s style cultures. The writers cover a broad spectrum of North
American style and culture, highlighting the diversity of American fashion. Writer
and musician Suzy Exposito writes humorously about embracing goth in her
youth in the 85–degree heat of Miami (pp. 12–13). Louise Edhrich, “a mixed–
blood member of the Turtle Mountain Band of Chippewa” (pp. 14–15),
discusses how she celebrates her indigeneity in her clothes and accessories,
helping to keep her close to her origins (p. 15). In “The Topaz Room,” Adrienne
Miller shares her memories of craving high fashion on sale in department stores
in Akron, Ohio (pp. 16–17), and author Andrea Lee reflects on the WASP style
of 1960s Philadelphia in “The Wallflower” (pp. 18–19). Author Dana Spiotta’s
essay, “The Cool Crowd,” honestly explores the writer’s use of dress to fit in to
the wealthy, conservative suburb of San Francisco that she grew up in (pp. 20–
21). Finally, in “Patterns of the Past,” Susan Choi of Indiana writes movingly
about “the transformation that a pattern and some fabric can provide” (pp. 22–
23). These accounts create a personal and living biography of how American
fashion has evolved from the mid twentieth century to today.

The next chapter, “The United States of Fashion,” is the largest in the book and
is split into four regions: “The East,” “The Midwest,” “The South,” and “The
West.” The editors have selected a wide–ranging mix of designers and artisans to
interview and spotlight from each region, which makes the book feel very much
like a new atlas of American style. Using a broad selection of brilliant
photographs, many taken as intimate self–portraits by the selection of designers
and craftspeople featured in the book, the editors of Vogue have been able to
complement the interviews presented as short profiles, and enhance the main
discussion points around sustainability, craft, and history. Designers featured
include Laura and Kate Mulleavy of Rodarte, shoe designer Marion Parke, and
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jewellery designer Ariana Boussard–Reifel. The editors should be applauded for
including such a wide array of voices from across the fashion industry. New
creators and artisans are included alongside established designers and brands,
which helps to illustrate the book’s theme that the Covid–19 pandemic has
helped to decentralise the American fashion industry away from the traditional
big fashion cities of New York and Los Angeles and towards local businesses
situated across the country. Through the text, Wintour and the Vogue editors
communicate how technology and social media have changed how a designer can
start their business and find customers as “…her community, her fashion tribe,
and her buying customers are right at her fingertips, a swipe away” (p. 8).

The United States of Fashion offers a fascinating and unique snapshot of
American fashion in a moment of time when the unpredictability of the world
changed how we define and identify with fashion. Its lack of referencing makes
the book less useful as a research resource and more valuable as an arts and
cultural visual guide to a moment of history that has seen huge changes to the
fashion industry. This book can be viewed as an important example of literature
on the evolution and future of fashion design in America, highlighting the
democratisation of fashion across the country. In conclusion, The United States
of Fashion would be an excellent choice for any reader interested in the social
aspects of modern dress history, culture, and photography, and how the Covid–
19 pandemic impacted creators and artisans. The particular focus of this book,
and its intimate photography, makes it an interesting point of reference to
document the post–Covid changes on the fashion industry as seen by Vogue, one
of the leading authorities on fashion.
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Despite his many dubious actions
perpetrated over 27 films (including
shaking a martini), one would be hard
pressed to ignore the sartorial legacy
of British secret agent James Bond.
Originally crafted by novelist Ian
Fleming in his book series, Bond
carried on clandestine international
intelligence
operations
while
simultaneously managing a full
schedule of gambling, drinking, and
womanising. Within the tremendous variety of Bond–focused enthusiasm in the
popular and academic spheres, there is an irrefutable interest that is piqued by
the styling of, arguably, one of the most debonair dressers in film history. Film
historian Llewella Chapman shares this affinity for James Bond which she
explores in her recently published book Fashioning James Bond: Costume,
Gender and Identity in the World of 007. Fashioning James Bond is situated at
the intersection of garment examination and film analysis, the nexus of which puts
costume study at the forefront.

Chapman’s book examines the film franchise’s costumes in detail in the context
of the individual films while also assessing the larger impact on contemporary
fashion during the time periods of each film’s release. Her research focuses on
these three points: agency, labour, and the actual costumes worn in the films.
Chapman discusses the men who played Bond, from Connery to Craig,
scrutinising their physical measurements, tailoring needs, and their own
involvement in the creation of Bond’s looks in their respective films. In addition
to the man himself, Chapman discusses the costumes of ancillary characters such
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as the villains and formidable women that James Bond encounters through his
exploits. She shares anecdotal stories about actors using their personal garments
in some of the early films due to budgeting constraints as well as stories about the
construction of some of the most infamous costumes in the franchise’s history,
such as Ursula Andress’ bathing suit in the film Dr. No (pp. 18–20), that intimate
the highly collaborative approach to costuming that occurs between wardrobe
supervisors, designers, and actors.

Generally speaking, the book does follow a chronological timeline examining all
six personifications of Bond thus far. It is helpful to spend time, so to speak, with
each of the Bonds and understand each actor’s personal and unique proclivities
in the role as well as the contemporary landscape their films were juxtaposed
against. Readers can obtain a clearer understanding of the extent of each actor’s
involvement in building Bond’s wardrobe and, conversely, instances in which an
actor was simply a clothes–horse for an established character look. Chapman
expounds on how the popularity of the films led to the permeation of the Bond
lifestyle into mainstream culture during the 1960s and the long reaching effects on
fashion in the western world.

Obviously the 007 films are an important resource for her writing, but Chapman’s
resources additionally include other contemporary films for comparison, well–
established work in film costume analysis and broader film studies, and seemingly
every published tome or article or reminiscence on Bond from film historians,
popular culture commentators, and actors. There are numerous sources that dive
into the cultural history of James Bond including explorations of politics within
the imagined world of 007, the actors who have portrayed Bond in film, the
history of the franchise’s production, as well as more general film guides. For
instance, books such as License to Thrill: A Cultural History of the James Bond
Films by James Chapman and The James Bond Phenomenon: A Critical Reader
edited by Christopher Lindner explore multiple facets of Bond media from
different theoretical perspectives. There are also digital sources that examine the
world of 007 as portrayed on screen such as the website James Bond Lifestyle
which recreates, among other facets, outfits worn by Bond in the films, and The
James Bond A to Z podcast which covers everything from characters to design
elements. Chapman also has a forthcoming book From Russia with Love that
takes a magnifying glass to that instalment of the Bond franchise, and she
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frequently speaks about these films in an academic capacity, therefore, her
contributions to the scholarship surrounding the films can be well valued.

Fashioning James Bond serves several distinct and important functions in its film
costume analysis. The first is to add thoughtful perspectives on an academically
under-represented subject (fashion and costume) within the extant James Bond
research. It also provides a solid example of comprehensive research in costume
in film that is detailed and chronicled in an effective manner for absorption by
both professional and amateur/enthusiast readers. However, the copious detailing
of information such as individual costume measurements at times feels
superfluous, adding only to the length of the work rather than supporting the
points Chapman focuses on. As with any publication that examines costume, this
book would have benefited from a higher ratio of colour to black–and–white
images. It would be helpful, for instance, to see the distinctive differences
between Bond’s tuxedos across multiple films in full colour, or to obtain a better
comprehension of fabric textures and garment details that simply cannot be
appreciated in black–and–white.

Chapman’s commitment to unravelling the mystique of James Bond and his
cohorts is evidenced by her persistent examination of the films and contributions
to a variety of media outlets on the subject. While there is, in fact, a substantial
amount of scholarship on James Bond and with continued growth of the film
franchise, there is consistent opportunity for new scrutiny to be expounded upon.
Chapman’s research adds valuable discourse to the larger fields of film and
costume, providing context within a certain genre of film. Because she focuses on
a particular franchise, the specific subject matter of 007 may not be immediately
relevant to all readers, but is an excellent case study in film costume analysis.
Overall, this book is not only a worthy addition to the corpus of knowledge about
the world of James Bond, but it also fills a gap that previous writings and
conversations have ignored or superficially glossed over. It also provides insight
into the effect of film costuming on contemporary fashion, and vice versa.
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In Fashion, Gender and Agency in

Latin American and Spanish
Literature, Stephanie Saunders draws
on several examples in Latin–
American and Spanish literature to
analyse a new type of character — a
modern
interpretation
of
the
seamstress, who seems to be unbound
from
the
nineteenth
century
constraints on working women. At the
same time, this text shows the modern
relevance of the breaching of
important barriers for women — class,
gender, and geography are tossed aside in a search either for independence or
fantastic adventures.

Saunders, an Associate Professor of Spanish and Department Chair of Languages
and Cultures at Capital University, Columbus, Ohio, has also served as a Visiting
Researcher in Residence at the Pontificia Universidad Católica in Santiago de
Chile. In this book, she examines several texts in Spanish and Portuguese,
confronting them against contemporary social theories (especially space and
gender theories) to create a framework that could situate the seamstresses in a
new landscape. Saunders is especially concerned with an interpretation that looks
for paths to social and spatial mobility and agency, created both by the role of the
seamstress and with the use of a seamstress’ kit (sewing, embroidery, pins,
needles, thread, and dye). The breakdown of nineteenth century clichés about
what is called in Spanish labores femeninas (female work, i.e. homemaking,
sewing, and crafts) represents an essential element in Saunders’ analysis. This
translates into a disruption not only of social mores and customs, but also of the
idea of sewing as a path to liberation instead of a moral condemnation of the
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body and soul. Thus, Saunders recognises the contributions of women’s labour
to society, not as silent figures in the background, but as active protagonists that
use sewing, pattern–making, and embroidery as ways to leave a distinct mark in
the world.

The first chapter of this book, titled, “On Pins and Needles,” offers an
introduction to fashion as an important force in modern and contemporary
societies. The author criticises the current capitalist mode of production that
treats garment workers as disposable. Moreover, this chapter presents the
landscape of fast fashion in the Global South, as well as some possible solutions
to the great problems fashion production and consumption create around the
globe.

For its part, in “The Perfect Pattern,” Saunders discusses how the Spanish novel
El tiempo entre costuras (María Dueñas, 2009) presents the protagonist Sira.
Through this second chapter, Saunders dives deeply into the plot. She points at
the various ways the novel allows Sira to use her remarkable sewing expertise to
break down all sorts of barriers, which, at the same time, allows her to set up
valuable relationships with other women. The seamstress moves around different
scenes and spaces, helped by the way in which Madrid’s and Tetuán’s high
societies received her sewing abilities. Sira avoids turning into the cliché of an
imperilled woman about to fall into moral despair and takes history into her own
hands.

Furthermore, Chapter 3, “Lining with Surrealism,” displays a fantastical depiction
of surreal travel around Patagonia in César Aira’s La costurera y el viento (1994).
Spanish seems to constitute a fitting language for this type of dislocated travel;
therefore, reading the passages in their original language is always welcome with
timely translations into English. Saunders takes the opportunity to include
geographical boundary breaking and the deconstruction of memory into her
analysis.

The exploration of the breaking of boundaries continues with Chapter 4, titled,
“Unraveling Gender.” This section is dedicated to gender and embroidery in the
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novel Tengo miedo, torero (Pedro Lemebel, 2001), set in Chile during the
military dictatorship. The protagonist is a homosexual man, expert in beautifully
embroidering all manner of household linens. Saunders stresses the importance
of self–expression through crafting, reminding us of the Chilean arpilleras, and
other ways mestizo and indigenous cultures in South America have used textiles
as a complex and poetic language of the oppressed.

Chapter 5, titled, “An Honest Measuring Tape,” deals with mobility, social and
geographical, in the periphery and the urban centre. Saunders analyses Frances
de Pontes Peebles’ The Seamstress (2008) in which two sisters develop opposite
ways of approaching expression through self–fashioning. Lastly, “Tailoring Peace”
constitutes a chapter devoted to a hopeful interpretation of how children’s books
depict fashion and sewing. Saunders’ review of short stories and poems focuses
on themes such as self–sacrifice, love, freedom, power, and legacy. The inclusion
of children’s literature is novel and refreshing, and ends the book in an uplifting
note as Saunders writes that “the power of legacy, one filled with hope and shared
knowledge, remains a constant denominator in the children’s books involving
textile arts in this chapter” (p. 179).

This is a well–researched book, one that includes comparisons between the
analysed texts and a larger body of work in Latin–American and Spanish
literature, from Benito Pérez Galdós to Roberto Bolaño. This allows to enrich
the context of the analysis and makes it more appealing for readers who look for
a panorama on the depictions of seamstresses in literature. Saunders’ book is an
in–depth examination centred in the intersection of literary analysis and the social
aspects of the seamstress’ work. Moreover, it would be highly useful for
researchers and academics interested in applied social theories.

In conclusion, Saunders’ book is a welcome reflection on the way fashion and
literature can question the established geographical borders, reflect on the
interconnectedness of fashion in global economy, and depict sewing as a breaking
of class, gender, and geographical barriers for the protagonists; a way of reaching
into adventure.

144

The Journal of Dress History

Volume 6, Issue 2, Summer 2022

Copyright © 2022 Ángela Hurtado Pimentel
Email: angela.hurtadopimentel@ucr.ac.cr

Ángela Hurtado Pimentel is a professor and researcher at the Universidad de
Costa Rica, specialising in Fashion History and Research Methodologies for the
Arts. She has conducted historical research on Costa Rican fashion for the
IIARTE (Arts Research Institute, UCR) and holds a Master’s degree in Arts with
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Paolo Volonté is an Associate
Professor of Cultural Sociology at
Politecnico di Milano in Italy. There,
he teaches Sociology of Fashion and
he is the co–editor of the International
Journal of Fashion Studies. Volonté
has published several articles in recent
years on the topic of fat fashion and
the thin ideal in a variety of
publications as well as a book in 2008
on the role of the stylist in the fashion
world.

In Fat Fashion: The Thin Ideal and the Segregation of Plus–Size Bodies, Volonté
explores the concept of what he pointedly refers to as “fat fashion” — rather than
the euphemistic “plus–size” or “curvy” — within the realm of women’s fashion
and, more specifically, western fashion. The book is organised into seven
chapters, the first six of which explore different aspects of the relationship
between plus–size fashion and mainstream fashion, while the final chapter looks
ahead to the future and the continued development of this relationship. Volonté
makes the argument that larger bodies (typically those of women who wear sizes
larger than 10 or 12) are not only marginalised in the fashion world — they are
segregated — despite the fact that they make up a significant percentage of the
population. And although plus–size models appear in the press or on runways at
Fashion Week, the attention paid to these moments only serves to highlight their
rarity and maintain a separation between “fat” and “fashion.”
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The stated goal of this book is to collect and analyse existing literature on the
topic of plus–size fashion and, in so doing, to develop a theoretical framework
within which to discuss this subject. The book therefore delves into the
sociological, linguistic, and philosophical lenses through which fashion can be
understood, particularly surrounding its communicative power. And while
occasionally this discussion fails to draw explicit connections to the topic of
specifically fat fashion, it is still insightful regarding fashion as a whole.

Having established frameworks within which to analyse the topic, Volonté builds
the case that fat fashion is characterised by contradictions. In Chapter 1,
appropriately titled, “The Paradox of Nonexistent Fat Fashion,” he opens with
the bold assertion that “‘fat fashion’ is not just a metaphor, it is an oxymoron” (p.
1). This statement sets the tone for the rest of the book. While Volonté explores
many aspects of fashion, its power to communicate and the myth of beauty which
permeates it, the most thought–provoking themes are the paradoxes he exposes
surrounding fat fashion. In an industry that relies so heavily on the “thin ideal”
that bodies that do not conform to this ideal are almost completely disregarded,
how can fat fashion be anything but an impossibility? Volonté lays out several
paradoxes, from the fact that the business of high fashion predominantly makes
garments that are too small for a huge number of potential customers to the
reality that greater representation of plus–size bodies in fashion only underscores
the divide between mainstream and fat fashion.

In order to explain this divide, Volonté explores the pervasiveness of the concept
of the thin ideal — what he sometimes refers to as the “tyranny of slenderness” (p.
79). The origins and, more importantly, the persistence of this ideal are probed
from a variety of angles and from a variety of perspectives within fashion. Volonté
offers many of the commonly stated reasons for the strict adherence in fashion to
the thin ideal, while digging deeper and questioning whether these reasons are
supported by reality or whether they are simply part of the practice of fashion.
Discussion of the thin ideal necessitates a look at the sizing system which
dominates the manufacture of garments. Volonté explains this somewhat
standardised system and how it addresses or, more accurately, fails to address
larger bodies. This system, which governs clothing production, has not been
successfully adapted to accommodate a major portion of the population, which
again begs the central question asked throughout this book: “Why does the thin
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ideal dominate fashion even when the fattening of the world population and the
democratization of consumption have given rise to a huge potential market of
overweight customers?” (p. 108).

Ultimately, this book achieves its aim. It provides several possible answers to its
complex central question as well as a great deal of food for thought on the subject
of fat fashion, citing an extensive list of references on this and related topics. And
while the author states that this book “is only marginally based on independent
empirical research” (p. viii), he still manages to bring a point of view and he opens
the door to further research, study, and discussion on this multi–faceted and
often marginalised topic.
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Fashion, Performance, and
Performativity: The Complex Spaces
of Fashion, editors Dr. Andrea
In

Kollnitz, Associate Professor of Art
History in the Department of Culture
and
Aesthetics
at
Stockholm
University, and Dr. Marco Pecorari,
Assistant Professor and programme
director of the MA in Fashion Studies
at Parsons Paris, bring together case studies from 11 contributors to demonstrate
how fashion has the ability to be both performance and performative.

In their introduction, Kollnitz and Pecorari explore the terminology of the two
words and debate theoretical concepts put forward by J. L. Austin in his book
How to Do Things with Words and scholars such as Judith Butler, Roland
Barthes, and Jacques Derrida. Considering performance as a “theatrical action”
and performativity as having the capacity to normativise ideologies through
repetitive actions (p. 4), Kollnitz and Pecorari question the boundaries between
the two, acknowledging both the interactions and distinctions in their relationship
to fashion and each other. The editors “claim that performance and
performativity have not [previously] been sufficiently reflected [upon] in their
relation to fashion, neither in practical nor in theoretical terms” (p. 2) and aim to
readdress the lacuna with this book. The 11 chapters, which are divided into
three sections, look at different aspects and examples of performance and
performativity within fashion. Topics include visual representation, fashion
discourse, gender construction, body ideals, colonialism and national identity,
transgression, and aesthetics.
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The chapters in the first section, “Transformations and Translations,” explore the
way identity can be transformed through fashion and, what the editors call,
“sartorial objects” (p. 15). Francesca Granata’s chapter, “Leigh Bowery and Judith
Butler: Between Performance and Performativity,” draws a parallel between
Butler’s theories of performance and performativity and Bowery’s
“transformations of self” (p. 31) and “theatricalization of life” (p. 32). While
noting that there is no evidence that each was aware of the other’s work during
the 1980s and early 1990s, Granata investigates how “Butler’s theories and
Bowery’s practice intervened concomitantly in rethinking fixed identities” (p. 27).
In “The Emirati Burqa: ‘An Intimate Object’ from a Cultural, Historical and
Contemporary Art Perspective,” Karima Al Shomely explores different
performing and performative aspects of the burqa face covering “as a material
object, an item of dress, an accessory, or a marker of status” (p. 41). The
interviews undertaken for the research reveal the experience of Emirati women
who habitually wear a burqa whereas Shomely’s artistic practice investigates her
personal experience (as a non–habitual burqa wearer) of wearing a burqa as an
embodied object (p. 48). The final chapter in this section is Paul Jobling’s
“Written in the Voice: Tommy Roberts and the Oral History of British Fashion–
–A Case Study in Vocality, the Narratable Self, and Memory.” With reference to
Anna Dyke’s interviews with fashion entrepreneur Tommy Roberts for the
National Live Sound Archives at the British Library, Jobling explores oral history
both as a vocal performance and as a form of performative narration, noting how
written transcriptions do not capture the intonation, spontaneity, and uniqueness
of the individual voice.

The chapters in the second section, “Stages and Places,” investigate the
performative impact of fashion in diverse contexts. In his chapter, entitled, “In
Store(d) Behaviors: Tsuneko Taniuchi's Poetics of Clothed Performance,”
Emmanuel Cohen describes Tsuneko Taniuchi's “micro–events” where she
presents stereotypical female characters wearing stereotypical costumes in order
to question gender and identity. Dressed as a nurse, waitress, bride, or Ninja Girl,
Taniuchi upends audience preconceptions with her anomalous behaviour. “Her
inability to conform to these stereotypes [is a] statement on the impossibility for
women to achieve such ideals” (p. 91). Jacki Willson analyses the photographic
series “Nue York” by artist Erica Simone in “The Fashioned Female Body,
Performativity
and
the
Bare
Flaneuse”
and
questions
“the
appropriate/appropriated position of female bodies in cityscapes” (p. 97). Over a
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period of six years, Simone photographed herself in different situations around
New York, naked bar accessories, such as stilettos and designer shopping bags.
Wilson argues that, by appearing as a “Bare Flaneuse” on the metro, in Times
Square or in front of a Ralph Lauren window display, Simone demonstrates “the
performative power of female bodies in public spaces” (p. 98). Victoria L.
Rovine’s chapter “Colonies and Clothing: The Uses of Fashion in Interwar
France and West Africa” explores the use of fashion as a form of political power
in the interwar period in France and the Soudan Français (Mali). Analysing both
text and visual imagery, Rovine explores “the interplay of and disjuncture between
French expectations and West African adaptations” (p. 127). The last chapter in
this section is entitled “From Lil Miquela to Shudu: Digital Slavery and the 21st–
Century Racialized Performance of Identity Politics.” Jonathan Michael Square
looks at how computer–generated imagery (CGI) is used to create “woke–
washed” (p. 133) influencers that blur the line between reality and fiction and
manipulate the consumer into “digital slavery” (p. 134) through clever marketing
and lucrative merchandising.

The chapters in the third section, “Models and Poses,” explore the fashioned
body as both performed and performative. In “The Utopian 'No–Place' of the
Fashion Photograph,” Karen de Perthuis argues that studio fashion photography
decontextualises both body and garment through its use of lighting and neutral
backdrops and can therefore be considered “a utopian form that represents not
what it is but what it could be” (p. 147). Gabriele Monti investigates the
performative role of Italian models on the international fashion circuit in the
chapter “Italian Fashion Models: Rethinking the Discourse on National Identity”
whereas Louise Wallenberg’s “Films with a Vengeance: Lesbian Desire and
Hyper–Violence in the Fashion Film, 2009–2012” looks at a unique period in
fashion film history where a concentration of films exhibit similar themes and
aesthetics. The final chapter in the book is “Male Gender Performance and
Regency Fashion Writing” written by Royce Mahawatte who considers
masculinity, dress, behaviour, social change, and embodiment in fashionable
novels and fashion editorials in the first half of the nineteenth century.

This varied collection of academic essays about performance and performativity
in relation to fashion brings together interesting, multidisciplinary contributions
from both scholars and practitioners. The complex introduction and following 11
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chapters cite a wide selection of literature to consolidate the research and include
references to Judith Butler, Roland Barthes, Jacques Derrida, Joanne Entwistle,
and Elizabeth Wilson, among others. The book will appeal to fashion scholars
and anyone interested in the themes of performance and performativity within a
fashion context.
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Diana Vreeland: Empress of Fashion
charts the life of the fashion editor
from the (disputed) year of her birth
in 1903 to her death in 1989. In this
meticulously researched chronicle,
biographer Amanda Mackenzie Stuart
presents a chronological journey of
Vreeland’s life and efficiently and
engagingly documents the legacy of
this highly creative and complex
women. The book opens with a
detailed and informative introduction which is followed by eight chapters, “Paris
Opening,” “The Girl,” “Becoming Mrs Vreeland,” “Pizzazz,” “New Look,”
“Youthquake,” “Wilder Shores,” “Old Clothes,” and “Endgame,” charting her
affluent upbringing, education, and marriage, her years spent in Europe, and her
significant career in American fashion magazines. The majority of her working
life was spent as an editor, firstly at Harper’s Bazaar and subsequently at
American Vogue, and it could arguably be claimed Vreeland changed the way
fashion was disseminated in print. She championed and nurtured the careers of
photographers, including Irving Penn, Richard Avedon, and David Bailey, as well
as designers, such as shoemaker Manolo Blahnik. Her success in the latter part of
her career as a pioneering curator of fashion exhibitions at The Metropolitan
Museum of Art in New York is as significant as her work in magazines.

Vreeland led a life of extreme privilege. Born in 1903 in Paris to a British father,
Frederick Young Dalziel, and an American mother, Emily Key Hoffman, her
childhood, education, and the somewhat scandalous life of her parents is acutely
detailed in Chapter 1 that offers an in–depth account of upper middle class life at
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the beginning of the twentieth century. As a daughter of a beautiful but spoilt
woman, who never failed to point out her failings, Vreeland learned the art of
self–preservation from an early age. She was not a beauty like her mother, but
made a virtue of her appearance which has been likened to a crane with her large
nose and lanky frame. She channelled her inner muse known as “the girl”
(Chapter 2) who was everything she felt she was not — brave, beautiful, and
creative. It was this “girl” that fed into some of her most imaginative work.

This imagination included her skills for embellishing the truth such as her claim
that she was bought up in Paris until the age of 11. In fact, she arrived in the
United States with her family in 1904 and was thus connected from childhood
onwards to the rich and famous creatives who were part of her parents’ social
circle. Whilst she spent the vast majority of her life in America, it was the time
she spent in Europe during her young married life from 1929 to 1935 that by her
own admission was key to shaping her creative vision. It was her love of fashion
designers such as Coco Chanel and Madeleine Vionnet (Chapter 3), whom she
encountered while living in Europe, that influenced her as a visionary editor of
women’s magazines.

This book is as much a history of fashion as it is of Diana Vreeland. However, it
is her own singular viewpoint, namely that of a wealthy, upper middle class
woman, and as such could be viewed as one dimensional. Vreeland worked at
two significant fashion magazines, Harper’s Bazaar and Vogue that may have
claimed to have had the middle class woman in mind, but featured clothes that
were priced for the more wealthy consumer. Vreeland was famously profligate
and there are numerous stories of the lengths she went to create a perfect photo
shoot. In 1966, a 26–page spread appeared in American Vogue titled The Great
Fur Caravan starring the German model Veruschka photographed in Japan by
Richard Avedon, which allegedly cost one million dollars (Chapter 6).

Mackenzie Stuart offers fascinating insights into the workings of print magazines,
from the internal politics (which were to prove her undoing at Vogue), the battles
with advertisers, to her discovery of models such as Betty Bacall in 1942, who was
renamed as Lauren Bacall and went on to become an actress and marry actor
Humphrey Bogart. The majority of Vreeland’s career was spent working in print
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and while her vision was highly original and often eccentric, there were many
people around her who facilitated her fantasies. It is important to acknowledge
the influence of Vreeland’s editor at Harper’s Bazaar, Carmel Snow, who
transformed a previously dull magazine, a pretender of Vogue, into something
much more exciting and famously coined the phrase New Look to describe
Christian Dior’s famous post–war fashion designs in 1947 (Chapter 4). Vreeland’s
arrival at the magazine in 1936 heralded the beginning of a long, fruitful, and
often combative creative relationship. It was Vreeland’s ability to weave fantastical
stories through the prism of print that made her so successful and it was in those
early days at Harper’s Bazaar that she formulated her infamous column Why
Don’t You?, a series of witty bon mots to entice the reader. Some of the most
widely quoted suggestions were “why don’t you rinse your blond child’s hair in
champagne to keep its gold as they do in France?” (p. 114) and “pink is the navy
blue of India” (p. 160). While it was often parodied and mocked, it was
immensely popular with readers and remains one of her most enduring legacies.

What brings this book to life is not just the work of Vreeland, but the many who
worked with her and Mackenzie Stuart’s sources add greatly to the mythology of
Vreeland. There are numerous anecdotes and stories from an exhaustive list of
characters — from her family, her staff and colleagues, and the creatives in her
orbit such as interior designer Nicholas Haslam and photographer David Bailey.
The verbatim conversations about Vreeland enable the reader to form a truly
three–dimensional picture of her life and career. There is no question that
Vreeland’s career was enabled by virtue of her birth and place in society. She did
not have to look for a job, the jobs found her. Her ability to network and connect
with the right people as well as her ability to recognise latent talent meant that the
people in power such as Carmel Snow and Alexander Lieberman, the hugely
influential art director at Vogue, were in a position to recognise her skills and hire
her to realise a creative vision.

Vreeland made no apology for her privilege and it is arguable that it made her
tone deaf to the aspects of life that she did not wish to engage with. From her
husband’s infidelities and final illness to her disregard for the magazine
advertisers and budgets, she strode through life with singularity. For as many who
were in thrall to her vision, there were others who had to endure her rudeness
and demands. She was known for embellishing aspects of her life and her
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influence on fashion to such a degree that it was hard to tell where the truth
ended and tall stories began. As her biographer, and one of several who have
published works on Vreeland, Mackenzie Stuart treads a fine path between
documenting her significant career whilst acknowledging her less appealing
qualities. She does this with skill and diplomacy.

Through a combination of internal politics and her waning influence, Vreeland
made an ignominious departure from Vogue in 1971 at the age of 68 (Chapter 8).
While this could be viewed by some as an apt time to retire from public life, it
merely catapulted her into the final, triumphant part of her career as a curator at
The Metropolitan Museum of Art. It was her encyclopaedic knowledge of
fashion, her society friends such as Jacqueline Kennedy Onassis and her skill at
storytelling that put the costume department of the museum on the cultural
fashion map.

Amanda Mackenzie Stuart worked as a screenwriter and independent film
producer for a number of years before publishing her first biography, the
critically acclaimed Consuelo and Alva Vanderbilt: The Story of a Daughter and
Mother in the Gilded Age (2005). Diana Vreeland: Empress of Fashion was
longlisted for the 2013 Bailie Gifford Prize for Non–Fiction. This is a well–
written and researched account of a woman whose influence on fashion was
significant and far–reaching. Mackenzie Stuart has documented Vreeland’s life
with academic rigour, rich detail, and wit.
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release a series of podcasts on the art of curation, titled, Object No 1. in the
spring of 2022.
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A new feature in recent textile history
writing has seen the immersion of the
author into the subject (Victoria
Finlay, 2021; Claire Wilcox, 2020;
Esther Rutter, 2020; Clare Hunter,
2019). Indeed, this lens merges
memoir and history to create a
personal narrative that roves over time
and space. It is a genre of writing with
a deep history dating from the
eighteenth century when Gelehrtenautobiographie urged a new will to self–
representation that privileged the author. More recently, Ego–histoire (Pierre
Nora, 1987) draws on studies of personal memory and its relationship to public
history. This intertwining of objective and subjective evidence produces a meta–
historical reflection. The challenge lies, for the author, in capturing the
chronology and complexity of history and the author’s temporality within those
dimensions. It is a tricky balancing act and inevitably debates emerge around the
intersection of history with self–representation. For example, does the
autobiographical voice serve historical writing and comprehension or the other
way round? How do you attune history with personal narrative? Does the reader
really want to learn of often deeply personal material in a book about textiles,
unless it is specifically about trauma/conflict and textiles (more on this later)?

To complicate things further, Victoria Finlay in Fabric: The Hidden History of
the Material World, adds a travelogue into her mix of memoir and history. This
is no surprise — her journalism background gave her many years in Hong Kong,
in part, as arts editor for The South China Morning Post, and her two previous
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books (on jewels and colour) equally roamed across centuries and continents.
The restless eye is reflected in the book’s structure and content. Finlay does not
offer a rationale for the cloth and techniques under scrutiny in Fabric (including
barkcloth, tapa, wool pashmina, linen, silk, and patchwork) nor stops at the
convention of discrete chapters on each selected fabric. Extraneous “notes” (not
counting the footnotes and endnotes — there are both) about the book’s cover
and the future, feel like interesting but overworked additions. Between the
introduction and first chapter, the first “note,” entitled, “Some Words before We
Start,” is in fact a limited glossary and seems rather misplaced. This may well be
editorial laxity and the book would have benefitted from a tightening of content.

Each of the eleven chapters can be read in isolation and, while not mini histories,
they do work well for the modern reader whose time is splintered by
contemporary life. A reviewer, on a well–known digital retailer site, described
Finlay as an “information magpie” and she is a good storyteller and clearly loves
immersing herself in the experience of textile production, chasing comprehension
into the lives of textile makers. This is the predilection of the modern reporter to
get “involved” — “My Spinning Lesson with Dominga” reads a caption (p. 71), but
do they tell a different or a better story? While it may reshape storytelling, the
spectre of the colonial gaze never seems far away. It contrasts with the
ethnographer’s approach, who observes, but not takes nor takes over, or even the
textile practitioner, like the weaver Clare Hunter (Threads of Life, 2019), who
seeks to deepen and advance their own practice.

Wilcox, (2020) Hunter, (2019) and Rutter’s (2020) enquiries further differ to
Finlay’s Fabric. While they too blend memoir and history, they are profoundly
connected to the practice of cloth and clothing. Their books are meditative and
frequently elegiac. Fabric, in part takes on some of those qualities. The
introduction and epilogue are framed by the death of Finlay’s parents. The grief
is writ large throughout, sometimes fittingly integrated in the storytelling but often
not. Their life is present too throughout, with Finlay’s mother and father
accorded over seventy references in the index. This may resonate with some
readers, but also risks losing others who have set out to learn about the “hidden
history of the material world.” Perhaps a more apt subtitle would have considered
“the relationship between the material and immaterial worlds”? This relationship
could better accommodate Finlay’s autobiographical gestures. When researching
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the fabrics, she fantasises about the people making or consuming them. It seems
every encounter with cloth and its attendant stories triggers some personal
memory or emotion. In the longest chapter, “Cotton,” she conflates an eighteenth
century tale of a young woman, Dorothy Orwell, subjected to a politically
motivated attack in East London for wearing a calico dress with an anecdote of
her own assault in 1980s New York — “I feel a connection with Orwell” (pp. 68–
137). Orwell’s attack personified the threat English cloth makers felt at that time
about fashionable foreign cloth, whereas Finlay’s harrowing experience had little
to do with the politics of cloth. In another very short paragraph, the first–person
singular is used eight times, privileging the author in the narrative. Employed
occasionally the embodied voice can be powerful and rich, but here it can feel
excessive.

There is much to admire in Fabric: The Hidden History of the Material World.
Finlay handles description well and sections are deeply researched. There is an
excellent 17–page selected bibliography and a good index (which should never be
underestimated). The zeal is evident across every page — might this be its biggest
limitation or its greatest strength? To answer this will depend on the reader’s
palate. The good storyteller is multi–dimensional and constant enthusiasm can be
wearying. That is not to take away from Finlay’s labour and diligence, and as a
source book for a general readership, Fabric is bountiful.
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unit, and examines and chairs PhD researchers throughout their interim and final
examinations. She currently supervises five PhD researchers in design history,
textile history, and material culture. She has published with Routledge and
Bloomsbury and regularly undertakes review work for journals such as Fashion,
Film & Consumption, Text, Co–Design, and Textile History.
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Material Lives: Women Makers and
Consumer Culture in the 18th
Century, Serena Dyer, Bloomsbury,
London, England, 2021, Glossary of
Sartorial Terms, Notes, Bibliography,
Index, 114 Colour Illustrations, 252
pages, Softback, £26.99.

Material Lives: Women Makers and
Consumer Culture in the 18th
Century is the newest offering from
Serena Dyer who works as a Lecturer
in History of Design and Material
Culture at De Montfort University in
Leicester, United Kingdom. She has
previously been a Curator at the
Museum of Domestic Design and
Architecture and has published on a
variety of subjects, but Dyer’s work focuses on aspects of material culture. Her
book Material Lives is a perfect example of her continued work in this field,
highlighting her talents as a researcher, academic, and a material culturist.

Divided into six chapters, Material Lives is a quick and enjoyable read. In the first
chapter, Dyer situates her work at the intersection of historians and material
culturalists like Jules David Prown, James Deetz, and Igor Kopytoff and feminist
writers like Rozsika Parker. In this chapter, Dyer argues that due to their station
in a patrilineal Western society, most women did not leave behind a substantial
written record. Instead, these women left rich narratives of their lives through
various forms of making. These stories can easily be understood through an
examination of these material archives. To illustrate this point, Dyer examines the
material records left by four European women of means. While each of these
women were brought up under similar circumstances, they recorded their
experiences in different forms of making and thus produced unique records that
straddle the “division between people who made things and people who bought
things” (p. 3). This is what Dyer calls the producer/consumer binary.
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In Chapter 2, Dyer considers the swatch collection of Barbara Johnson. This
chapter details Johnson’s life as an English woman (1738–1825), but the major
focus is, of course, the ledger book that was begun by both Johnson and her
mother. This ledger was filled with over 120 textile swatches used to make
Johnson’s clothing throughout her life. In addition to the swatches, Johnson
pinned to some of the ledger’s pages an assortment of fashion plates that
chronicle the changes in fashion that would occur throughout the 77 years that
the ledger covers. Most relevantly for her overall thesis, Dyer uses Barbara
Johnson as an archetype to illustrate the importance of material literacy. In the
case of Johnson’s ledger, her material literacy is seen in the handwritten
descriptions that accompany each swatch. Although these descriptions are not
standardised, as Johnson grew older each entry would contain more detailed
information. Unfortunately, this chapter contains only a few images of the pages
of Johnson’s sartorial account book, but this may be due to the ledger’s
accessibility via a facsimile of the extant book created by The Victoria and Albert
Museum.

In Chapter 3, Dyer addresses the watercolours of Ann Franklin Lewis. Born into
a prominent English family, Lewis played many of the roles filled by high–born
women of the eighteenth century. Her connection to social elites afforded Lewis
many privileges throughout her life, but it did not protect much of her written
record from the degradation of time. Fortunately, her collection of watercolours
has survived, and they are able to reveal a great deal of information about both
Lewis and her life. Lewis created a total of 32 watercolours, most of which are
featured in Material Lives. Each image is labelled “dress of the year,” followed by
the year in question, spanning 1774–1807. These images pull inspiration from the
fashion plates that were so popular throughout the eighteenth century and act as a
“microcosmic social, cultural and fashionable time capsule” of Lewis’ life (p. 49).
Dyer shows the reader that these snapshots of Lewis’ existence record much
more than 32 years of fashion. They “encapsulate an emotive, skilled and
culturally engaged biographical narrative told through dress” (p. 50).

In Chapter 4, Dyer covers the work of Sabine Winn. Originally born in
Switzerland, Winn moved to England after marrying Sir Rowland Winn. Because
of Winn’s position among English peerage, there remain over 500 boxes of
documents in the family archive, but very few of those documents contain her
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words or thoughts. What survives and is wholly Winn’s are the “dressed prints”
that she created inserting textiles in the negative spaces created by her cutting out
the garments in fashionable prints. Dyer shows the reader that both Winn’s
emotions and her personal self can be seen in the 16 prints in the collection of
the National Trust. Each “dressed print” reveals Winn to be both a “skilled
maker as well as an avid consumer” (p. 123).

In Chapter 5, Dyer considers a style of material archive unlike any covered in the
previous chapters: the doll clothes made by Laetitia Powell. Unfortunately, other
than the records of her birth, marriage, and death there is no further information
on Powell in English records. This makes the 12 surviving dolls that she dressed
even more important, as they are the only autobiographical windows through
which we can view Laetitia Powell’s life. These 12 dolls dressed over a period of
47 years offer an image not only of Powell herself, but also of the fluidity between
“the consumer and the maker” (p. 161). Dyer states that the most important of
these dolls is her wedding doll, made in 1761. According to family lore, it was
created from scraps of Powell’s own wedding gown (worn that same year) and is
exacting in its representation of Powell’s wedding ensemble in miniature.
Throughout this chapter, Dyer discusses how these dolls represent a continued
education in both sartorial skills and style and emphasises that these doll clothes
are a way to glance into the many phases of Powell’s life.

In Chapter 6, Dyer drives home the fallacy of genteel women being passive
consumers in an ever–advancing marketplace. She argues that they were instead
active in their consumption of textiles and prints, manipulating and altering,
remaking and reusing these items “after their point of purchase” (p. 191). She
also reenforces that, despite the important stories held within these artefacts,
material archives are vastly under studied because of the often–patriarchal bent of
European history and because these material archives defy traditional
categorisation.

Material Lives is beautifully illustrated throughout. Each woman’s material
archive is pictured throughout each chapter, though the chapters that focus on
Lewis and Winn are more image heavy. Dyer also includes a very helpful glossary
covering many of the terms that may be unfamiliar to those new to eighteenth
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century fashion studies. This book is perhaps most appropriate for scholars of
eighteenth century material culture, but is accessible by the general history
enthusiast. In all, Material Lives would make a handsome and useful addition to
any personal library.
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Shaping Femininity: Foundation
Garments, the Body and Women in
Early Modern England, Sarah A.
Bendall,
Bloomsbury,
London,
England, 2022, Acknowledgements,
Notes, List of Abbreviations, Glossary,
Bibliography, Illustrations, Index, 150
Colour Illustrations, 352 pages,
Softback, £27.99.

Dr. Sarah A. Bendall’s recently
published book Shaping Femininity:

Foundation Garments, the Body and
Women in Early Modern England
addresses a substantial gap in the study
and research of historical dress. Early
Modern foundation garments have
not yet been the subject of a single,
comprehensive monograph and their role in society has been little elaborated
upon by both present and past scholars, so it is high time that a volume dedicated
to the subject was published. Dr. Bendall is a material culture historian who
obtained her PhD from the University of Sydney in 2018. She is currently a
Research Fellow at the Institute for Humanities and Social Sciences at ACU
Melbourne and has published numerous articles on her research about Early
Modern women’s clothing. This monograph is based on her doctoral research.

By focusing on Early Modern foundation wear, primarily on bodies, defined by
the author as “torso–covering garments designed to hold the female body in a
conical shape, specifically by compressing the stomach and flattening or raising
the breasts” (p. 3), and farthingales, “skirt shaping undergarments that enlarged
the lower half of the female body” (p. 3), Dr. Bendall builds a comprehensive,
engaging, and thoroughly researched picture of why such items of foundation
wear were worn, how they were made and used, how they were obtained by
members of varying social classes in the sixteenth and seventeenth centuries, and
most importantly perhaps how they were linked to Early Modern ideas and ideals
of femininity. The book is easy to follow and visually compelling with 150
illustrations, including oil paintings and engravings, reproduced in their original
colours.
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The book is thematically divided into seven clearly organised chapters, each
addressing a specific theme around the concept of the Early Modern female
body: “1. The Foundations of the Body: Foundation Garments and the Early
Modern Female Silhouette,” “2. The Artificial Body: Courtiers, Gentlewomen
and Disputed Visions of Femininity, 1560–1650,” “3. The Socially Mobile Body:
Consumption of Foundation Garments by Middling and Common Women,
1560–1650,” “4. The Body Makers: Commissioning and Making Foundation
Garments in Early Modern England,” “5. The Everyday Body: Assumptions,
Tropes and the Lived Experience,” “6. The Sexual Body: Eroticism,
Reproduction and Control,” and “7. The Respectable Body: Rising Consumption
and the Changing Sensibilities of Late Seventeenth– and Early Eighteenth–
Century England.” Each chapter is engagingly written with the key concepts and
research methods presented in such a way that even readers who possess no prior
knowledge of Early Modern fashions can understand the author’s message.

Where this work truly shines is in Dr. Bendall’s presentation of her own practical
work in the field of experimental history and her interpretation of the ongoing
“embodied turn” in dress history. The book features six reconstructions made by
the author using two different methodological approaches: reproducing surviving
seventeenth century bodies using their exact patterns and dimensions, and a more
experimental approach combining archival research with visual sources and
knowledge of Early Modern sewing techniques to recreate two French
farthingales of which no examples are known to have survived. The significance
of these reconstructions is bolstered by the high–quality images of them being
worn by a living model demonstrating how these garments mould, support, and
modify the wearer's body.

Through her use of visual and written primary sources (including letters, ledgers,
and literary works), Dr. Bendall demonstrates irrefutably that women’s
foundation garments were inseparable from the contemporary interpretation and
observations of female bodies. Early Modern femininity was defined by the
garments, which shaped and moulded the wearer. The author ends with a
powerful and pointed message that is still much needed in the study of fashion
history today: foundation garments were not instruments of torture or proof of
women’s “silly” fashion foibles, and to dismiss them as such undermines the
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agency of the women who wore them (p. 252). Early Modern perceptions of
femininity still effect the discourse about femininity and foundation garments
today, and until we can understand the nature and context of the foundation
garments worn in any given time period, we cannot understand how women
chose to (or choose to!) experience and display their own bodies.

This book is a valuable addition to the bookshelf of all dress history scholars and
enthusiasts and provides a wonderful insight into the complementary relationship
of experimental reconstructions and archival research.
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Patrick Kelly: Runway of Love, Laura
L. Camerlengo, Yale University Press,
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200 pages, Hardback, £35.00.

Published
to
accompany
the
exhibition at the de Young Museum
in San Francisco (23 October 2021–
24 April 2022), Patrick Kelly: Runway
of Love is the long–awaited
monograph on the ground–breaking
and celebrated fashion designer, Patrick Kelly, the first American and the first
Black person to be voted into the Chambre Syndicale, France’s prestigious
organisation of fashion designers. The publication celebrates the designer’s life
and work and offers a critical analysis of Kelly’s short but influential career. Laura
L. Camerlengo, author and curator, assembled a coterie of prominent academics
and fashion historians to reflect upon and analyse the different facets of Kelly’s
career thus forming the book’s narrative and basis of the various essays.

Patrick Kelly, born in Mississippi in 1954, was raised by his mother, aunt, and
grandmother whom he credited with being the “backbone of a lot of my tastes”
(p. 16). Kelly was best known for his joyful approach to fashion and often
decorated his body–conscious designs with three–dimensional elements,
including bows and buttons. In fact, buttons were a particular favourite. As a
child, his grandmother would replace the missing buttons on Kelly’s clothes with
mismatched ones, an aesthetic Kelly would later translate into his signature style.

After the foreword, the book opens with a touching tribute to Kelly from the late
American fashion journalist, stylist, creative director, and editor–at–large of
Vogue magazine André Leon Talley (1948–2022). Talley gives an intimate insight
into their relationship and shared experience; both men were Black and gay, and
both were trailblazers for African Americans within the fashion industry.
169

The Journal of Dress History

Volume 6, Issue 2, Summer 2022

Reflecting on the recent death of André Leon Talley in January 2022, this section
of the book creates a poignant moment for the reader, reminding them of Kelly’s
death in 1990 at the age of just 36.

The introduction to the main sequence of essays, written by Dilys E. Blum,
Senior Curator of Costume at the Philadelphia Museum of Art, offers the reader
a quick chronological biography of Patrick Kelly, detailing his humble beginnings,
his family life, and his meteoric rise and career trajectory from Mississippi to
Paris via Atlanta and New York. Blum, author of other titles such as Shocking:
The Art and Fashion of Elsa Schiaparelli (2003) and Roberto Capucci: Art into
Fashion (2011) was the curator responsible for the ground–breaking 2014
exhibition Patrick Kelly: Runway of Love at the Philadelphia Museum of Art (no
publication or catalogue was produced for this exhibition).

Throughout the publication, each essay provides us with a critical analysis of
Patrick Kelly’s work within a wider social context. Although the book is
formulated through a collection of essays, each one can be read individually.
However, as with many other publications that follow this format, as the reader
progresses through the text, a comprehensive flow of ideas and investigations
create a deeper understanding of Kelly’s life and work. Within the text, the use of
quotations and supporting images corroborates the various author’s ideas and
provides insightful extras into Kelly’s career at large.

One of the fundamental strengths of this publication is that four out of its five
essays are written by Black scholars and historians, providing a fascinating insight
through a diverse range of Black voices. The topics and discussions raised in their
chapters connect the authors directly to Kelly through shared experience, not just
from the perspective of race, but also from the view of sexuality and social
mobility. This approach provides the reader with a unique insight and connection
to the commentary on this pioneering Black fashion designer.

Fashion historian and independent curator, Darnell–Jamal Lisby, writes a
fascinating chapter on the influence of the Black Church, an integral element of
Patrick Kelly’s life experience and design aesthetic. Lisby’s analysis of Black
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Church principles of dressing and the importance of Sunday best corroborate
Kelly’s statement in a 1987 issue of People magazine: “The Black Baptists
Church on Sunday, the ladies are just as fierce as the ladies at Yves Saint Laurent
haute–couture shows” (p. 35). The following chapter written by Eric Darnell
Pritchard, Kelly’s biographer and Associate Professor at the University of
Arkansas, discusses Patrick Kelly’s queerness, but not through his identity as a gay
man, instead through his methodology, sighting Kelly’s “creative practise that was
decidedly and deliberately antinormative, or against the grain” (p. 37). One of the
most insightful sections of the publication is written by Assistant Professor of
queer studies at Virginia Commonwealth University, Madison Moore, who
explores Kelly’s use of racist iconography and memorabilia. Although his work
was fun and glamourous, it was also full of cultural and historical references. Kelly
was an avid collector of memorabilia that depicted offensive racial stereotypes. As
a designer, Kelly used this material ironically in an attempt to positively reclaim
their negative racial connotations. Moore goes one step further by explaining that
Kelly’s choice to reclaim this imagery was also linked to his queerness as a Black
gay man from the South, an interesting investigation when compared to the
previous chapter by Eric Darnell Pritchard. Sequoia Barnes, recent PhD
candidate from Edinburgh College of Art whose thesis explored Kelly’s
appropriation of racist imagery, pens the final essay and explores the special bond
between Patrick Kelly, the iconography of Josephine Baker (1906–1975), and
one of Kelly’s muses, Black modelling legend Pat Cleveland.

After the essays, the catalogue section of the publication is given over to the
creative genius and visually stunning designs of Patrick Kelly in the form of rich
colour illustrations, all courtesy of the Philadelphia Museum of Art. As previously
mentioned, this instalment of Patrick Kelly: Runway of Love at the de Young is
the second time this exhibition has been mounted. Originally shown in 2014 at
the Philadelphia Museum of Art, the institution that holds the Patrick Kelly
archive, no publication was produced to accompany the monographic exhibition,
therefore making this title a welcome addition to the lack of literature on Black
fashion designers.

Furthermore, the first–person interviews conducted and compiled by Laura L.
Camerlengo are another highlight. Recorded between 2012 and 2014 and
published for the first time, Patrick Kelly’s friends, colleagues, and collaborators
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share their treasured memories of happy times they shared with the designer. A
fitting conclusion to a publication dedicated to a designer who is famously
remembered as saying “I want my clothes to make you smile” (p. 7).

The achievements of Black designers have gone unrecognised and
underrepresented within the history of western fashion, which is all too often
Eurocentric and predominantly white. Patrick Kelly: Runway of Love is a tour de
force in kickstarting the need for more literature on Black fashion designers and
their trailblazing contribution to western fashion history. There is much to be
learned from Black designers and how their experiences and creative output has
shaped the fashion landscape. Long awaited and long overdue, this monograph
on Patrick Kelly will soon be joined by Eric Darnell Pritchard’s forthcoming
biography of the designer and will contribute further to highlighting and
celebrating true fashion visionaries who are often forgotten and marginalised.
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Gloves have featured across the globe
since the earliest of times and it is,
therefore, surprising that we have had
to wait until now for such an
enlightening, comprehensive, and
engaging book as Gloves: An Intimate
History. There has long been a gap in
the market for a text that addresses the
narrative and importance of this
ubiquitous
accessory
and
its
international significance over the
centuries.

Anne Green provides a splendidly fascinating insight into every facet of gloves
and not only their place in cultural history, but their unquestionable resurgence
today. This book comprehensively spans the fluctuating history of the glove in all
its guises and is unique in the fact that finally glove culture has been given the full
attention that it so rightly deserves.

The starting point is that gloves still attract our interest today as much as they have
ever done in the past. Green asserts that “gloves in brilliant colours and dazzling
designs are indeed increasingly in evidence” (p. 7). One of the first colour
illustrations is a “Red silk glove decorated with pearls, jewels, enamel plaques and
gold thread. The glove and its pair were made before 1220, probably in Sicily…”
(p. 6). This exemplifies the highly decorative styles being produced even then.
When Green later references an ornate designer glove from the contemporary
luxury fashion brand, Dolce & Gabbana, again encrusted with jewels and gold
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embroidery, the association between past and contemporary is clear, noting them
to be “reminiscent of the thirteenth century gloves…” (p. 199).

The author is Emeritus Professor of French at King’s College, London, whose
key interest of research is in the culture and literature of the second half of the
nineteenth century with published works including those on Gustave Flaubert.
Green takes the reader through an absorbing multidisciplinary, cross–cultural
exploration of this often–complex, contradictory item of clothing. We learn that
Flaubert himself had his own theories and opinions on gloves finding them to be
“strangely unsettling and enigmatic” (p. 119). Many examples of authors
referencing gloves are cited within the book, including Émile Zola, William
Shakespeare, Virginia Woolf, and J.K. Rowling, amongst others.

The book is a treasure trove of detailed research in which the author draws on an
impressive body of wide–ranging reference material that includes not only real
gloves, but those of a fictional origin, and this makes it a captivating read at every
stage. Having such a broad reach, gloves have had numerous representations in
film, art, poetry, and literature, and the book is brimming with examples of these
ranging from the Surrealists, to the film Dr. Strangelove (1964), and those
depicted in “an early fourteenth century illumination” (p. 24).

The topic of Gloves is vast and the book is structured with each chapter being
devoted to a particular aspect and context of gloves. Via each glove topic, the
author uncovers the social ideas, values, and lifestyles of the times. The topics
include the design and make of gloves, trade and manufacturing, their language
and role in communication, their close associations with love, gender,
superstition, and myth, to name but a few. Easy to read and with imaginative
literary and visual insights, the book takes an international perspective looking at
wide ranging issues such as the detrimental impact in the nineteenth century upon
the health of those engaged in the industry, noting “that leather glove–workers
had one of the lowest life expectancies of all artisans” (p. 76).

Green addresses gloves with their own intriguing tales as material objects,
designed for every imaginable application, in a profusion of styles and materials,
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including those for practicality and protection, such as for armed combat, sport,
or medical need. We learn of the repurposing of materials, to those incorporating
advanced technology, and those intended as statements of fashion. Green rightly
claims that “glove design constantly changes to keep pace with a changing world”
(p. 192).

The importance of the language and symbolism of gloves is addressed in great
detail supported by reference to illuminating examples across the centuries. The
huge variety of hidden meanings and symbolism of gloves is impressive and
includes status and authority, spirituality, politics, morality, passion, myth, and
magical powers. Green notes that “whether decorative or functional, gloves will
tell stories, as they have always done, and reflect the desires and preoccupations
of the times” (p. 201). It is clear from the examples in the book that gloves have
often held a multiplicity of messages and meanings.

The book is a visual joy containing sumptuous colour plates of not only gloves
themselves, but of those featured in advertisements, paintings, illustrations,
sculptures, photographs, and quarterly magazines of their day depicting the latest
fashions, ranges of styles, and associations with social etiquette. Many curiosities
and insightful examples are drawn from across the world and centuries, including
the gloves found in Tutankhamun’s tomb, Neil Armstrong’s glove from the
Apollo 11 Moon landing, ritual dance mittens from Alaska, and highly decorative
gloves incorporating lace, embroidered imagery, or suffused with perfume, to
name only a few. Who knew that humankind had designed and produced with
such inventiveness, skill, and craftsmanship such a broad variety of gloves with
such a range of contradictory meanings?

Throughout the book, the historic is juxtaposed with contemporary examples of
gloves. Whether worn, held, or thrown down as a challenge, gloves have
encouraged a wide range of responses, and their role as a means of cultural and
social expression is thoroughly addressed throughout the book. Green draws our
attention to the fact that, although gloves have mostly been closely associated with
“positive qualities” (p. 175), so too have they held negative connotations and,
therefore, comments that “gloves have attracted disapproval and distrust since
earliest times” (p. 175).
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This really is an excellent and unique book that is thoroughly engaging, accessible
and a delight to read. It will both appeal and be relevant to a wide variety of
people interested in fashion, social history, historical culture, glove craft, identity,
and those looking for a comprehensive illustration of all aspects of gloves and
their place, not just in history, but their relevance in society today. There is an
impressive use of both reference material and wonderful imagery which make this
book completely engrossing and absorbing with each chapter brimming with
enlightening content. Green asserts at the very outset that “The dictionary may
define a glove as a ‘piece of clothing that is worn on the hand and wrist for
warmth or protection, with separate parts for each finger’, but as this book aims to
show, gloves are very much more than that” (p. 11). Gloves: An Intimate History,
without question certainly achieves this by presenting the reader with new
perspectives on this very important and wonderful accessory.
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Stefana Sabin’s In the Blink of An

Eye: A Cultural History of Spectacles
covers the development of eyeglasses
from their origins as a medical remedy
to a sociological phenomenon and,
ultimately, to a modern fashion
statement The work leads us through
eras where eyeglasses were only for
the wealthy and intellectual elite, to
the present day where they are
universally available and relatively
inexpensive. This “paradigm shift”
sparked the evolution — or “gradual
revolution” — that also contributed to the formation of cultural viewpoints and
stereotypes of eyeglasses and their wearers in various socio–political spheres (no
pun intended).. The effects of the gradual revolution of spectacles are likened to
those of other industrial revolutions such as letterpress printing, mechanisation,
automation, and digitisation. Sabin argues that the shift caused by the
development of eyeglasses and their wearers “fostered the development of
civilisation by more than doubling working life, permitting greater precision and
enabling professions relying on reading, writing and calculation to emerge and
thrive” (p. 7).

German author Sabin’s previous works include several edited anthologies of
prose along with biographies of Andy Warhol and Gertrude Stein, all exhibiting
her expertise in the study of the humanities. Using this background, Sabin
successfully blends works of art and literature to trace the evolution of spectacles.
She breaks down her analysis into eight small chapters, with each chapter building
on the mechanical enhancements, uses, and scope of wearers of eyeglasses from
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the previous. In the first three chapters, Sabin relies on classic humanities analysis
methods and theory, walking the reader through descriptive narratives of works
by Italian Renaissance artist Raphael and Baroque painter Carlo Dolci, through
the invention of the Gutenberg’s letterpress in 1445. This invention proves to be
a major contribution to the expansion of eyeglasses as an industry. During the
preceding decades, glasses were used mainly by those in professions requiring a
great deal of reading and writing such as scholars and monks. The letterpress,
however, increased general book production, and, thus, the need for more glasses
used for leisurely reading by a wider audience.

Chapters 5 and 6 describe the effects of the larger demand on the industry of
eyeglasses, mainly noting that “…the eighteenth century saw spectacles begin to be
fitted with lenses adapted to individual needs. At the same time demand shifted,
as spectacles were regarded not only as a vision aid but as a fashion accessory.
Glasses were now made with the style of the time taken into account” (p. 58).
Indicative of the shift from vision aid to fashion accessory, colonial–era America
saw many public and political figures such as Benjamin Franklin and George
Washington featured in portraits wearing spectacles, likely due to bifocals
becoming popular in Parisian society. With this evolving viewpoint, the next
chapter moves into the nineteenth century, citing character development with the
use of spectacles as a literary tool in works by American writers Edgar Allan Poe
and Nathaniel Hawthorne and English writer Charles Dickens. Glasses would
now conjure images in the reader’s imagination of “competence, seriousness, and
wisdom” (p. 74).

The final two chapters bring the reader into the present day via images of Marcie
from Howard Schulz’s Peanuts cartoon series, superhero Clark Kent/Superman,
and literary icon Harry Potter. The social and cultural view of eyeglass wearers is
the key focus of the finale, citing the use of glasses by United States presidential
candidates in political campaigns, the changing views of beauty regarding women
who wear glasses, and the place of eyeglasses in overall popular culture.

In the Blink of an Eye is a short, quick, entertaining overview of the social and
cultural evolution of an often–overlooked artefact and will be most enjoyed by
those who view the humanities holistically as the convergence of the people,
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places, and practices expressed within its disciplines. It will particularly appeal to
those with interests in art history and literature, as well as those who study
material culture and dress history. Any general background knowledge of and
appreciation for literature and art history would certainly add to the reader’s
enjoyment. The author often makes assumptions about the source pieces that
some readers may not have the relevant understanding to be able to easily
connect artist with subject or period. This is sometimes easily remedied by the
images and quotations included, but could be a slight shortcoming when
considering a possible larger overall readership. While the book is too physically
small to be considered a coffee table book, it is just as visually appealing and
thought–provoking. Other works with similar topics for further reading on the
popular culture aspect of the subject matter include Making a Spectacle: A
Fashionable History of Glasses by Jessica Glasscock and Through the Looking
Glasses: The Spectacular Life of Spectacles by Travis Elborough.

Copyright © 2022 Kelly White
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history, cultural history, and material culture. She is the Curator of the Brunswick
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Exhibition Reviews

Exhibition reviews are an important part of The Journal of Dress History. From
dress to accessories to textile themes, hosted by small or large venues, the journal
provides an inclusive range of exhibition reviews, written by students, early career
scholars, and established professionals.
If you have a comment about a published exhibition review——or a suggestion for
a new exhibition that should be reviewed in The Journal of Dress History——
please contact exhibitions@dresshistorians.org.
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Helmut Newton: In Focus, Jewish Museum of Australia: Gandel Centre of
Judaica, Melbourne, in partnership with the Helmut Newton Foundation.
29 April 2022 – 29 January 2023. $34.00 AUD.

Robert Rosen: Glitterati, Powerhouse Museum, Sydney.
26 August 2021 – 19 June 2022. Free entry.

‘Photography’ is a word of broad application. As a term it doesn’t divulge
anything explicit about the context in which it’s experienced whether it be in
albums, in magazines and tabloids, on social media or framed and mounted on
gallery walls, or about the technical process itself. Its multiple genres, too
numerous to list, range from portraiture and photojournalism, to fashion, social
and documentary photography, from landscape and architecture to street
photography, as well as the more fetishized erotic and boudoir photography, a
field of practice that has inspired as much desire as it has disapproval. Now two
exhibitions offer up a dual portrait of two photographers whose practices blur the
thin line between the categories as well as reflecting the era in which they were
active, Robert Rosen: Glitterati at the Powerhouse Museum, Sydney, and Helmut
Newton: In Focus at the Jewish Museum of Australia, Melbourne.
In both cases, Rosen and Newton came to Australia from a position of
‘outsiders’. Rosen was born in 1953 in Cape Town, emigrating to Australia with
his family in 1960 to settle in suburban Melbourne. He was handed his first SLR
Pentax 35mm camera by his art teacher, Roy Irvine, at Melbourne High School
having been told he would never be a painter. Over the course of his four decade
peripatetic career, he documented the social scenes of London, Paris, Sydney
and Melbourne photographing celebrities at fashion runway events, nightclubs,
parties and concerts for local and international media including Harper’s Bazaar
and Marie Claire magazines as well as the Ritz Newspaper and the Rag Times,
amongst others. Beginning as a freelance photographer in Sydney he soon
moved to London where he became a fixture of the social scene working as the
official photographer for the Embassy Club in Mayfair as well as Studio 54.
Rosen became known for his unobtrusive style and his intimate and unguarded
portraits of celebrities made possible by his interpersonal behind the scenes
relationships.
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Newton, then Helmut Neustädter, was born in 1920 to a Jewish German family.
An aspiring photographer he was apprenticed to Else Neulander Simon, before
fleeing Hitler’s Reich and landing in Australia in September 1940 via Singapore.
He was interned on arrival at Tatura, Victoria remaining there for almost 18
months before being released for war work as a ‘refugee alien’. Following his
discharge, he set up a photographic studio in Melbourne and formally changed
his name to Helmut Newton by deed poll on 4 December 1946. Initially his
portraits and wedding photography paid the rent but when his wife-to-be
Australian model and actress June Browne joined the studio in 1947 as a sales
assistant, he was able to concentrate more fully on fashion work and portraiture.
By the mid 1950s he was working for Australian, British and eventually French
Vogue where he was to develop a style that transcended genres embodying
glamour and elegance with aspects of voyeurism and fetishism.
Both exhibitions are immersions into the world of the photographers. In 2014
Rosen gifted a significant portion of his archives to the Australian fashion
collection of the Powerhouse Museum and Glitterati is the first time the Museum
has presented his oeuvre. Featuring some 1100+ subjects and 974 images the
exhibition is an exhaustive survey covering Rosen’s early career in Paris and
London from the runway shows of designers such as Zandra Rhodes and Yves
Saint Laurent to portraits of Australian and international celebrities, as well as
polaroids from Rosen’s personal archive, dating from 1980-2000 of Divine, Paul
McCartney and Yoko Ono amongst many others.
The Museum’s press release describes the exhibition as “providing a unique
insight into Australian and international culture through his [Rosen’s] distinctive
lens.” In this the exhibition falls disappointingly short. A more critical curatorial
approach and in-depth look into his practice would have made for a richer more
rewarding experience. While this is an ambitious marathon of an exhibition, the
minimal labelling and interpretation combined with the overpowering wallpaper
presentation and sheer volume of celebrity photographs contributed to an
uncomfortable sense of narcissism and privilege. A tighter more focussed
exhibition would have captured the warmth, wit and intimacy that he evidently
cultivated with his subjects. Rosen’s practice was built on trust and while he is at
pains not to be associated with the paparazzi, noting that “I’ve never published a
bad photo of anybody” (Lee Tulloch, Access all areas: the Australian
photographer celebrities embraced, Sydney Morning Herald, Oct 15, 2021), in
the context of today it would have been interesting to explore the role of the
paparazzi, of social media, of the corporatisation of fashion, and the culture of
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celebrity as well as giving broader context to the social, political and economic
environment of the times he was active. How Rosen sat in relation to his peers,
such as Bill Cunningham would have also provided further insights. As it was the
exhibition failed to give much more than a superficial glimpse of this astute
photographer whose practice evocatively captured the hedonism of the 80s and
90s and who blurred the boundaries between portraiture, fashion,
photojournalism and social photography.
In contrast, In Focus was illuminating on several fronts. While Newton’s 20 years
in Australia are less chronicled, he and his wife, June were nonetheless active
contributors to Melbourne’s thriving performing arts and fashion scene.
Newton’s clientele included George’s Department Store, Hartnell of Melbourne
and the Australian Wool Board amongst others. The exhibition not only
highlights Newton’s life in Australia as well as the strong personal and
professional relationships he established but it also documents his life as a
refugee. A story that resonates for many families within the Australian Jewish
community. The inclusion of his German passport stamped J for Jew is especially
poignant. What is clear is that his formative years in Australia paved the way, as
writes Senior Curator and Collection Manager, Eleni Papavas in the extract for
the launch, “for the refinement and evolution of his work in Paris and New York
and the iconic, world famous, celebrated and much discussed campaigns for the
like of Yves Saint Laurent, Calvin Klein and Givenchy”.
The exhibition reflects the major genres in his oeuvre, fashion, the nude and the
portrait, and includes the entire sequence of the Private Property portfolio, 45
b&w photographs from the period 1972-1983 on loan from the Helmut Newton
Foundation, Berlin. While much has been written about the sadomasochistic,
erotic and provocative nature of his photographs, for this reviewer at least there is
something inherently powerful and defiant about the women he portrays. His
work blurs the boundaries between decadence and elegance with each
photograph suggesting a backstory that we as the viewer are invited to interpret
and decipher.

In Focus clearly communicates the cultural, social and historical framework that
informed Newton’s life and practice painting a picture of a rich, complex, creative
life. While Robert Rosen remains a somewhat enigmatic figure in Glitterati, the
exhibition nonetheless captures his exuberance and joy and passion for life. What
both exhibitions do is to remind us of the power in the eye of the lens, about how
we as a society voraciously consume images and ultimately, “if one considers in
what contexts photographic images are seen, what dependencies they create, what
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antagonisms they pacify…. whose needs they really serve” (Susan Sontag, On
Photography, Penguin Books, 1977, pp.178).

Copyright © 2022 Dolla Merrillees
Dolla Merrillees is a writer, curator, cultural producer and public speaker. She
brings a wealth of national and international experience to her work having had
senior roles in large scale festivals, museums, cultural spaces as well as the tertiary
sector. Merrillees is currently the Director Western Sydney Creative, Western
Sydney University and is a PhD candidate in narrative non-fiction, University of
Kent.
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Ravishing: The Rose in Fashion, Curated by Amy de la Haye and Colleen Hill,
for Museum at FIT, New York, New York, 6 August 2021–28 November 2021,
Tickets free.

The enigmatic relationship between beauty and danger has long tantalised fashion
and fashion historians. Nothing encapsulates this juxtaposition more than the
rose, the subject of The Museum at the Fashion Institute of Technology’s latest
exhibition, Ravishing: The Rose in Fashion. Open from 6 August 2021 to 28
November 2021, the show was originally planned for Autumn 2020 and was the
museum’s first exhibition since temporarily closing due to the COVID-19
pandemic. Curated by Amy de la Haye, Rootstein Hopkins Chair of Dress
History and Curatorship and Joint Director of the Centre for Fashion Curation at
London College of Fashion, and Colleen Hill, curator of costume and accessories
at The Museum at FIT, the exhibition presented more than 130 garments and
accessories from c.1750 to the present.

The curators arranged Ravishing: The Rose in Fashion in two parts—a “Rose
Garden of Hats” and a “Rose Garden of Fashion”—across the museum’s lowerlevel, special-exhibition galleries. While the museum is wheelchair accessible, and
large-print label-copy binders were available, audio tours were not offered. For
those with disabilities or special needs, exhibition tours could be scheduled with
advance notice. Visitors may find lighting levels low, though the objects
themselves were well lit.

In the “Rose Garden of Hats,” the focal point was a 360-degree display case
enclosing exquisite headpieces, the majority of which were from the museum’s
permanent collection. Many were on view for the first time. The exhibition design
was an elegant interpretation of the cultivated garden. Green archways and
pergolas provided enchanting viewpoints and backdrops for cloches, turbans,
berets, bonnets, and picture hats by the likes of Stephen Jones, Schiaparelli, Saks
Fifth Avenue, and more. Each object was supported by angular, stem-like plinths
at varying heights. While exhibition visitors will recognise most designers in the
“Rose Garden of Hats” gallery, there were many milliners on display, such as the
American Mr. John and the French Rose Valois, that are far from household
names today, which reflect the hat’s decline. As the case was densely populated
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with hats organized thematically, object labels did not include much more than
basic identifiers. However, the hats’ sheer craftsmanship and diversity spoke for
themselves.

As illustrated by a dedicated wall text, there was a particular emphasis on artificial
flowers which adorned many of the hats on view. The artificial flower industry
flourished from the 1860s to the early 1960s, and more than 90 percent of its
workforce was female. The museum also dedicated a case to photographic
portraits dating from the 1850s to the 1920s that depicted men and women
posing with real and artificial roses. No extant corsages or boutonnières, like
those in the images, were on view, prompting one to consider the extent to which
these flowers have been lost to history.

In the “Rose Garden of Fashion” gallery, ensembles similar to those in the
photographs were appreciated amongst black pergolas surrounding fashions on
slightly elevated platforms. The walls featured quotes by authors and playwrights,
as well as projections of roses. This gallery’s introductory text stated that the walls
were painted “in a soft violet hue to evoke dawn or dusk, a time when roses are at
their most fragrant.” It also noted that due to conservation and health and safety
regulations, scent could not be incorporated into any of the galleries. Instead,
object labels were marked with a red perfume-bottle icon indicating that the
designer or company has released a rose-scented fragrance.

While certain garments featured roses in a literal sense, others offered abstracted
takes on the flowers’ form. The garments were grouped primarily by colour,
which provided unexpected dialogues between ensembles dating as far back as a
c.1735 silk robe à la française and as recently as rising designer Claudia Gisèle
Ntsama’s unravelling hemp dress from Spring 2021. Unlike the “Rose Garden of
Hats,” many object labels in this gallery featured expanded texts. However, one of
the exhibition’s few weaknesses was that colour-grouping labels and object labels
were given equal weight in terms of their scale and placement on the platform.
Spotlighting colour groupings on the wall or via more prominent vertical signage
would have helped delineate sections.
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The opening grouping, “The Red Rose: Crimson Joy,” took its name from a
1794 poem by William Black and presented rose-themed fashion in its most
overt form. Pieces by Christian Dior (who in 2021 also had its own rose-themed
book and exhibition in France) and Valentino featured prominently. Halston’s
1980 “American Beauty Rose” evening dress contrasted tailored suits with
dramatic rose-shaped sleeves with designs by Comme des Garçons and Sarah
Burton for Alexander McQueen.

In “White and Pale Pink: Most Pure Roses?” visitors learned of the flower’s
connection to rites of passage, specifically the pale rose’s association with youth
and virginity, as illustrated by Charles James’s 1937 “La Sylphide” debutante
dress. Other dresses ranged from a c.1840 Spitalfields silk ensemble to an
ethereal Alexander McQueen dress from the Spring 2007 Sarabande collection.
Also on view was a c.1914 evening dress by Lucile, whose signature was the rose.

The “Black: Transgressive Rose” section label discloses, “there are no truly black
flowers in nature.” However, the black rose in particular, has come to symbolise
“fated love, tragedy, deathliness, and death,” particularly in the 19th century when
artificial black roses were worn for mourning. The flower’s frequent depictions in
lace garments evoke a seductive, occasionally subversive glamour, as illustrated by
Balenciaga’s c.1963 cocktail ensemble, and a 1997 evening pantsuit by Alexander
McQueen, whom the object’s text calls “fashion’s rosarian.” Other pieces
included a 1968 paper Poster dress by Harry Gordon and a 2013 Thom Browne
coat dress.

The final section, “Mixed Bunch: Yellow, Blue, and Other Roses” was where
many of the men’s and gender-neutral looks on view challenged the rose’s
contemporary connotation as feminine. Items ranged from 18th-century
waistcoats to Charles Jeffrey Loverboy’s 2019 “Rose-Scribble” coat, which
hearkens back to London’s 1980s queer club scene. There was also one small
case containing shoes, fans, handbags, and other accessories on stem-like plinths
similar to those in the “Rose Garden of Hats.”
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As the first socio-cultural examination of the rose in fashion, this exhibition
endeavoured to include not just a visual encyclopaedia of flower-inspired
garments and accessories spanning centuries, but it also contributed to
conversations on sustainability, gender, and labour exploitation, amongst other
subjects. While it would be nearly impossible to cover each of these in detail in
an exhibition of this size, there was an accompanying catalogue, titled The Rose
in Fashion: Ravishing (Yale University Press, 2021), which offered a significant
expansion of these myriad topics and others, such as the rose in jewellery. In
place of its annual symposium, The Museum at FIT held a virtual event directly
relating to the exhibition during April 2021. Additionally, many thoughtprovoking talks, which ranged from contextualising the rose in perfume history to
a conversation between co-curator de la Haye and image maker Nick Knight
about his preoccupation photographing roses, can be accessed by the public on
the museum’s YouTube channel.

Especially when combined with these additional resources, Ravishing: The Rose
in Fashion was a thoughtfully conceived and irrefutably picturesque exhibition
that demonstrated how to take a very specific theme beyond its literal
representation. Despite being nearly a year delayed because of the pandemic, the
exhibition was well worth the wait for the charming and historical “Rose Garden
of Hats” alone.
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Recent PhD Theses in Dress History

The Association of Dress Historians (ADH) is proud to support scholarship in
dress history through its international conferences, events such as ADH
members’ tours, and publication of The Journal of Dress History. We are
passionate about sharing our knowledge with you. Our mission is to start
conversations, encourage the exchange of ideas, and expose new and exciting
research in the field to all who appreciate the discipline. To that end, the
following is a recurring article, which includes an updated selection of recently
completed PhD theses titles and abstracts in dress history. This list is important as
it illustrates new, cutting–edge research in dress history that is currently being
executed by PhD candidates, listed in this article in alphabetical order per
surname.
This list of recent PhD theses titles and abstracts includes theses in dress history
that are registered at The British Library, London, England, the official theses
repository of the region in which The Journal of Dress History is published. The
titles and abstracts were taken directly from the published thesis entry on The
British Library website. Most of these theses are available for immediate
download, in full and for free, through The British Library portal,
http://ethos.bl.uk.
Additionally, this article includes those PhD theses titles and abstracts of ADH
members whose theses are not registered at The British Library. If you are an
ADH member and would like your PhD thesis title and abstract included in the
next issue of The Journal of Dress History, please contact
journal@dresshistorians.org.
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