
PAGNE AND WRAPPER The wrapper, called by
the French word le pagne in Francophone West African
countries, is a cloth about 59 inches by 98 inches (150
cm by 250 cm). In its main use, it is wrapped around the
hips and rolled over on itself at the waist to form a skirt.
Worn throughout West and Central Africa, it belongs to
that large class of clothing that is not sewn but wrapped
around the body. Found the world over, this class in-
cludes the sarong, kain, kanga, sari, shuka, and toga. 
Although traditionally made of strip or broadloom hand-
woven cloth, wrappers can also be made of hand-dyed or
factory-printed cotton, as well as silk and rayon.

Gendered and Ethnic Styles
In the seventeenth and eighteenth centuries, men wore
wrappers, but by the twentieth century, they became,
with a few notable exceptions, exclusively women’s wear.
Exceptions to this gender rule are certain ethnic groups,
including the Kalabari, of Nigeria. Here men’s formal
dress includes an ankle-length wrapper worn with a long
or short shirt, depending on one’s rank. The outfit is
topped with a bowler hat.

As women’s wear, the wrapper usually comes to the
ankle, but is worn with different upper garments in Fran-
cophone and Anglophone countries of West Africa. In
Senegal and the neighboring Francophone countries
Mali, Guinea, and Benin, the pagne is worn with elegant
long garments, the grand boubou or a long, loose dress
called the ndoket. A head-tie finishes the outfit. While
these long garments hide most of the pagne, it is also worn
with short garments: a loose blouse with puffed sleeves
called the marinière, or a fitted top with a flounce at the
hip and puffed sleeves called the taille basse. One grace-
ful style in these countries is the two wrap or deux pagnes.
With a marinière and one pagne worn as a long skirt, the
second, matching pagne is wrapped tightly around the
hips and tied.

Historical Changes in Style
In the early part of the twentieth century, when Sene-
galese women wore their boubous hip or knee length, the
pagne was a stronger visual focus for both the aesthetics
and the symbolism of dress. Cloth was a major form of
wealth, as well as a principal medium of artistic expres-
sion. In order to show their status and taste, Senegalese

women wore three pagnes, layered in three different
lengths. The three contrasting pagnes were made of hand-
woven, hand-dyed, and factory-printed fabrics. After
World War II, the grand boubou, reaching almost to the
ankles, came into fashion for women. The pagne, almost
hidden, became less of a focal point. In the latter part of
the twentieth century, elegant fashion demanded a sin-
gle pagne of the same fabric as the boubou and head-tie,
either richly dyed or in Holland wax.

Differences in Use of the Pagne
In Nigeria, where the upper garments are usually short,
and where weaving and dyeing are complex arts, the
wrapper has retained its strong visual focus in the over-
all outfit. Luxurious, handwoven either on strip looms or
broad looms, intricately dyed with resist patterns, or in
solid colors of rich silk, wrappers, called Iro, can be used
in many styles. For elegant occasions they can be worn
with a short overblouse of rich fabric, often of lace. In
several ethnic groups, women dress for ceremonial occa-
sions in a style called “up and down.” For this outfit, two
matching cloths are wrapped around the body, one at the
waist, the other under the arms. They can also be
wrapped at the waist, one knee length and one ankle
length. In addition, urban women in Nigeria can adopt
a style in which a handwoven wrapper is gathered around
the middle of the body over a Western dress. The out-
fit is topped with a matching head-tie.

This overwrapper style differs from the deux pagnes
in a way that epitomizes the differences in culture, na-
tionality, and age. The overwrapper is a form of elegance
worn by older married Nigerian women to demonstrate
their wealth and social position, and is tied loosely around
the waist to show off the expensive, heavy cloth, woven
in stripes. The deux pagnes or two wrapper, by constrast,
is made of either dyed or factory-printed cotton cloth
that is lightweight, more supple, and clings to the body.
The style is worn in West and Central Africa by younger
women, whose body contours, graceful carriage, and
swaying gait show themselves to good advantage in the
tightly wrapped second pagne.

Cultural and Sexual Symbolism of Pagnes
In Senegal, a second, knee-length pagne, called in Wolof
a bethio, is worn as an underskirt and seen only in intimate
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meetings with a lover or husband. A focus of erotic fan-
tasy and innuendo, the bethio plays a strong role in the art
of seduction, for which Senegalese women are famous. It
is also a product of women’s craft. Usually in solid col-
ors, and often white, the bethio is made of various hand-
worked fabrics. One such fabric is a factory silk, or more
often polyester, with hand-cut eyelet patterns and silver
or gold embroidery. Another fabrication is made of per-
cale, hand embroidered with heavy thread in bright col-
ors. For a third fabrication, women crochet the bethio in
fine yarn.

But most important, the pagne or wrapper, as an end-
lessly versatile piece of cloth, is symbolically fundamen-
tal to human culture itself. In Wolof, the principal African
language of Senegal, the word for pagne is séru, which
means simply “cloth.” When a child is born, it is imme-
diately wrapped in a pagne, and as an infant it is carried
on its mother’s back in a pagne wrapped around her up-
per body. When a woman in Senegal marries, her friends
veil her head in a pagne before they take her on her jour-
ney to her husband’s house. When a person dies, he or
she must be wrapped in a white percale pagne. A symbol
of wealth, sexuality, birth, death, and marriage, the pagne
is a rich focus of visual aesthetics and multiple meanings.

See also Africa, Sub-Saharan: History of Dress; Boubou.
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Leslie W. Rabine

PAILLETTES. See Spangles.

PAISLEY The paisley pattern, though derived from
Kashmir shawls and their European imitations, is a vari-
ant of an ancient and versatile design theme. The teardrop,
or elongated oval with one end tapering to a point, can be
traced back to Pharaonic, Chaldean, and Assyrian stone
carvings, ancient Greek ceramics, and medieval Coptic,
Central Asian, and European textiles. It features variously
as lotus bud, tree-of-life, ivy or acanthus leaf, cone, palm
frond or cypress, occasionally with the bent-over tip that
is the paisley’s defining characteristic.

As we know it today, however, the paisley emerged
much later, in the shawl design of Kashmir, and perhaps
contemporaneously in Persia, in the termeh, the woven
shawls of Meshad, Kerman, and Yazd. It developed out
of the single, somewhat naturalistic bloom, a restrained
and graceful form that in the seventeenth century became
the favorite motif of Mughal courtly art. Applied to the
shawl fabrics for which Kashmir and Persia were already
famous, the single flower evolved into a bush, or a bou-
quet of flowers, growing ever more elaborate and styl-
ized. By about the second half of the eighteenth century,
it assumed its characteristic shape, becoming, in myriad
variations, the predominant motif of shawl design. In
Kashmir it is usually called buta (Persian boteh, a shrub);
and one version is still called shah-pasand, or “emperor’s
favorite,” indicating that royal patronage may have played
some part in popularizing it. It was quickly incorporated
in textile design elsewhere in India, where it is known as
kalgi or kalga (plume), badam (almond), or ambi (mango).

By the end of the eighteenth century, imported
Kashmir shawls had become high fashion in Europe—as
accessories to women’s attire rather than shoulder man-
tles for men, Indian-style. British entrepreneurs started
experimenting with “imitation Indian shawls” in the last
decades of the century, first in Edinburgh, then in Nor-
wich, copying or adapting the Kashmir designs.

As demand grew, Edinburgh shawl manufacturers
started outsourcing work to Paisley which, as home to a
long-established textile industry, had a pool of skilled
weavers capable of drawing on the experience of Nor-
wich, Edinburgh, and various shawl-manufacturing cen-
ters in France, and could take advantage of technological
developments, particularly the Jacquard loom. This
adaptability, together with good management and easy
access to imported raw materials through the ports of the
Clyde made Paisley shawls so competitive that in time
they eclipsed those of the other British centers. By the
mid-nineteenth century, in the English-speaking world,
the term “paisley” had become synonymous with shawls,
and by extension with the buta design, whether used on
shawls or elsewhere.

The paisley retained its popularity even after the
shawl fashion came to an end in the 1870s, partly due to

PAILLETTES
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the famous London store Liberty’s, many of whose trade-
mark printed fabrics used designs derived from shawl-
pattern books. In the twenty-first century, it features
textiles destined to be made up into clothes—from saris
and shawls in India to dresses, ties, and scarves in the
West—as well as on furnishing materials, bone china, and
indeed almost any item that calls for a “traditional” form
of decoration. Its popularity has endured across the
board, from high fashion to high-street kitsch (especially
in Scotland). But it does seem a pity that it has come to
be known by the name of a town whose weavers—though
responsible for popularizing it—made no significant con-
tribution to its development, rather than by any of the
names indigenous to the region where it originated.

See also Asia, South: History of Dress; Cashmere and Pash-
mina; Shawls.
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PAJAMAS Pajamas are a garment for sleeping or loung-
ing worn by men, women, and children. Pajamas may be
one-piece or two-piece garments, but always consist of
loosely fitting pants of various widths and lengths. While
pajamas are traditionally viewed as utilitarian garments,
they are often a reflection of the fashionable silhouette and
the image of the exotic “other” in popular imagination.

The word pajama comes from the Hindi “pae jama”
or “pai jama,” meaning leg clothing, and its usage dates
back to the Ottoman Empire. Alternate spellings include:
paejamas, paijamas, pyjamas, and the abbreviated pj’s. Pa-
jamas were traditionally loose drawers or trousers tied at
the waist with a drawstring or cord, and they were worn
by both sexes in India, Iran, Pakistan, and Bangladesh.
Pajamas could be either tight fitting throughout the en-
tire leg, or very full at waist and knees with tightness at
calves and ankles. They were usually worn with a belted
tunic extending to the knees. Although the word is Hindi,
similar garments are found in traditional costume
throughout the Middle and Far East.

Pajamas were adopted by Europeans while in these
countries, and brought back as exotic loungewear. Al-
though the wearing of pajamas was not widespread until

the twentieth century, they were appropriated as early as
the seventeenth century as a signifier of status and worldly
knowledge.

Pajamas as Sleepwear
Pajamas are generally thought to have been introduced to
the Western world about 1870, when British colonials,
who had adopted them as an alternative to the traditional
nightshirt, continued the practice upon their return. By
the end of the nineteenth century, the term pajama was
being used to describe a two-piece garment: both the pa-
jamas (trousers) and the jacket-styled top worn with them.

By 1902, men’s pajamas were widely available along-
side more traditional nightshirts and were available in
fabrics like flannel and madras and had lost most of their
exotic connotations. Pajamas were considered modern
and suitable for an active lifestyle. The advertising copy
in the 1902 Sears, Roebuck Catalogue suggested that they
were: “Just the thing for traveling, as their appearance
admits a greater freedom than the usual kind of night-
shirts” (p. 966).

The streamlined, often androgynous fashions during
the 1920s helped to popularize the wearing of pajamas
by women. While men’s pajamas were invariably made
of cotton, silk, or flannel, women’s examples were often
made of brightly printed silk or rayon and trimmed with
ribbons and lace. Early examples featured a raised or nat-
ural waist with voluminous legs gathered at the ankle in
a “Turkish trouser” style, while later examples featured
straight legs and dropped waists, a reflection of the 1920s
silhouette. Throughout the century, pajamas would con-
tinue to reflect the fashionable ideal. The 1934 film It
Happened One Night, which featured a scene in which
Claudette Colbert wears a pair of men’s pajamas, helped
to popularize the menswear-styled pajama for women.

By the 1940s, women were wearing “shortie” paja-
mas, which would later develop into the “baby doll” pa-
jama. The typical baby-doll pajama consisted of a
sleeveless smock-style top with a frill at the hem, and bal-
loon panties frilled at the leg openings. By the mid-1960s,
baby-doll pajamas were standard summer nightwear for
millions of girls and women.

With the popularity of unisex styling during the
1970s, pajamas were often menswear inspired. Tailored
satin pajamas had been popular since the 1920s but were
rediscovered during this period by both men and women.
In this decade, ethnic styles based on the traditional dress
of Vietnam and China were worn as antifashion and a
statement about the wearer’s political views. This trend
toward unisex and ethnic remains to this day and is par-
ticularly apparent in women’s fashions, where the divi-
sion between dress and undress has become blurred.

Pajamas as Fashion
This blurring of these boundaries began long ago.
Women had begun experimenting with the adaptation

PAJAMAS

13E N C Y C L O P E D I A  O F  C L O T H I N G  A N D  F A S H I O N

69134-ECF-P_11-70.qxd  8/23/2004  2:02 PM  Page 13



of pajama-style trousers since the eighteenth century,
but this was associated with masquerade costume, ac-
tresses, and prostitution, not with respectable women. In
1851, Amelia Jenks Bloomer (1818–1894), an American
feminist, adopted voluminous “Turkish trousers” worn
with a knee-length skirt as an alternative to fashionable
dress. The response to her appearance was overwhelm-
ingly negative, and the “Bloomer Costume” failed to gain
acceptance.

Pajamas began to be adapted into fashionable dress
in the early years of the twentieth century when avant-
garde designers promoted them as an elegant alternative
to the tea gown. French couturier Paul Poiret launched
pajama styles for both day and evening as early as 1911,
and his influence played a large role in their eventual 
acceptance.

Beach pajamas, which were worn by the seaside and
for walking on the boardwalk, were popularized by

Gabrielle “Coco” Chanel in the early 1920s. The first
beach pajamas were worn by the adventuresome few, but
by the end of the decade had become acceptable dress for
the average woman. Evening pajamas, intended to be
worn as a new type of costume for informal dining at
home, also became widely accepted during this decade.
Evening pajamas would remain popular throughout the
1930s and would reemerge in the 1960s in the form of
“palazzo pajamas.”

Palazzo pajamas were introduced by the Roman de-
signer Irene Galitzine in 1960 for elegant but informal
evening dress. They greatly influenced fashion during the
1960s and continued into the casual 1970s. Palazzo pa-
jamas featured extremely wide legs and were often made
of soft silk and decorated with beading and fringe. Dur-
ing the 1970s, eveningwear and loungewear merged, as
evening styles became increasingly simple and unstruc-
tured. Halston was particularly known for his bias-cut

PAJAMAS
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Claudette Colbert in men’s-style pajama, 1934. In the 1934 film comedy It Happened One Night, actress Claudette Colbert dons
a pair of men’s-style pajamas in a bedroom scene with Clark Gable. This famous scene popularized the men’s pajama look among
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pantsuits of satin and crepe, which he referred to as “pa-
jama dressing.” In light of this, popular magazines sug-
gested readers shop in the lingerie departments for their
eveningwear.

This increased informality of dress has made the
evening pajama a staple in modern fashion, and the Asian
influence on designers like Ralph Lauren and Giorgio
Armani has blurred the boundaries between dress and un-
dress even further. It is likely that this trend will con-
tinue well into the twenty-first century.

See also Lingerie; Trousers; Unisex Clothing.
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Clare Sauro

PANNIERS. See Skirt Supports.

PANTIES Underpants or drawers, known colloquially
as “panties,” were first worn during the Renaissance for
function but were also used as a chastity device. They
were described at the time as “helping women keep clean
and protecting them from the cold, they prevent the
thighs being seen if they fall off a horse. These drawers
also protect them against adventurous young men, be-
cause if they slip their hands under their skirts they can’t
touch their skin at all” (Saint-Laurent, p. 65). As a re-
sult of their direct contact with the female genitals, un-
derpants were considered the most risqué of garments,
so much so that it was considered almost more immod-
est to wear them than not, as they not only concealed
but also drew attention to the vagina. Thus, until the
mid-nineteenth century, they were primarily worn by
prostitutes and by little girls.

By 1841, however, The Handbook of the Toilet sug-
gested that French drawers were “of incalculable advan-
tage to women, preventing many of the disorders and

indispositions to which … females are subject. The draw-
ers may be of flannel, calico, or cotton, and should reach
as far down the leg as possible without their being seen”
(Carter, p. 46). Underpants were variously known as draw-
ers, knickers (derived from the original knickerbocker),
smalls, britches, and step-ins. Nineteenth-century draw-
ers were designed so that each leg of the garment was sep-
arate and the crotch was either open or sewn closed. By
the end of World War I, as skirts became shorter, un-
derpants became scantier. Thus in the 1920s, underpants
were much smaller than in the nineteenth century.

Outside the realm of erotica and the burlesque the-
ater, underpants were intended to be hidden garments.
During the Wimbledon Tennis Championships in 1949,
tennis player Gertrude Moran took to the court wearing
a short tennis dress, designed by Teddy Tinling, that re-
vealed a pair of ruffled lace-trimmed knickers. This ap-
parel made headlines around the world as a very daring
fashion statement. One of the seminal panty moments of
post–World War II film saw Marilyn Monroe revealing
her underpants when a draft from a subway grating blew
up her skirt in the film The Seven Year Itch (1955).

The 1960s saw the development of matching bra and
brief sets, disposable paper panties, and the bikini brief.
In the 1990s, a new fashion for thong underwear became
popular. More recently, boy-style underwear briefs have
come into fashion for women. By the 1990s the meaning
of panties had completely changed. Previously they had
to be hidden at all costs but in this decade it became fash-
ionable to wear big waist high pants under the transpar-
ent outerwear designs of Gianni Versace or Dolce &
Gabbana. The deliberately non-sexual look of the pants
diffused the potential vulgarity of the clothes above.

See also Brassiere; Lingerie; Underwear.
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Caroline Cox

PAPER DRESSES The paper dress enjoyed a brief but
lively vogue in the late 1960s as a novelty fashion item.
A simple, above-the-knee length chemise, constructed
from nonwoven cellulose tissue reinforced with rayon or
nylon, the inexpensive “paper” garment featured bold
printed designs and was meant to be discarded after a few
wearings.

Individual paper clothes and accessories existed as
early as the nineteenth century, when paper was especially
popular for masquerade costumes. The first modern paper

PAPER DRESSES
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dress is credited to the Scott Paper Company of Philadel-
phia, which introduced it as a 1966 mail-in promotion.
Consumers were invited to send in a coupon from a Scott
product, along with $1.25, in order to receive a “Paper
Caper” dress made of Dura-Weve, a material the com-
pany had patented in 1958. The dress boasted either a
striking black-and-white Op Art pattern or a red bandanna
print. Scott’s sales pitch underscored its transience:
“Won’t last forever…who cares? Wear it for kicks—then
give it the air.”

The campaign was unexpectedly successful, generat-
ing 500,000 shipments and stimulating other manufac-
turers to promote paper garments. Within a year of
Scott’s promotion, paper fashions were on sale in major
department stores. Some, such as Abraham & Strauss and
I. Magnin, created entire paper clothing boutiques. At
the height of the craze, Mars Hosiery of Asheville, N.C.,
was reportedly manufacturing 100,000 dresses a week.

A big factor in the appeal of the dresses was their
eye-catching patterns—daisies, zigzags, animal prints,
stripes—that suggested Pop Art. Some imagery made the
dresses akin to walking billboards, showcasing ads for
Time magazine, Campbell’s Soup cans, political candi-
dates, and poster-sized photographs. Fun and fashion-
forward, the dresses could be hemmed with scissors or
colored with crayons. And, at about $8 apiece they were
affordable, inspiring Mademoiselle magazine editors to ex-
claim in June 1967: “The paper dress is the ultimate
smart-money fashion” (p. 99).

Modern, whimsical, and disposable, paper garments
captured the 1960s zeitgeist. It was a time when new in-
dustrial materials like plastics and metallic fibers were
making inroads, Rudi Gernreich and Paco Rabanne were
pushing the limits of clothing design, and the post-World
War II baby boomers were in the throes of a vibrant youth
culture centered on fashion and music. Consumers ac-
cepted the notion of cheap, throwaway clothing as they
embraced disposable cutlery, plates, razors, napkins,
lighters, and pens. The fashion press even predicted that
paper garments might take over the marketplace.

Instead, by 1968 paper dresses had lost their cur-
rency. Wearers found they could be ill-fitting and un-
comfortable, the printed surfaces could rub off, and there
were concerns about flammability and excessive post-
consumer waste. Plus, they had simply lost their cutting-
edge appeal due to overexposure.

However, the dresses’ paperlike cellulose fabric was
adapted as a practical and lightweight material for dis-
posable garments for hospital and factory workers. And
the legacy of the 1960s paper dress continues to inspire
contemporary fashion designers like Yeohlee and Vivi-
enne Tam, whose spring 1999 collection featured a line
of clothes constructed from DuPont Tyvek, the rein-
forced paper used in overnight mail envelopes.

See also Fads; Gernreich, Rudi; Rabanne, Paco.
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PAQUIN, JEANNE Jeanne Paquin (1869–1936) was
the first woman to gain international celebrity in the fash-
ion business. Her design career spanned the three decades
from 1891 to 1920. She was born Jeanne Marie Char-
lotte Beckers in l’Ile Saint-Denis, on the outskirts of Paris.
As a young girl she was employed at a local dressmaker’s
shop and then became a seamstress at the distinguished
Parisian firm of Maison Rouff. In February 1891 she mar-
ried Isidore Rene Jacob dit Paquin (legally changed to
Paquin in 1899), a former banker and businessman. One
month before their marriage he founded the House of
Paquin at 3, rue de la Paix, where for two years prior he
was a partner in a couture business under the name of
Paquin Lalanne et Cie. Creating a new business model,
with Madame as head designer and her husband as busi-
ness administrator, the couple built a couture business
whose worldwide scope and stylistic influence were un-
paralleled during the early years of the twentieth century.
Their innovative approaches to marketing and youthful
yet sumptuous design aesthetic attracted fashionable
women of the world who were poised for a new fashion
image at the end of the Victorian era. The diverse and
prestigious client list included famous actresses and cour-
tesans, European royals, and the wives of American busi-
ness tycoons such as Rockefeller, Astor, Vanderbilt,
Ballantine, and Wannamaker. At its height the house em-
ployed more than two thousand workers, surpassing even
the house of Worth. In 1907 Isidore Paquin died sud-
denly, leaving Jeanne Paquin to head their fashion em-
pire alone. Her half brother, Henri Joire, and his wife,
Suzanne, joined her as partners in 1911. She retired in
1920 and eleven years later married Jean-Baptiste
Noulens, a French diplomat. The House of Paquin re-
mained open under a series of designers, until it merged
with Worth in 1954. Worth-Paquin closed in 1956.

Business Innovations
Astute and inventive in their approaches to doing busi-
ness, the Paquins originated practices that later became
standard operating procedures in the fashion world. Most
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sweeping was the concept of international expansion
through opening foreign branches. In 1896 the house
opened a full-scale branch in London, the first of its kind,
where designs from the Paris house were produced in
ateliers on the local premises. A branch in Buenos Aires
and a fur establishment in New York followed in 1912,
and a final branch opened in Madrid in 1914.

The Paquins also took bold initiatives in the areas of
client relations and marketing. From the very beginning,
in contrast to the aloof approach of their contemporaries,
the Paquins developed personal relationships with their
clients that addressed their individual personalities and
scheduling needs. Harnessing from the outset the power
of glamour and entertainment to promote clothing, they
sent beautiful young actresses to the opera and the races
dressed in their newest models, several often wearing the
same dress. Later, Madame introduced all-white ballet fi-
nales at her fashion shows, and in 1913 produced “dress
parades” of dresses designed specifically for dancing the
tango at the popular “Tango Teas” held on Monday af-
ternoons at the palace in London. In 1914 she sent her
entire spring collection on an American tour, which in-
cluded New York, Philadelphia, Boston, Pittsburgh, and
Chicago. The fashions were modeled by Paquin’s own
mannequins who astonished the public by wearing mauve
and pink wigs on the street.

Personal Image and Acknowledgments
Beautiful, chic, intelligent, and charismatic, Paquin was
herself the best publicist for her own style. She always
wore her own designs, and, widely admired by the pub-
lic, was the first woman to become a fashion icon, estab-
lishing the precedent for Gabrielle Chanel. Equally
acclaimed for her business skills, she received numerous
awards and appointments, all firsts for a woman in her
time. In 1900 her fellow couturiers selected her to head
their first collective public display of couture at the great
Paris Universal Exposition. She was awarded the Order
of Leopold II of Belgium in 1910 and the prestigious Lé-
gion d’honneur in the field of commerce in 1913, and was
elected president of the Chambre syndicale de la couture,
the official organization of Parisian couturiers, in 1917.

Clothing Designs and Artistic Hallmarks
The house offered a full range of garments that included
fashions for all occasions—chic tailleurs (suits) for day
wear; extravagant outerwear, especially evening wraps;
and sporting clothes, which were sold in a special de-
partment opened in 1912 at the London branch. Opu-
lent furs and fur-trimmed garments were always a
specialty. Paquin clothes were renowned for their imag-
inative design, superb craftsmanship, and incomparable
artistry. A brilliant artist and colorist, Paquin created
breathtaking visual effects with color, light, texture, and
tonal nuance that ranged from an ethereal luminescence
in the filmy, pastel dresses fashionable from 1900 to 1910,
to a bold vibrancy in the Oriental-inspired creations that

followed. Extant examples of these clothes are some of
the most stunning works of art in fabric ever created. Sig-
nature techniques to achieve these effects, especially in
the earlier pieces, included layering, blending, and veil-
ing filmy and textural materials of subtly varying hues;
orchestrating the play of light on a garment’s surface by
juxtaposing trims and fabrics having differing light-
reflective qualities, often outlining them with contrast-
ing piping or chenille; and building up surface design
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Illustration of woman wearing Paquin evening dress. Jeanne
Paquin’s imaginative and striking designs, coupled with her
savvy business acumen, made her the first female couturier to
gain international renown. © STEPLETON COLLECTION/CORBIS. REPRO-
DUCED BY PERMISSION.

[Sometimes] … it is the material that inspires
me. But I get inspiration everywhere. When I am
travelling or walking in the street, when I see a sun-
set with beautiful blendings of colour, I often get
an inspiration that helps me to evolve new com-
binations.… Our work in some respects resembles
that of the painter.

Jeanne Paquin in Designs and Publicite, 1913.
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motifs with dense encrustations of the smallest possible
decorative elements, paying minute attention to size gra-
dation and variation of placement. Endless varieties of
gleaming paillettes, beads, and sequins; finely worked
shirring and ruching box-pleated ribbon trim; padded ap-
pliqué; silk-wound beads; and spotted net were some of
the favorite materials used to imbue the gowns with the
uniquely Paquin visual quality. Other hallmarks were un-
orthodox combinations of materials, such as chiffon with
serge in a tailored suit and strips of fur on a filmy, pas-
tel evening gown. Always seeking novelty and individu-
alism for her designs, Paquin frequently incorporated
elements from other eras and cultures into her contem-
porary designs, as in a 1912 opera coat fashioned from
fabric derived from the eighteenth century and draped
like a Roman toga. Her signature accent color was a bril-
liant pink, and she was famous for her dramatic use of
black, both as an accent and as a chic color in its own
right. Neoclassicism was a favorite design motif.

While her artistry in visual effects and composition
was unsurpassed, Paquin also designed for function and
comfort. Through her promotion of these principles, she
was a significant force in moving fashion towards the
modern style that took hold in the 1920s. She herself fre-
quently wore a practical, ankle-length, blue serge suit for
work. By 1905 she was already aggressively promoting
the more natural and less restrictive empire line that es-
tablished the context for Paul Poiret’s radical versions of
1908. Between 1912 and 1920 she designed clothes for
the active woman, such as a gown that combined tailor-
ing with draping, so that it could appropriately be worn
from day into evening, and a version of the hobble skirt
that kept the narrow line but allowed for ease of move-
ment with the invention of hidden pleats.

Paquin’s contributions in the areas of business, public
persona, art, and design firmly establish her place in fash-
ion history as the first great woman couturier.

See also Fashion Designer; Paris Fashion; Spangles; Worth,
Charles Frederick.
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PARIS FASHION Paris has been the fashion capital
of the Western world from the seventeenth century to
the twenty-first century, although other cities, such as
New York, London, and Milan, also have become im-
portant centers of fashion. The clothes we wear today
owe a great deal to Paris, even if they were designed (and
almost certainly manufactured) elsewhere in the world.

Prior to the rise of the modern nation-state fashions
were geographically dispersed, with loci in Florence and
other powerful Italian city-states as well as at the courts
of Burgundy and Spain. But France emerged from the
end of the Thirty Years’ War, in 1648, as by far the
largest, richest, and most powerful state in Europe, and
the rulers of France—most notably Louis XIV (reigned
1643–1715)—understood that fashion was a potent
weapon in establishing France’s cultural preeminence.
Louis XIV exercised control over his aristocrats by re-
quiring that all who were in attendance at his new court
at Versailles be dressed in appropriate fashions. At the
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Woman in a day dress by Jeanne Paquin. As the fashion cap-
ital of the Western world through the eighteenth century, Paris
drew wealthy foreigners who came to have their clothes tailor
made to copy the latest Paris fashions. COURTESY SPECIAL COLLEC-
TIONS, FASHION INSTITUTE OF TECHNOLOGY. REPRODUCED BY PERMISSION.
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same time the king’s chief minister, Jean-Baptiste Col-
bert, recognized the growing economic importance of
textiles and clothing and harnessed the power of the state
to France’s fashion leadership.

By the eighteenth century, wealthy foreigners were
traveling to Paris to have their clothes made, or they em-
ployed seamstresses and tailors to copy the latest Paris
fashions (which were described in the newspapers of the
day), exclaiming all the while at how quickly the fashions
changed, how expensive everything was, and how outré
the fashions had become. These intertwined themes—
eagerness to follow the latest Paris fashions, and outrage
over their extravagance, expense, and immorality—were
to characterize foreigners’ attitudes toward Paris fashion
for centuries. Meanwhile, the high-quality tailoring of
London (where men’s dress was increasingly based on
country and sporting clothing, rather than on “Frenchi-
fied” court fashions) began to make its influence felt on
the continent, and men of fashion throughout the West-
ern world began to dress in English style.

The leadership of Paris in women’s fashions acceler-
ated during the nineteenth century, with the rise of what
became known as the haute couture. It was not merely
that the arts of fine sewing, cutting, and the myriad other
techniques necessary for the production of fine garments
flourished in Paris. The structure of the industry also
evolved, as dressmaking moved from being a small-scale
craft to a big business. Prior to the middle of the nine-
teenth century there were no fashion designers, as such.
Dressmakers, assisted by specialized skilled workers, col-
laborated with their clients to produce garments in the
latest styles (which were widely publicized in the bur-
geoning fashion press). The first true couturier was the
Englishman Charles Frederick Worth, a dynamic and en-
terprising man whose skills at clothing design and dress-
making were matched by his skills for merchandising and
self-promotion. He portrayed himself as an artist and an
arbiter of taste, whose function was to understand what
his clients should wear and to dress them accordingly—a
far cry from the old system under which dressmakers ba-
sically executed their customers’ orders. Meanwhile, the
new Paris of grand boulevards shone even more brightly
as the setting for fashionable display.

Worth was the first of many designers who took
Paris fashion in the direction of the haute couture, the
pinnacle of custom dressmaking. But fashion also evolved
simultaneously toward the production of confection, ready-
made dresses, and other garments made for sale in the
innovative department stores where items were attrac-
tively displayed and clearly marked with fixed prices. In
these stores, shopping became a form of recreation that
made affordable versions of fashionable dress available to
a broad segment of the city’s population. By the late nine-
teenth century, the garment industry, embracing both
couture and confection, and including ancillary activities
such as distribution, merchandising, journalism, and il-
lustration, was one of Paris’s most important industries,

employing tens of thousands of workers and making a
major contribution to the French national economy. This
was recognized in French government backing for efforts
to publicize Paris fashions in world markets; for exam-
ple, fashion was prominently featured in numerous in-
ternational exhibitions held in Paris.

Paul Poiret was the most influential fashion designer
of the early twentieth century, to be followed in the 1920s
by Gabrielle (Coco) Chanel, whose dresses redefined el-
egance as understatement. Chanel had many competitors,
however, including Madeleine Vionnet, Jeanne Lanvin,
and Elsa Schiaparelli. In the years between the two wars
designers (mostly women) created styles that were femi-
nine and body-conscious, and imitated all over the world.

New techniques contributed to the rapid dissemina-
tion of Paris fashions throughout the world. Whereas in
the nineteenth century clients were shown sample dresses
and fitted for their own garments in the privacy of cou-
turier’s showrooms, by the early twentieth century the
fashion show, with its now-familiar parade of models
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Paquin day dress, 1903. Jeanne Paquin established a success-
ful couture business that enjoyed unparalled influence during
the first half of the twentieth century. COLLECTION OF VALERIE STEELE.
PHOTOGRAPH BY JOHN S. MAJOR. REPRODUCED BY PERMISSION.
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wearing the season’s new outfits, had become the stan-
dard means by which designers introduced their new col-
lections. News of the latest fashions was quickly relayed
to magazines and newspapers abroad, and copyists
worked overtime to sketch the new designs for produc-
tion in less expensive ready-to-wear versions. Fashion
photography, which by the end of the 1930s had deci-
sively displaced fashion illustration as the preferred
means of representing fashion in editorial and advertis-
ing copy, also gave rapid publicity to new designs.

World War II and the German occupation of Paris
dealt a severe blow to Paris’s fashion leadership. Many
couture houses shut down for the duration of the war.
Those that remained in business found both materials
and customers in short supply. Even worse, the vital
American market threatened to go its own way, as sports-
wear designers such as Claire McCardell made a virtue
of “the American Look” during this hiatus in Parisian
fashion leadership. With the end of the war, the reestab-
lishment of the fashion industry was one of the top pri-
orities of the new French government. With Christian
Dior and the creation of the New Look in 1947, Paris
found its champion of reasserted fashion leadership.

Dior and his contemporaries, such as Jacques Fath
and Hubert de Givenchy, represented a new development
in the fashion business. Unlike many of the women de-
signers of the between-the-wars years, whose companies
were often very small, these male designers (and a few
women, most notably Chanel) were at the helm of large,
well-funded corporations, equipped to compete in a new
climate of international trade and finance. In addition to
their couture collections, they also licensed their names
to American manufacturers who produced less expensive
lines and ancillary products.

The new reign of Paris did not last long, however.
In the early 1960s the “Youthquake” fashions of Car-
naby Street turned all eyes on London. Self-taught Eng-
lish designers such as Mary Quant popularized the
miniskirt and other “mod” styles. Since the French lacked
a youth culture comparable to that of England and Amer-
ica, French couturiers, such as André Courrèges, had to
develop a stylistic equivalent. At first, the future served
as a metaphor for youth, in the space-age styles of Cour-
règes and Pierre Cardin. Ultimately, however, the most
successful designer to emerge in Paris was the young Yves
Saint Laurent, who had formerly worked for Dior.

Saint Laurent was attuned to influences coming from
“the street” and from popular culture. Over the next
decade, he introduced a number of radical styles, includ-
ing trouser suits for women, pop-art dresses, safari jack-
ets, pea coats, and other styles derived from vernacular
clothing, and, perhaps most importantly, ethnic styles,
which drew on the antifashion sensibility of the hippies.
Saint Laurent also recognized that many of the women
who most appreciated his clothes were too young (and
not rich enough) to buy couture, so he also launched a

ready-to-wear line called Rive Gauche (Left Bank). At
the same time, however, he reinvigorated the French cou-
ture at a time when it seemed to many to be increasingly
irrelevant. The 1970s also witnessed the flourishing of
Paris Vogue, which published controversial fashion pho-
tographs by Guy Bourdin and Helmut Newton.

Nevertheless, both New York and Milan became in-
creasingly important centers of fashion during the 1970s.
French fashion was regarded as creative and prestigious,
but many international consumers preferred the luxuri-
ous sportswear created by Italian designers such as Gior-
gio Armani and the minimalist styles associated with
Americans such as Halston. Meanwhile, new subcultural
styles—notably punk—developed in London, where
Vivienne Westwood dressed bands like the Sex Pistols in
deliberately aggressive styles. Paris began to seem a lit-
tle old-fashioned.

Yet Paris came to the forefront again in the 1980s
and 1990s, both because of the revival of famous French
brands, and because designers from around the world
chose to show their collections in Paris. The house of
Chanel, which had been in the doldrums even before
Chanel herself died in 1971, became fashionable again in
1983, when the owners hired the German-born designer
Karl Lagerfeld. Lagerfeld irreverently revised Chanel’s
iconic images, exaggerating details and introducing new
materials, such as denim and chiffon, to a house long as-
sociated with proper tweed suits. Simultaneously, Paris
witnessed the invasion of avant-garde Japanese designers
such as Yohji Yamamoto and Rei Kawakubo of Comme
des Garçons, who launched a radically new style, featur-
ing oversized, asymmetrical, black garments, which were
enthusiastically adopted by an influential minority of men
and women, mostly associated with the arts. Christian
Lacroix launched a new couture house in 1987, showing
pouf skirts inspired by Westwood’s mini-crinis.

Similarly, in the 1990s, houses such as Dior and
Givenchy imported designers from London. John Gal-
liano almost single-handedly transformed Dior with his
wild yet commercially successful styles. Alexander Mc-
Queen, on the other hand, left Givenchy to establish his
own company (backed by Gucci). Significantly, however,
McQueen almost always chose to show his collections in
Paris, because the Paris fashion shows attracted more jour-
nalists than the shows in New York or London. After Saint
Laurent retired, the American Tom Ford briefly took
artistic control at the famous French house, while also
maintaining control at the Italian fashion company Gucci.
A host of Belgian designers also showed in Paris, and even
many Italian designers, such as Versace and Valentino,
moved back and forth between Milan (or Rome) and Paris.
As fashion becomes ever more international, the Paris
shows now include increasing numbers of designers from
countries as diverse as Brazil and Korea.

The globalization of textile and garment manufac-
turing is changing the economics of the entire fashion
system, but the couture, which really exists only in Paris,
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retains its prestige and helps to drive an array of luxury
goods from perfume to handbags and ready-to-wear lines.
Continuing a tradition established many years ago by the
Englishman Charles Frederick Worth and the Italian
Elsa Schiaparelli, many of the most influential designers
in Paris (such as Karl Lagerfeld and John Galliano) are
not French. But whatever their country of origin, these
designers live and work in Paris. Fashion journalists to-
day have become accustomed to making an exhausting
round of fashion shows in New York, Milan, Paris, and
London. Even though another city might become para-
mount during some seasons, Paris remains generally ac-
knowledged as the most important fashion city.

See also Haute Couture; Italian Fashion; London Fashion;
New Look.
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PARKA A parka is a loose-fitting hooded piece of out-
erwear invented in prehistoric times by the Inuit people
living near the Arctic Circle. Traditionally, and most
commonly, made from caribou and sealskins, parkas are
also known to have been made from polar-bear fur, bird
skins, fox fur, and salmon skins. Today, parkas worn in
the non-Inuit world are usually made of nylon, poly-
ester/cotton blended fabric, cotton, or wool, and given a
water-repellent coating. The parka has become an item
of fashionable winter wear.

History
Although the design is of Inuit invention, the word parka
is of Russian derivation, meaning “reindeer fur coat.”
With the Inuit people of Canada’s Arctic region living in
some of the planet’s most extreme climates, the parka,
like many pieces of outerwear, was originally designed to
provide warmth for its wearer. Often two parkas would
be worn together (one with the fur facing outward, the
other, fur inward) to allow for better insulation and air
circulation even in the coldest of temperatures. But al-
though several layers may be worn, the parka remains a
fully functional garment, as Betty Kobayashi Issenman
explains in Sinews of Survival:

The cut and tailoring of Inuit costume create garments
that are loose yet fitted when necessary and that ad-
mirably meet the requirements of hunter and mother.
Hood construction with its close fit and drawstring,
ensures clear peripheral vision. Capacious shoulders
allow the wearer to carry out complex tasks (p. 40).

It was this ease of movement and the ability to withstand
subzero temperatures that led the U.S. army to adopt and
adapt the Inuit-styled parka to suit its own needs during
World War II.

The prototype field cotton parka was a long skirted,
hooded jacket that formed the windproof outer shell
for severe conditions. The field parka . . . was stan-
dardised after shortening to raise the lower closure to
waist level. The longer version was modified by
adding fur trimming to the hood (p. 188).

The later nylon-cotton mix M1951, available in olive and
white colors, was developed to include a removable mo-
hair liner, snap-fastened fly front, adjustable cuffs, and split
lower-back sections, and was filled with quilted nylon.

In the mid-1960s, benefiting from fabric develop-
ments initiated by the U.S. Army, the nylon parka, worn
with tapered stretch pants, became a fashion staple on
European ski slopes. Parkas with reversible quilting, cor-
duroy, leather trims, and leather shoulders were all avail-
able in a multitude of colors and patterns. Some skiers
went for the longer parka while many preferred the
shorter version as it was more versatile on the slope as
well as for après ski.

During the early to mid-1960s, some of the pio-
neers in the mod subculture adopted the original army
parkas as protection for their much-prized bespoke suits
while on their scooters. This helped to move the parka
off the ski slopes and into the conventional wardrobe.
The parka has remained a winter-fashion constant since
the 1960s.

See also Coat; Inuit and Arctic Dress; Outerwear; Wind-
breaker.
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PASHMINA. See Cashmere and Pashmina.

PATOU, JEAN Jean Patou (1880–1936) was born in
Normandy in northwestern France in 1880. His father
was a prosperous tanner who dyed the very finest leathers
for bookbinding, and his uncle, with whom he went to
work in 1907, sold furs. In 1910 Patou opened a dress-
making and fur establishment that foundered, reportedly
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due to insufficient funding, although he was able to open
a tailoring business in Paris the following year. In 1912
he opened Maison Parry, a small salon located at 4, Rond-
Point des Champs-Elysées, which offered dressmaking,
tailoring, and furs. Patou’s designs were striking for their
simplicity in comparison to the prevailing fashions, al-
though his biographer quoted him as stating that this
change was the result of ignorance rather than any great
fashion instinct. In 1913 a major New York City buyer
known as the elder Lichtenstein praised Patou as an in-
novator and purchased the designer’s entire collection,
presaging his future popularity in the United States.

Early Career
In 1914 Patou established a couture house at 7, rue St.
Florentin, near the rue de la Paix. Although his first col-
lection was prepared, it was never shown, as he went to
serve as a captain in a French Zouave regiment during
World War I. Following the cessation of hostilities Pa-
tou became a leading international couturier. He com-
missioned his fellow officer Bernard Boutet de Monvel,
who was working for several fashion magazines, to illus-
trate many of his advertisements. Patou’s salon was dec-

orated by the leading art deco designers Louis Süe and
André Mare, who painted the interior and upholstered
the furniture in a color described as ash-beige, and in-
stalled huge mirrors to accentuate the building’s elegant
eighteenth-century proportions. At the same time that
Patou was a shrewd businessman, however, he was also a
playboy and a heavy gambler.

Patou did not regard himself as a skilled draftsman;
he claimed that not only could he not draw, but also that
a pair of scissors was a dangerous weapon in his hands.
Each season he provided the designers in his “laboratory”
with various antique textiles, fragments of embroidery,
and documents annotated with special instructions for the
styles and colors he wanted to develop. His staff would
then develop these ideas and present him with toiles (sam-
ple garments made using inexpensive fabric to check cut
and fit), which Patou modified until he was satisfied. At
the height of Patou’s career in the mid-1920s, he made
around six hundred models each season, which he refined
down to some three hundred. A collection of this size
would be considered enormous by contemporary stan-
dards, as the Chambre Syndicale de la Couture Parisi-
enne specifies that a couture collection must comprise a
minimum of only fifty models.

The Early Twenties
Patou’s early 1920s garments, like those of his archrival
Chanel, were embellished with colorful folkloric Russian
embroidery. His bell-skirted, high-waisted evening dresses,
often made in georgette crêpe, were beaded—he particu-
larly liked diamanté—delicately embroidered, or embell-
ished with fine lace, which he felt was more youthful 
than heavy lace. Beige was Patou’s primary color for
spring–summer 1922, and his collection was received with
acclaim. A gown of beige kasha cloth featured a deep V-
neckline that was emphasized by a lingerie-style collar,
while beige chiffon was combined with kasha to form
pleated side panels and full undersleeves that were finished
with a tight cuff. Patou was an exceptional colorist, and this
season he offered a high-collared evening cape in an un-
usual shade of beige verging on green; its sole trimming
was twisted silk openwork. A beige jersey costume was self-
trimmed with bias-cut bands around the collar, cuffs, and
hem of the hip-length coat.

Patou and Chanel were the leading exponents of the
garçonne look that dominated the fashions of the 1920s.
Patou was particularly well-known for his geometric de-
signs. Most famous are the sweaters he designed from
1924 with cubist-style blocks of color inspired by the
paintings of Braque and Picasso. This ultramodern mo-
tif was then applied to matching skirts, bags, and bathing
costumes. Although Patou was influenced by the fine arts,
he was emphatic that he himself was not an artist, and
that a successful couturier did not have to be one. “What
is needed is taste, a sense of harmony, and to avoid ec-
centricity” (Etherington-Smith, p. 38). His eminently
wearable sweaters, with horizontal stripes in contrasting
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Jean Patou, 1926. Patou opened his first dressmaking shop in
1910. Though the shop failed, within a few years Patou’s de-
signs became popular on both sides of the Atlantic, and he
was a leading courtier into the 1930s. © HULTONARCHIVE/GETTY IM-
AGES. REPRODUCED BY PERMISSION.
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colors teamed with box-pleated skirts, were regularly fea-
tured in Vogue magazine.

Although Patou was renowned for his smart daywear,
his robes d’intérieur (negligées) were unashamedly ro-
mantic. In 1923 he offered a design in rose-pink satin
draped with silk lace dyed to match, and trimmed with
clipped brown marabou. British Vogue described the
gown as shown with “sabot” slippers with upturned toes
in white glacé kid, decorated with red leather cutwork
and red heels. Another robe was of crystal-embroidered
satin worn with Turkish trousers, a “Capuchin hood” and
fringed mules of orange and gold brocade. Patou’s shoes
were made by Greco (January 1923, p. 45).

Patou’s sportswear. Patou’s brother-in-law Raymond
Barbas introduced the designer to the world of sport and
many of its champions. On meeting the androgynous,
smartly elegant tennis star Suzanne Lenglen, Patou rec-
ognized instantly that she personified the fashionable
“new woman.” In 1921 Lenglen appeared on court at
Wimbledon wearing a white pleated silk skirt that
skimmed her knees (and flew above them when she ran,
revealing her knotted stockings), a sleeveless white
sweater based on a man’s cardigan, and a vivid orange
headband—she was dressed head to toe by Patou. The
audience gasped at Lenglen’s audacity, but the women
attending were soon to appropriate similar styles of dress
for themselves. Lenglen may have been the first sports
champion to endorse the look of a specific fashion de-
signer.

By 1922 Patou had introduced sportswear styles for
his fashionable clientele, who wanted to look sporty even
if they did not undertake any form of exercise. The same
year he introduced his “JP” monogram on his garments;
he was the first fashion designer to exploit the cachet of
a well-known name. He has also been credited as the orig-
inator of the triangular sports scarf worn knotted at one
shoulder. In 1924 Patou opened additional branches of
his house at the fashionable French seaside resorts of
Deauville and Biarritz to sell his ready-made sportswear
and accessories. The following year he opened a special-
ized sportswear boutique called “le coin des sports”
within his couture house. This boutique consisted of a
suite of rooms, each devoted to a different sport, includ-
ing aviation, yachting, tennis, golf, riding, and fishing.
Patou worked closely with the French textile manufac-
turers Bianchini-Ferrier and Rodier to develop functional
sportswear fabrics.

Patou’s fashions always appealed to the American
market, and he brought himself plentiful publicity
through his regular contributions to News Enterprise As-
sociation (N.E.A.), the nationwide syndication service.
To highlight the fact that his designs were as well suited
to the “American Diana” as the “Parisian Venus,” the
couturier brought six American models to Paris in 1924
(Chase, p. 163). Patou had placed an advertisement in
which he advised aspiring applicants that they “must be

smart, slender, with well-shaped feet and ankles and re-
fined of manner” (Chase, p. 164). Five hundred women
responded, of which six were chosen by a committee con-
sisting of society interior decorator Elsie de Wolfe; fash-
ion photographer Edward Steichen; Edna Woolman
Chase, the editor of American Vogue; Condé Nast; and
Patou himself. The successful applicants were Josephine
Armstrong, Dorothy Raynor, Carolyn Putnam, Edwina
Prue, Rosalind Stair, and Lillian Farley. The French cou-
ture industry was fiercely nationalist, however, and Pa-
tou’s action caused a furor.

Patou’s perfumes. Patou developed his first perfumes in
collaboration with Raymond Barbas. In 1925 he intro-
duced three fruit-floral fragrances—Amour Amour, Que
sais-je?, and Adieu Sagesse—each designed for a differ-
ent feminine profile. Downstairs in his couture house he
installed a cubist-style cocktail bar complete with a “bar-
tender” who mixed special perfumes for his clients. Other
fragrances that Patou introduced include Moment
Suprême (1929), Le Sien and Cocktail (both 1930), In-
vitation (1932), Divine Folie (1933), Normandie (1935),
and Vacances (1936). The most famous of all, however,
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House of Patou, 1955. This two-piece ensemble worn by a
French model is made from chalk white shantung, or orlon-
acrylic fiber and silk. Its elegant yet simple lines are typical 
of early twentieth-century French couturier Jean Patou. 
© BETTMANN/CORBIS. REPRODUCED BY PERMISSION.
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was Joy (1930), which required 10,600 jasmine flowers
and 336 roses to make just one ounce of perfume, and
which was promoted even during the Great Depression
as the costliest fragrance in the world.

The Later Twenties
For spring–summer 1927 Patou presented knitted sweaters
in bois-de-rose wool and jersey with wide and narrow hor-
izontal stripes, and a two-piece costume in palest green
whose matching kasha coat was lined in very faint mauve
and collared with lynx. All-black and all-white evening
dresses were in vogue this season—Patou’s collection in-
cluded a white gown fashioned from crêpe Roma, with a
graceful fluid cut, an uneven hemline, and rhinestone trim-
ming running in diagonal lines across the front. This was
also the year he introduced the first suntan oil, called Huile
de Chaldée (which was relaunched in 1993).

By winter 1928 Patou was anticipating the silhou-
ettes of the 1930s: his skirts were slightly fuller, there was
an impression of length, and his garments were gener-
ally more body-conscious. Vogue described as “ideal for
days on the Riviera” a three-piece ensemble with a coat
and skirt with godet of black asperic (a lightweight wool)
and a sweater of gray jersey with tiny black diamonds. An
evening gown made in a rich caramel-beige crêpe fea-
tured a draped bodice that created a higher waistline,
while winglike draperies provided extra length.

Edna Woolman Chase recalls an evening in 1929,
when after staring across a room at a group of women
clad in short dresses and suits designed by Chanel, Pa-
tou rushed to his workroom and started feverishly mak-
ing frocks that swept the ground with natural waistelines.
Fashion usually evolved gradually in the 1920s, so when
one designer with international influence suddenly pre-
sented a new silhouette, it caused a sensation. Patou’s
sports costumes were worn four inches below the knee;
woolen day dresses worn a little longer, and afternoon
dresses a little longer still. His evening gowns—there
were several in red with gold lamé—touched the floor on
three sides and just skimmed the top of the wearer’s feet
at the front. Many items had lingerie details, and Patou’s
new color, “dark dahlia” (a red so deep that it was almost
black), often replaced black for evening dresses. Other
designers immediately followed suit.

The Thirties
Although Patou was to remain a leading couturier dur-
ing the 1930s, he was no longer an innovator. A long
white evening dress with a print of huge pink and gray
flowers for spring–summer 1932, featuring a striking di-
agonal cut and fabric that trailed over the shoulders and
down across the bare back, was perfectly in tune with cur-
rent fashion trends, but was not instantly identifiable as
a Patou model. Where the designer continued to make
his mark was in sportswear. He showed a day dress for
the same season in thin white woolen crêpe, with a cardi-
gan in navy-blue jersey and a scarf in red, white, and blue

tussore. Vogue singled out the ensemble as perfect for
summer life in the country, for tennis, boating, and spec-
tator sports. Likewise a navy-blue flannel suit, consisting
of a semi-fitted jacket with brass buttons, a straight-cut
skirt, and a white crêpe blouse was considered correct for
yachting, while looking equally proper on shore. In tune
with the fashionable neoclassical styles of the mid-1930s,
Patou presented asymmetric evening gowns in white ro-
maine. For fall–winter 1935, dinner suits were important
fashion news for semi-formal wear, and Patou offered
them stylishly tailored, with one featuring a fantail.

Patou had been renowned for his dramatic openings
and first-night parties, but his presentation of his
spring–summer collection for 1936 was reported to be
strictly businesslike. His new colors were tones situated
between violet and pink as well as a clear lime green; sev-
eral of his evening gowns featured fine shirring and tuck-
ing, and his stitched taffeta hoop hats with great bunches
of flowers tumbling over one eye.

The 1936 presentation was Patou’s final collection.
Later the same year he died suddenly and unexpectedly.
Various reasons were given for his death, including
apoplexy, exhaustion from work and frenetic gambling,
and the after-effects of a car wreck.

Recent History
Following Patou’s death, Raymond Barbas became chair-
man of the House of Patou. Barbas had been particularly
involved with the designer’s perfumes since the mid-1920s,
and the company went on to launch several new perfumes
after 1936, including Colony (1938), L’Heure Attendue
(1946), and Câline (1964). Designers for the House of Pa-
tou have included Marc Bohan and his assistant, Gérard
Pipart (1953–1957); Karl Lagerfeld (1958–1963), Michel
Goma and his assistant, Jean-Paul Gaultier (1963–1974);
Angelo Tarlazzi (1973–1976); Gonzalés (1977–1981); and
Christian Lacroix (1981–1987). The last fashion collection
to be offered under the Patou label was shown for fall–
winter 1987.

Since then the company has focused upon fragrances,
continuing to produce new ones for both the American
and European markets, and since 1984 on recreating a
dozen of Patou’s original fragrances under the direction
of Jean Kerléo at the request of longstanding clients. As
of 2004 Jean Patou was run by P&G Prestige Beauté, a
division of Procter and Gamble.

See also Chanel, Gabrielle (Coco); Gaultier, Jean-Paul; Haute
Couture; Lacroix, Christian; Lagerfeld, Karl; Paris
Fashion; Perfume; Sportswear; Swimwear; Vogue.
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Amy de la Haye

PATTERNS AND PATTERN MAKING Cloth-
ing production was originally the responsibility of
women. After the advent of form-fitting clothing in the
thirteenth century, the responsibility expanded to include
professional tailors and dressmakers. From the mid-
fourteenth century, tailors authored published works on
methods for cutting and constructing clothing. “How-
To” books for the home dressmaker were published by
the late eighteenth century and by the 1830s, small dia-
grams of pattern shapes appeared in various professional
journals and women’s magazines. Full-size patterns as
free supplements with fashion periodicals emerged in the
1840s in Germany and France. In the United States, fash-
ion periodicals introduced full-size pattern supplements
by 1854. Unlike their European contemporaries, Amer-
ican pattern manufacturers produced patterns for the re-
tail and mail-order market, thereby establishing the
commercial pattern industry.

The earliest surviving tailors’ patterns appeared in
Juan de Alcega’s Libro de Geometria pratica y trac a para
(1580). Garasault’s Descriptions des arts et mètiers (1769),
and Diderot’s L’Encyclopédie Diderot et D’Alembert: arts de
l’habillement (1776), played a crucial role during the En-
lightenment to disseminate practical knowledge (Kidwell,
p. 4). Intended for the professional tailor, the pattern drafts
were the first that were generally available to the public.
A number of publications, such as the American The Tai-
lors’ Instructor by Queen and Lapsley (1809), and other
journals specifically for the professional tailor proliferated
in the nineteenth century. These included tailored gar-
ments for both sexes.

For the home dressmaker, manuals with full-size pat-
terns and pattern drafts written for charitable ladies
sewing for the poor included Instructions for Cutting out
Apparel for the Poor (1789) and The Lady’s Economical As-
sistant (1808). These featured full-size patterns for caps,
baby linen, and men’s shirts. The Workwoman’s Guide
(1838) contains pattern drafts, drawings of the finished
piece, and pattern drafting instructions.

Small pattern diagrams became a popular method of
promoting the latest women’s and children’s fashions.
Appearing in Godey’s Lady’s Book and Peterson’s Magazine
in the early 1850s, these were unsized with no scale given
for enlarging the diagram. Full-scale, foldout patterns
were issued as supplements in periodicals as early as 1841
in France and Germany, and in England in The World of
Fashions (1850).

First Generation
In the United States, Godey’s sold full-scale patterns by
Mme Demorest through mail order in 1854. Frank Leslie’s
Gazette of Fashions included full-scale, foldout Demorest
patterns in the monthly periodical as well as offering pat-
terns by mail. The patterns were one size only. Because
they were offered through retail or mail order, Demorest
patterns were the first commercial patterns in the United
States (Emery, p. 1999). They offered a wide range of
ladies, children’s, and men’s tissue-paper patterns, either
plain or trimmed.

Ebenezer Butterick began to make patterns for chil-
dren’s clothing and men’s shirts in 1863. He expanded
the line to include ladies’ garments in 1866 and incor-
porated Butterick & Company in 1867. A former tailor,
he was familiar with graded sizes and offered patterns in
a range of sizes from the beginning. The competition ex-
panded in 1873 when James McCall began to manufac-
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Dictionary of Sciences, ca. 1770. This image from the classi-
cal eighteenth-century French reference guide illustrates an em-
broidery workshop along with a contemporary dressmaking
pattern. © HISTORICAL PICTURE ARCHIVE/CORBIS. REPRODUCED BY PERMISSION.
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ture McCall’s Patterns, offering a range of sizes for all
patterns.

Even though varying sizes had a strong appeal, two
imports—German and French—were competing for the
market. Harper’s Bazaar, an American version of Der
Bazar of Berlin, introduced a weekly periodical with a
pull-out pattern supplement sheet with 24 or more pat-
terns printed on two sides. The one-size-only patterns
are defined by different line codes for each piece super-
imposed on each other. By 1871, Harper’s was offering
cut-paper patterns, although they continued the overlay
pattern sheets until the early 1900s. From France, S. T.
Taylor Company imported and marketed full-scale tis-
sue patterns as supplements to each issue of Le Bon Ton,
beginning in 1868. Taylor also offered made-to-measure
patterns.

Two more companies joined the competition in
1873, Domestic and A. Burdette Smith. Domestic was a
subsidiary of the Domestic Sewing Machine Company,
and their patterns were available in a variety of sizes.
Smith’s patterns offered a cloth model to facilitate the
fitting process.

Competition and Mergers
The success of the pattern industry encouraged new com-
petitors. In 1887 Frank Keowing, a former Butterick em-
ployee, formed Standard Fashion Company and sold
Standard Designer patterns through leading department
stores. Between 1894 and 1900 several noteworthy pat-

tern companies were formed: New Idea (1894), Royal
(1895), Elite (1897), Pictorial Review (1899), and Vogue
(1899). Subsequently, these were joined by Ladies’ Home
Journal (1901), May Manton (1903), and Peerless (1904).
Competition was keen, and each company touted the su-
periority of their patterns and the excellence of fit.

Demorest was the first to go out of business after
Mme Demorest, née Ellen Curtis, retired in 1887. Do-
mestic ceased pattern production in 1895; Smith in 1897,
Le Bon Ton in 1907 and Harper’s in 1913. Further re-
alignment of the companies occurred through mergers.
For example, Butterick acquired Standard Fashion in
1900 and New Idea in 1902, although each retained its
identity until 1926. Royal merged with Vogue in 1924.

The New Generation
Joseph M. Shapiro formed the Simplicity Pattern Com-
pany in 1927. Depending on the pattern manufacturer,
patterns in 1927 sold for 25¢ to $1.00. Shapiro’s approach
was to produce a less expensive pattern. Simplicity pat-
terns sold for 15¢. In 1931 Simplicity formed a partner-
ship with the F. W. Woolworth Company to produce
DuBarry patterns, initially selling for 10¢. The company
thrived and in 1936 acquired Pictorial Review and Ex-
cella, founded in 1922.

Condé Nast, publisher of Vogue patterns, intro-
duced Hollywood patterns for 15¢ in 1932 to appeal to
the mass market and the national fascination with the
movies. Hollywood patterns ended production in 1947.
Advance Pattern Company produced another 15¢ pat-
tern. Established in 1932, evidence suggests Advance was
affiliated with J.C. Penney Company (Emery 2001). Ad-
vance ceased production in 1964.

Syndicated pattern services such as Famous Features
and Reader’s Mail flourished in the 1920s. These com-
panies produced inexpensive patterns for sale through
newspapers. Mail-order patterns were a popular editor-
ial feature, drawing the homemaker’s attention to the pa-
per’s advertising pages. Patterns such as Anne Adams, Sue
Brunett, and Marion Martin continued to be sold outright
to the newspaper as a loss leader. Designs were targeted
specifically for families in the middle-income and lower
brackets.

Fashion Periodicals
Patterns were first advertised in existing periodicals such
as Godey’s Lady’s Book and Peterson’s Magazine. In 1860,
Demorest introduced its own publication, The Mirror of
Fashion. It was first offered as a quarterly and later was
incorporated in Demorest’s Monthly Magazine, which es-
tablished publication practices for subsequent pattern
manufactures. The history of U.S. fashion magazines is
inextricably linked to the history of the U.S. pattern com-
panies. The advantage of owning and publishing their
own periodical was economically sound. Subscriptions
were profitable. Extensive portions of the magazines of-
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A tailor traces a pattern. Patterns have been used in con-
structing garments for hundreds of years. The earliest surviv-
ing pattern was made in 1580. © ROYALTY-FREE/CORBIS. REPRODUCED

BY PERMISSION.
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fered ample coverage of the patterns available as well as
articles extolling the virtues of the pattern styles. Further
in-house production of give-away flyers and pattern cat-
alogs were cost-efficient.

Such periodicals as Butterick’s Delineator, McCall’s
Queen of Fashion, and Standard’s Designer were house or-
gans to promote the patterns with additional editorial fea-
tures, short stories, and essays on various women’s issues.
Other established periodicals such as Ladies’ Home Jour-
nal and Vogue incorporated sections on their patterns
when these lines were established. Pattern companies
produced fashion periodicals until the 1930s. These were
gradually phased out or purchased by other publishers
and the companies concentrated on catalogs to promote
their fashions.

Technology and Pattern Production
Four key factors supported the development of the pat-
tern industry: the inch tape measure, c. 1820; the avail-
ability of the sewing machine by the 1850s; the expansion
of the U.S. Postal Service in 1845; and availability of dress
forms for the home sewer by the 1860s. These elements
were essential components for the proliferation of pat-
tern sales.

Making a Pattern
The pattern-making process is virtually unchanged from
that developed by Demorest. Once approved, the de-
signer’s sketch is drafted to size by the pattern maker in
muslin and fitted for an average size—usually size 36 for
women. The line and fit of the mock-up is checked be-
fore being sent to the grading department for translation
to various sizes and transferred to master pattern blocks.
The blocks include darts, seams, notches, and other per-
tinent information. Until McCall introduced the printed
pattern in 1921, tissue-paper patterns were made with a
series of perforations cut into each piece. The perfora-
tion system was partially derived from tailor’s markings.
The process for making cut and punched patterns re-
mained unchanged and was still practiced by Famous Fea-
tures Pattern Company until 1996. When McCall’s
patent for all-printed patterns expired in 1938, other
companies converted to printing, although Vogue re-
tained perforated patterns until 1956. With the intro-
duction of computerized-design systems, the time for a
new pattern to reach the market has been reduced from
2.5 months to as little as four weeks (Chatzky, p. 154).

Early patterns had scant information on how to cut
the garment and little instruction on how to make it.

PATTERNS AND PATTERN MAKING

27E N C Y C L O P E D I A  O F  C L O T H I N G  A N D  F A S H I O N

Computerized pattern-making. The use of computers in producing patterns has reduced the amount of time for a new pattern
to be placed in stores. © ANNEBICQUE BERNARD/CORBIS SYGMA. REPRODUCED BY PERMISSION.
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Initially patterns were folded and pinned together with
an attached label to identify the garment and the num-
ber of its pieces. Demorest introduced pattern envelopes
in 1872. By 1906, pattern layouts were included on the
envelopes by many pattern companies. Instructions for
making up the garment were introduced by Butterick in
1916. The instruction sheet was called the Deltor,
named for the first and last three letters from Butter-
ick’s magazine, The Delineator. Both the pattern layouts
and instruction sheets, which are now standard practice,
were done by hand for each pattern style. Today lay-
outs and instruction sheets are done on computer. For
the latter, templates such as how to insert a zipper or
set in a sleeve, are plugged into the instructions. Most
illustrations, which were originally done by hand, are
now done on computer, as are the paste-ups for counter
catalogs and other promotional materials.

Fitting Everyone
Proportional systems based on bust or chest measure-
ments combined with height for adults or age (girls and
boys) are the foundation for sizing patterns. Developed
by tailors, the systems assume that all human bodies are
shaped according to common geometric or proportional
rules. Thus the patterns are made for an idealized figure.
Early pattern diagrams and full-size patterns such as Mme
Demorest and Harper’s Bazar in the 1850s and 1860s,
and Vogue as late as 1905, were not available in a range
of sizes. Women’s patterns were usually made for an ide-
alized figure of 5’ 5” with a 36” bust. Fitting was done
by pinning the pattern on the body or form to adjust it
to the individual’s proportions. Alternatively, the cus-
tomer could send in detailed measurements to special or-
der a pattern made-to-measure from the pattern
company. (Butterick still offers this service.)

Current fashions and undergarments influence pro-
portional systems. As explained in Butterick’s The Metro-
politan in 1871, a lady with a bust measure of 32” usually
has a waist of 24”, or 8” less than the bust; but a girl of 10
years usually has a bust measure of 27”, with the waist usu-
ally 24”. By 1905 when the flat-front corset was in vogue,
the proportion for the 32” bust changed to a 22” waist.

Each company uses its own proportional system;
they are similar but not standardized. By the 1920s, sizes

for misses generally dropped the age reference and kept
the sizes. Data compiled from the Commercial Pattern
Archive digital database (CoPA) illustrate the shifts in
typical sizing for size 14 and 18 from the 1920s through
2000 (see Table 1).

Each company continues to offer a wide range of
sizes including misses, women’s, half-size, petite, junior
petite, maternity, toddler, girl/boy, child, men, and in-
fant. Teenage fashions were introduced by Simplicity in
the 1940s. In the 1980s Butterick instituted letter-coded
sizes called Today’s Fit, which are designed for the chang-
ing proportions of today’s figure of about 5’5” with
slightly larger waist and hips than misses’ sizes. A full
range of current size charts can be found in the catalogs
and the Web sites of the pattern companies.

Realignment: 1960–2003
Four major companies currently produce patterns. Butter-
ick acquired Vogue in 1961 producing patterns under both
signatures. McCall acquired Butterick and Vogue in 2001
but is producing patterns under all three imprimaturs. Sim-
plicity joined Conso Products Company in 1998.

Diversity is a major incentive. The companies have
developed global markets, producing patterns in multi-
ple languages. African American models were included in
promotional materials in the 1960s. The style lines have
been expanded to include more emphasis on crafts, pat-
terns for period costumes, children’s costumes, and vin-
tage reproductions of previous eras.

Patterns are a valuable historical reference for every-
day clothing, American ingenuity, entrepreneurship, and
the democratization of fashion.

See also Godey’s Lady’s Book; Sewing Machine; Tailoring.
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Table 1: Typical Sizing

Years

1920s
1940s
Late 1950s
1967 (new sizing)
1970s 
1980s-2000

Size 14

Bust 32”, Waist 27”, Hip 35”
Bust 32”, Waist 26.5”, Hip 35”
Bust 34”, Waist 26”, Hip 36”
Bust 36”, Waist 27”, Hip 38”
Bust 36”, Waist 28”, Hip 38”
Bust 36”, Waist 28”, Hip 38”

Size 18

Bust 36”, Waist 28”, Hip 39”
Bust 36”, Waist 30”, Hip 39”
Bust 38”, Waist 30”, Hip 40”
Bust 38”, Waist 31”, Hip 42”
Bust 38”, Waist 32”, Hip 42”
Bust 40”, Waist 32”, Hip 42”

Sizing Shift. Pattern companies use similar but not standard sizing systems, the proportions of which have shifted over time.
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PENIS SHEATH A penis sheath is a supplement to
the male body enclosing the glans and penis, leaving the
scrotum uncovered. Sometimes the term “phallocrypt” is
used as a synonym, but Peter Ucko observes that “phal-
locrypt” refers to dress supplements that cover both the
penis and scrotum, whereas the penis sheath conforms
and is attached to the penis only. Archeological evidence
suggests the practice of applying a penis sheath dates to
the prehistoric Near East, Minoan Crete, archaic Greece,
and Roman Italy. In the early 2000s, people living in
small-scale tribal societies all around the world, includ-
ing Africa, the Pacific Islands, North and South Amer-
ica, and the Himalayas, still used penis sheaths. Isolated
examples have been documented in Japan and among the
Inuit and Eskimo American Indians.

Penis sheaths are constructed of a wide variety of ma-
terials, including gourds, leaves, grass, raffia, bamboo, net-
ting, basketry, shell, cocoons, ivory, horn, metal, leather,
tapa cloth, and woven cotton trade cloth, depending on
the culture. The sheath is attached to the body in a vari-
ety of ways depending on the style of sheath. The sheath
can be shaped to cover and adhere to the penis; it can be
attached directly to the glans; or it can be fastened to the
end of the foreskin. Sometimes a cord or cloth wrap is
used to hold the penis sheath on or at a particular angle.
The sheath might be carved, painted, and/or tasseled. It
can be as small as five or six centimeters or extend up to
the ear of the wearer. The sheaths are not time consum-
ing to make. Even a carved bamboo sheath will require
only thirty to forty minutes to complete. The sheath is

part of a whole ensemble of dress that can range from
body painting and bead necklaces to shirt and trousers.

The function of the penis sheath in any society is the
subject of some debate among scholars and requires more
research. What tribal men report and what ethnographers
interpret can differ. However, some anthropologically
sound functions of the penis sheath can be identified, such
as it acting as a carrying pouch, protection, display, or a
marker of age, status, or tribal identity.

Informants report that the sheath protects their gen-
itals from the natural environment, particularly bugs and
insects when sitting on the ground. Since some sheaths
are open at the end, do not cover the scrotum, and are
not worn by all groups in the same geographic area,
physical protection is not the only function. The penis
sheath and its wrappings can serve as a place to store dry
tinder and tobacco. Sheaths also act as spiritual protec-
tion from evil influences that can enter body orifices,
particularly through the genitals. Some scholars suggest
the penis sheath functioned as a threat or dominance dis-
play in battle. As threat displays became more symbolic
than practical, some societies have developed penis
sheaths for different occasions, from ceremonial use to
everyday wear.

In the early days of anthropology, modesty was con-
sidered a function of the sheath. This idea has fallen to
the wayside because human groups vary in their ideas of
what is “naked” and “shameful.” For many men, wearing
the penis sheath is part of their definition of being dressed
appropriately for interaction with others. A comparable
example is the codpiece, which was fashionable in the six-
teenth century, and part of the well-dressed European
man’s ensemble. In any case, one can see by looking at
various examples of the penis sheath that it both conceals
the penis and draws attention to the genital region. The
codpiece and the twenty-first century men’s Speedo or
thong swimming-suit function the same way. The act of
revealing while concealing appears to be a panhuman use
of dress in general.

The age when a boy begins wearing a penis sheath
varies from society to society. In some cultures, when the
boy has his first semen emission, there is a ritual don-
ning of his first sheath. In other cultures, the first sheath-
ing is part of the process of coming of age from youth to
adult. Throughout life, a change in style of sheath may
mark achieved status from child to warrior to husband to
elder. For example, in A. F. Gell’s study of penis sheath-
ing in a West Sepik village spanning the border of New
Guinea and West Irian, there were both secular and rit-
ual penis sheaths called pedas used across the lifespan, and
the pattern of their use is cyclic in opposition to each
other. Peter J. Ucko points out that in some groups the
youth wear penis sheaths at a time in their lives when
virility is alluring and the elders are freed from the re-
sponsibility of this signal. By contrast, in other groups
the older men wear penis sheaths and the young do not,
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denoting changing times. Often, the morphology of the
penis sheath will differ from place to place, so the indi-
vidual can be visually identified as a member of one group
or another. In Gell’s study, we can see that in one part
of the valley, egg-shaped penis sheaths were used in the
north and elongated sheaths in the south.

Even though different groups may have a general
style of penis sheath unique to them, there may be little
standardization within the group, allowing the individual
the opportunity for aesthetic expression. Similarly, ab-
sence of a penis sheath communicates state of mind. For
some groups, not wearing a penis sheath means the man
is an adulterer (implying one function of the penis sheath
as contraception by inconvenience), feeble minded, or in
mourning and temporarily withdrawing from social life.

With a handful of exceptions, the penis sheath is ex-
clusively a masculine symbol. It is more than a covering
or a display. It is a unique form of material culture that
draws one in to an understanding of the physical, social,
and aesthetic life of people.

See also Cache-Sexe; Codpiece.
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Sandra Lee Evenson

PENN, IRVING Irving Penn, who was born in 1917
in Plainfield, New Jersey, is considered one of the great
American photographers of the mid-twentieth century,
not solely one of its masters of fashion photography, in
which he initially made his name. His reputation might
equally have been secured by a command of portraiture
and austere still life. In a career spanning six decades, he
has had success too with botanical studies, the beauty
photograph (most markedly for advertising purposes),
ethnographical documents of cultural types, studies of
voluptuous nudes, and with his book Dancer (2001), med-
itations on movement and the body. He disallows any of
these disciplines from taking precedence in his oeuvre,
but his name is inescapably synonymous with fashion
photography. Since 1943 Penn’s photographs have ap-
peared regularly in Vogue, where his career was nurtured
by Alexander Liberman, the magazine’s art director from
1943 to 1962.

Beginnings at Vogue
Penn studied at the Philadelphia Museum School of In-
dustrial Art (1934–1938). Alexey Brodovitch, art director
of Harper’s Bazaar, whose design seminars Penn attended,
introduced him to fashion magazines; moreover, he hired
Penn to be his assistant during two summers. Brodovitch
published some of Penn’s illustrations in 1937. In the
same year, Penn undertook a series of street photographs
of the shop signs and facades of New York, where he was
laying the groundwork for a career in the fashion world
by working as a freelance graphic designer and consul-
tant art director for Saks Fifth Avenue.

By 1942, having spent a year painting in Mexico,
Penn recognized that his future lay elsewhere. In 1943
Liberman hired him as a creative assistant in the art de-
partment of Vogue. Penn found Vogue’s photographers
mostly ambivalent about his ideas for the magazine’s
cover artwork and instead put them into practice him-
self. His first Vogue cover, a still life composition of ac-
cessories, was published in October 1943. Over the next
sixty years he photographed nearly 170 more. Shortly af-
ter his 1943 debut, he embarked on the photography of
clothes. He followed this with a short-lived but inventive
series, Portraits with Symbols, a stylish fusion of still life
and portraiture in which well-known figures posed with
objects that evoked aspects of their personalities.

Portraits
Between 1944 and 1950 Penn completed more than three
hundred portrait sittings for Vogue, the subjects for which
ranged from the Spanish artist Salvador Dalí to Senator
Hubert Humphrey. He rarely photographed outside the
formal confines of the studio during this period and ap-
proached these sessions as he did his still life studies that
punctuated Vogue’s pages at this time: his models faced
the lens in carefully arranged poses against the simplest
of studio backdrops, where nothing was left to chance.
His intention was to eschew artifice and flattery in favor
of a timeless clarity. His celebrated “corner portraits”
date from this period (1948–1949), too. Placing two stu-
dio flats at an acute angle to create a confining space for
his sitters, Penn recalled that “the walls were a surface to
lean on or push against. . . . [L]imiting the subjects’
movement seemed to relieve me of part of the problem
of holding on to them” (Penn, 1991, p. 50).

Apogee at Vogue
Penn’s Vogue fashion photography reached its apogee
with his coverage of the Paris collections of 1950.
Stripped bare of props and artifice, the results appeared
monumental in their simplicity, in the light of which the
tableaux of Horst, Cecil Beaton, and Erwin Blumenfeld,
his contemporaries in the pages of Vogue, suddenly
seemed as overdressed as stage sets. Penn’s uncluttered
compositions against seamless gray paper, as taut and as
concentrated as his portraits, remain unsurpassed as doc-
uments of haute couture at its zenith. For many of these
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fashion photographs he collaborated with the model Lisa
Fonssagrives (1911–1992), whom he married shortly af-
ter their completion. His most famous cover for Vogue,
a monochromatic study of the model Jean Patchett in
fashion by Larry Aldrich, dates from 1950 and marks the
first occasion Vogue ran a black-and-white photographic
cover.

Ethnographic Photography
Besides his important work for Vogue at mid-twentieth-
century, Penn began pointing his camera in new direc-
tions. In 1949, while on a fashion story for Vogue in Peru,
he found a nineteenth-century daylight studio in the town
of Cuzco. There, over three days, he photographed the
town’s residents (wearing their exotic clothing) and visi-
tors against a painted cloth backdrop, thereby initiating
a regular series of portraits documenting different cul-
tures. This pursuit led him far afield in later years, to
such locales as Dahomey, Nepal, Cameroon, New
Guinea, and Morocco. He brought the same spirit of
wonderment to chronicling these exotic dresses as he
brought to his photographs of ethnic types and his cele-
brated series of tradespeople in Paris, London, and New
York, which he also initiated in 1950.

New Directions
Penn embarked on his nude studies in 1949, continuing
to work on them intermittently between Vogue fashion
assignments, to which they stand in stark contrast. His
subjects were in his own words “soft and fleshy, some
very heavy.” But he required the same of them as he did
his fashion models: it was “more important [that] they
were comfortable with their bodies” (Penn, 1991, p. 66).
Vogue commissions and other commercial work, mostly
advertising, occupied Penn for the remainder of the
1950s. In 1960 he published his first book, Moments Pre-
served, which contained the best of his fashion photogra-
phy of the previous decade. The following year, in
tandem with his Vogue duties, he began a series of annual
photographic essays for Look magazine (1961–1967).

In 1964 Penn began to experiment with printing in
precious metals, most notably platinum, palladium, and
iridium. He continued refining these processes for exhi-
bition pieces, which have included fashion masterworks
such as Lisa in Harlequin Dress by Jerry Parnis (1950) and
Sunny Harnett in Ben Reig Silk-Chiffon Blouse (1951). Penn
became increasingly disenchanted with fashion photog-
raphy in the 1960s and from then on his photographs in
Vogue’s fashion pages became something of a rarity.
“Nowadays,” he told one commentator, “all that is re-
quired is a banal photograph of a girl in a dress.” From
the mid-1970s Penn regarded original work for exhibi-
tions and books as more creatively fulfilling than editor-
ial commissions. However, his beauty and still life
compositions, and occasionally fashion pictures, continue
to be published by Vogue almost on a monthly basis; thus,
with more than sixty years contributing to the magazine,

he is its longest-serving photographer. With an undeni-
able imprimatur on Vogue, he is one of the most influ-
ential fashion photographers of the twentieth century.

See also Beaton, Cecil; Fashion Photography; Horst, Horst P.;
Vogue.
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PERFORMANCE FINISHES Performance, or func-
tional, finishes are treatments that are applied to woven,
knitted, or other textiles to modify their chemical or phys-
ical properties. Fabrics can be made to resist shrinking,
fading, wrinkling, and soiling. Antimicrobial, antistatic,
and water-repellent properties can be added and fabrics
can be made more resistant to burning. Most fabrics (or
in some cases garments) are treated after dyeing or print-
ing, so that the finish will not interfere with the applica-
tion of color.

Shrinkage Control
A textile property of significant consumer interest is the
ability of fabrics to maintain their dimensions, whether
the textile is used in apparel or home furnishings. Shrink-
age is a reduction in fabric length or width; growth is a
term used for an increase in a fabric dimension. A fabric
that neither shrinks nor grows is said to be dimension-
ally stable. When one considers that a garment with a
25-inch waist will decrease by 1¼ inches if it shrinks only
5 percent, it is understandable that controlling shrinkage
has been a goal of textile producers and finishers for many
years. Such control has usually involved submitting the
fabric to conditions such as moisture or heat that might
induce shrinkage, before it is sewn into garments.

Fabrics most susceptible to shrinking during laun-
dering are those that have high moisture absorbance.
These include cotton, rayon, linen, and wool. Most syn-
thetics (polyester, nylon, acrylic, and olefin) do not ab-
sorb water to a great extent and have higher dimensional
stability. Manufacturing of woven or knitted fabrics im-
poses stresses in the materials as they are stretched and
held taut. When the tension is removed and these fab-
rics are subjected to wetting during laundering, the yarns
relax, moving closer together. The amount of relaxation
depends on the degree of stretching the fibers underwent
during manufacturing and the propensity of the fibers to
absorb water and to stretch. Wool and rayon are more
extensible than many other fibers and therefore shrink
more. Wool has a further problem in that the fibers are
covered with scales that can catch and lock together, en-
tangling under conditions of moisture, mechanical action,
and heat. This is called felting shrinkage and is the pri-
mary reason wool fabrics are not normally washable.
These differences in fabrics and fibers point out not only
the specification of laundering or dry-cleaning proce-
dures for textiles, but also the need for development of
shrinkage-control treatments that are fiber and fabric
specific. Compressive shrinkage, the most general con-
trol method, is appropriate for 100-percent cotton, linen,
or rayon fabrics. In the process, the fabric is dampened

and placed on a thick woolen or felt blanket that travels
around a small roller. The wet fabric is stretched as it
moves around the contour of the roller and then com-
presses and squeezes as it enters a straight area. Heat is
applied to set in the compressed structure. Sanforized and
Sanfor-set are trade names for this type of shrinkage-
control treatment.

Wool fabrics require special treatments to inhibit
both relaxation and felting shrinkage. The former can be
controlled by dampening or steaming the fabric and al-
lowing it to dry in a relaxed state. In one variant of this,
decating, the fabric is wound on a perforated cylinder and
steam is injected. Cold air then sets the relaxed fabric
structure. Preventing felting shrinkage allows wools to be
laundered. These treatments involve altering the scales on
the wool fibers so they do not catch on each other and
become highly entangled. One such process degrades the
outer scale layer, making the fibers smoother. A preferred
method, which runs less risk of degrading the fiber itself,
is to mask the scales by applying a thin polymer film.

Synthetic fibers, which are sensitive to heat, can
shrink when heat is applied. This phenomenon is appar-
ent when synthetic-fiber fabrics are ironed at too high a
temperature. The tendency for heat shrinking can be con-
trolled in finishing by heat setting the fabric at a temper-
ature that allows the molecules in the fibers to relax
somewhat. They are therefore less likely to relax further
and shrink during the use and care of the textile product.

Wrinkle Resistance
Fabrics made from cotton, rayon, and linen wrinkle easily
and will also retain these wrinkles. Cotton and cotton-
blend fabrics particularly will often have wrinkle-resistance
finishes applied to lessen the need for ironing. These fin-
ishes date back to 1929 when cotton fabrics were treated
with a chemical compound of urea and formaldehyde to
form a polymer resin inside the fiber. The chemical treat-
ment stiffened the fabric, making it “crease resistant.”

In the 1950s such treated fabrics, as well as those
made from nylon and polyester, which have natural wrin-
kle resistance, were termed “wash-and-wear.” This em-
phasized that they would not need to be ironed after
laundering. Many of these wash-and-wear finishes did,
however, require some touch-up ironing.

Further advances in the chemistry of formaldehyde
containing finishes produced the permanent-press fab-
rics of the 1960s and 1970s. Today they are referred to
as durable-press finishes in recognition of the fact that
the finish is quite durable to laundering but is not per-
manent. The most frequently used durable-press finish
is dimethyloldihydroxyethyleneurea (DMDHEU). The
chemical is applied to the fabric and then cured (that is,
heated in an oven to react with the cellulose molecules
in the cotton or rayon). The reaction bonds the mole-
cules together so that they cannot move around and al-
low wrinkles to set.
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Treated fabrics are cured either before they are fash-
ioned into garments or after. Precured fabrics have their
flat shape set in and can be difficult to handle during man-
ufacturing into final textile products. In an alternative
postcuring process, the finish is applied to the fabric that
is then made into apparel and the curing step occurs sub-
sequently. This allows creases, pleats, hems, and other
features to be durably set in the garments.

Soil and Stain Resistance
Soiling can be inhibited by preventing its deposition on
the fabric or by facilitating its removal. The range of fin-
ishes that includes the patented Scotchgard are examples
of the first category. The most effective ones contain flu-
oropolymers and work similarly to the finish on stick-re-
sistant cookware in repelling stains and soils. The surface
energy of the fluoropolymer finish is so much lower than
that of liquids that may spill on the fabric that both wa-
ter-borne and oily soils bead up and do not penetrate into
the fibers. These stain- and soil-resistant finishes also
provide a degree of water repellency to the treated fab-
rics. Another general class of stain-resistant finishes is
based on silicones. Silicone finishes resist water-borne
stains but do not repel oily liquids.

There are also finishes that aid in removing soils and
stains that do become attached to fibers. These agents,
generally referred to as soil-release finishes, were devel-
oped to address the tendency of polyester and durable-
press fabrics to absorb and hold oil-borne stains. Water
and detergent were not as readily able to penetrate these
fabrics and lift out the stains, as had been the case with
unfinished-cotton fabrics. The common mechanism of
the variety of soil-release finishes is to make them more
attractive to water-based detergent solutions. A sec-
ondary benefit of soil-release finishes is that, since they
attract water, they reduce build-up of static electricity and
therefore also serve as antistatic finishes.

Special fluorochemical finishes that confer both soil
resistant and soil-release properties are available. These
dual-acting finishes are long-chain polymers that have
blocks containing fluorine to repel water, oil, and soil,
and blocks that attract water. In air, the fluorochemical
blocks come to the surface to resist stains. When the fab-
ric is immersed in water, the other, water-loving, blocks
are on the surface, enhancing the ability of the fibers to
absorb water.

Flame Resistance
Providing some form of resistance to burning has been
an objective of fabric finishers for centuries. Early fin-
ishes were temporary in that they were removed when
the fabrics were laundered. Growing concern for safety
in this century brought about federal regulations for re-
quired flame resistance for fabrics used in clothing. Lo-
cal and state laws impose regulations on the flammability
of textile materials in public buildings. As a result, durable
flame-retardant finishes were developed.

In the literature in this area, a distinction is made
between the terms “flame resistant” and “flame retar-
dant.” Flame resistant is more general, referring to the
resistance of a material to burning. That property can be
due to a fiber that is inherently resistant to ignition
and/or propagation of flames or can be conferred by ap-
plication of a finish. In the latter case, the finish is a flame-
retardant chemical. Many synthetic fibers shrink from
flames and therefore resist ignition. They will burn, how-
ever, upon ignition and can be treated to inhibit com-
bustion. Modacrylic is naturally flame-resistant, as are
some of the high-performance fibers used today in gar-
ments for firefighters and race-car drivers. Cotton and
other cellulosic fibers such as rayon and linen will burn
readily; they have the same chemical structure as paper.
It is these fibers that normally require a retardant finish
to make them flame-resistant.

Flame-retardant finishes work either by quenching
the flame or by producing char that interferes with the
combustion process. Finishes for nylon and polyester
contain bromine that reduces the generation of flamma-
ble gases. Durable finishes for cotton and cotton-blend
fabrics are phosphorus compounds which react chemi-
cally with the cellulose fibers and inhibit the production
of compounds that fuel the flame.

Other Finishes
Other possible finishes include antimicrobial, light-resis-
tant, mothproof, and temperature-regulating finishes.

Antimicrobial finishes. Clothing, particularly soiled
clothing, is susceptible to growth of mold, mildew, and
bacteria. Not only does the growth of these microbes on
fabric present health problems, it also causes odors. An-
timicrobial agents to protect against both can also be in-
corporated into manufactured fibers before they are spun
or can be applied as finishes to fabrics. Antimicrobial fin-
ishes work either by setting up a barrier against the mi-
crobes, preventing them from attaching to the fibers, or
alternatively by killing the offending organisms. Agents
that kill fungi and bacteria are divided into two general
classes; organic materials and compounds containing
metals. Copper, zinc, and silver are biocidal metals that
have been used on fabrics and clothing items such as socks
and underwear. Ammonium salts and phenols are organic
compounds that are applied. The active ingredient in
Lysol antiseptic spray is a phenolic compound.

Light-resistant finishes. The ultraviolet (UV) rays in light
can be harmful to clothing fabrics, as well as to the peo-
ple wearing them. UV light breaks the polymer chains
comprising fibers, ultimately weakening fabrics. Some
fibers (cotton, rayon, silk, olefin) are more readily dam-
aged than others. The light can also change the structure
of dyes, causing fading of fabrics. Light-resistant finishes
work either by preferentially absorbing UV radiation that
would be harmful to fibers or dyes, or by reflecting such
radiation so that the textile does not absorb it. Concerns
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over the harmful effects of UV light on skin have prompted
development of finishes that enhance absorption or re-
flection. Apparel made from fabrics with these finishes is
advertised as having UV or sun-protective qualities.

Mothproofing finishes. Wool fabrics are damaged by
moth larvae, which consume the wool protein, leaving
holes in the fabric. Traditionally, wools were stored in
bags with mothballs, large pellets containing the ingre-
dient naphthalene that killed the larvae. In the early
2000s, finishes were available for a durable application
during fabric manufacturing or a renewable application
when wool items are dry-cleaned.

Temperature-regulating finishes. Temperature-regulating
fabrics are sensitive to the surrounding temperature or to
body heat. They are generally referred to as phase changes
materials because they change from one phase (solid to liq-
uid or liquid to solid) in reaction to the surrounding tem-
perature. The phase change consumes or releases heat.
Polyethylene glycol exhibits this behavior when applied to
fabrics. It absorbs and holds heat at high temperatures,
cooling the wearer; it then releases this stored heat energy
under cooler conditions. The finish has been applied to
T-shirts, underwear, socks, and sportswear.

See also Cotton; Rayon; Wool.
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PERFUME Perfume, from the Latin per fumum, mean-
ing through smoke, has been a barometer of society and
its mores throughout recorded history. Like fashion, it
provides a road map to people’s strivings for individual-
ity, self-aggrandizement, social standing, and feelings of
well-being.

Early Egyptians are credited as one of the first groups
to improve their lives and deaths through the use of fra-
grance and fragrance ingredients, particularly blended for
burning during religious services and burial. Historical
references cite Ishmaelite traders who, in 2000 B.C.E., bore
aromatic treasures to eager customers in Egypt via what
was known as the Incense Road. Considered more pre-
cious than gold, flowers, herbs, and spices, perfumes were
an expression of exaltation and admiration. The impor-
tance of perfumes gradually reached far beyond Egypt
thanks to traders, crusaders, and shifting populations who
took their precious fragrances with them. This was a for-
tuitous turn of events for the future of fragrance.

Perfume ingredients became indispensable in reli-
gious services, as medicants, to enhance personal environ-

ments, and to be applied to the skin for protection against
the elements. Perfume was also used as an aphrodisiac. The
famous and infamous embraced fragrance and made it their
own. Cleopatra (60–30 B.C.E.) doused the sails of her ship
to entice Mark Antony. The Queen of Sheba won the heart
and devotion of King Solomon by bringing him gifts of
rare spices all the way from Yemen. He particularly fa-
vored the fabled myrrh. It is said that each drop of Muham-
mad’s sweat, as he ascended to heaven, morphed into the
most precious of flowers—the rose.

It was the Egyptians who learned how to press the oils
from flowers and leaves that they then smoothed on their
sun-scorched skins. The Arabian doctor Avicenna is cred-
ited with developing the method of distillation, in the tenth
century, which led to the creation of liquid perfume.

Little has changed in the gathering and processing
of perfume ingredients. Flowers and plants are picked and
gathered by hand, and distillation, in which steam sepa-
rates the essential oils from the flowers and plants, re-
mains one of the prime methods for extraction. (It is one
of six methods: expression, maceration, enfluverage, ex-
traction, and headspace technology.) In modern times,
the greatest change has taken place in the fragrance lab-
oratories where computer technology has become a ba-
sic tool, not only in establishing and maintaining quality
standards, but also in allowing perfumers around the
world to communicate with each other in developing
unique new fragrance formulas.

Hand in Glove
Fragrance and fashion were linked for the first time in
the thirteenth century. The setting was Grasse, France
(located between Nice and Cannes) that at the time was
the center of the glove-making industry. The problem
these artisans faced, however, was the unbearable smell
of the leather that was tanned with urine.

The fragrant flowers of Grasse, the province of the
local perfumers, came to the rescue of the tanners and
perfumed gloves became the rage throughout fashionable
Europe. As a result, industrious glove-makers added the
title of perfumer. They enjoyed great success until the
early 1800s when they were taxed out of business and as
a result moved away, leaving a talented coterie of flower
growers and perfumers. Grasse flourished as the perfect
source of flowers, especially lavender, jasmine, and
tuberose that grew on the sun-drenched hills. In the
twenty-first century, Grasse is a shadow of its former self,
as real-estate developers usurped much of the land in the
latter part of the twentieth century. It no longer is the
prime source of flowers, roots, and herbs sought by the
modern fragrance industry. The whole world serves the
perfumers’ fragrant needs.

Scents of Royalty
The desire to adorn the body with sweet smells and beau-
tiful jewelry created a marriage of fashion and fragrance
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that reached its heights in the early 1700s, particularly
during the reign of Louis XIV. It was then that Euro-
pean royalty decided to have their fragrances at hand
night and day no matter where they might be. Aromatic
jewelry designed by master craftsmen was in great de-
mand. In fact, royalty had their own private jewelers and
perfumers to cater to their every whim. Chatelaines,
rings, earrings, belts, and bracelets were considered in-
dispensable. Wealthy men, women, and children all wore
decorative aromatic accessories.

Courting Perfume
In 1533, when Catherine de Medici left Italy to marry
Henry II, she took all of her personal perfumes and per-
fumers with her. It was not uncommon for royalty and
wealthy citizens to employ their own perfumers and jew-
elers who were responsible for creating exquisite one-of-
a-kind containers for each perfume. The marriage of
Marie Antoinette to the future king of France, Louis XVI,
united two intense devotees of perfume. Both reveled in
environments heavy with scent. But it was Louis XIV who
became known as “The Perfumed King” in the seven-
teenth and early eighteenth centuries. His retinue of per-
fumers created different scents for him and his court to
wear morning, noon, and night. In his court, the wings
of doves were drenched with fragrance to be released af-
ter a great banquet to fill the air with refreshing scents.
Extravagance was the coin of the realm. Vessels were de-
signed to allow incense to be sprinkled on carpets and in
dresser drawers. Incense was also burned to fumigate
clothes, living quarters, and to induce sleep.

Street Scents and Scenes
The growth of the urban environment in the eighteenth
century gave meaning to fragrance for the masses. Over-
crowding, lack of sanitation, and pollution made life un-
bearable. Fears of unknown diseases lurking in the water
kept people from bathing. Perfumes emerged as the
panacea for the great-unwashed populace. Crudely made
perfumes and colognes could be bought on the street by
roving self-appointed perfumers who hawked their fra-
grant wares from garments which looked like cook’s
aprons. Scent bottles filled the many pockets. The French
Revolution put a stop to royalty’s fragrant revelries and
perfume didn’t regain its popularity until the early nine-
teenth century, when Napoleon became emperor. There
was no limit to his fragrance indulgences. He virtually
bathed in eau de cologne, and never went into battle with-
out a full supply of his favorites. His wife, Josephine,
loved roses and musk, and she surrounded herself with
them night and day. But, when Napoleon left her for
Marie Louise, Josephine filled the rooms of Malmaison
with the overpowering scent of musk, which she knew
Napoleon disliked intensely. Visitors to Versailles report
they smell it still.

The twentieth century saw the birth of fashion de-
signer fragrances (primarily of French origin). They were

referred to as the invisible accessory by merchants and
the media, to be worn on special occasions. Then, in
1921, the great couturier, Gabrielle Chanel, set the fash-
ion world on fire when she launched her breakthrough
creation, Chanel No. 5. It was the first aldehydic type
that is characterized by its rich sparkling quality. It be-
came an overnight sensation and established a new cate-
gory for the perfume world.

Chanel was not the first designer to sniff the poten-
tial of scents, however. Credit must be given to Paul
Poiret, whose exotic designs were inspired by the mys-
teries of the Far East and who achieved recognition and
applause for his art deco costumes for theater and ballet.
Fascinated by the imaginative and ephemeral, he adored
fragrance and became a perfume entrepreneur in the early
1900s. He established his own laboratory and facilities for
blowing glass and packaging his “small wonders.” His
company, Parfumes Rosine, was named for one of his
daughters. Of the more than fifty perfumes (floral, spicy,
and oriental types dominated) introduced between 1911
and 1924, several carried his daughter’s name. La Rose de
Rosine was presented to the public in the mid-twenties as
was La Chemise de Rosine and Mon Choix de Rosine. In
1927, inspired by the flight of Charles Lindbergh, Poiret
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Chanel No. 5 advertisement. Chanel launched its No. 5 per-
fume in 1921. It was one of the first and most popular of the
fashion designer perfumes that dominated the fragrance mar-
ket of the twentieth century. THE ADVERTISING ARCHIVE LTD. REPRO-
DUCED BY PERMISSION.
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launched Spirit of St. Louis, which was one of his last fra-
grance creations.

Poiret’s couture clients, artists, actresses, and the
wealthy, in the U.S. and abroad, quickly became his fra-
grance customers as he encouraged them to consider fra-
grance one of his most important fashion accessories. They
responded enthusiastically. After World War I, however,
his fashion house floundered. His fragrances continued to
enjoy popularity in the United States where they were re-
introduced. Poiret closed his business in 1930.

Designers and Grand Dames
The fascination with fragrance did not lose its momen-
tum thanks to Chanel and an unending parade of de-
signers who became arbiters of styles in scents with
innovations of their own: Worth (Dans La Nuit, 1922),
Jeanne Lanvin (My Sin, 1925). The legendary Arpege
wasn’t introduced until 1927. What was described as the
most expensive perfume in the world, Joy, was launched
by Jean Patou in 1930. Elsa Schiaparelli startled twenti-
eth century women with a sexy scent which she appro-
priately called Shocking. Women flocked to her salon to
add the scent in its unique “torso” bottle to their dress-
ing tables. The bottle was said to have been inspired by
the measurements of the voluptuous American actress
Mae West. It is considered one of the great collectibles
in the twenty-first century.

Peacetime Scent-Sations
A fashion/fragrance explosion following World War II
was led by Christian Dior who not only dropped skirts
to the floor in 1947 with his New Look, but also intrigued
his customers with the legendary Miss Dior perfume.
Nina Ricci introduced her romantic perfume, L’Air du
Temps, in l948 in its unforgettable “double doves” bot-
tle. In 1951, the elegant Hubert Givenchy took his place
in the perfume pantheon, with L’Interdit, inspired by his
muse, Audrey Hepburn.

Hints of Globalization
In the second half of the twentieth century, the French
couture world spawned a splendid group of designers in-
cluding Yves Saint Laurent, Karl Lagerfeld, Guy
Laroche, Pierre Cardin, and Paco Rabanne. Before long,
all became perfume aficionados as fragrance and fashion
became inextricably connected.

Fragrance in the United States, at the time was pri-
marily French and considered a luxury to be worn only
on special occasions. An interest in American fragrances
began to accelerate when Estée Lauder introduced Youth
Dew in 1953. The first perfume in an oil base (versus al-
cohol), it was particularly long lasting and became a na-
tionwide success. The launch of Norell, however,
catapulted America into the fashion/fragrance arena.
Norell was the first American designer to lend his name
to a perfume. Revlon introduced it in 1969. The sophis-
ticated floral became the olfactory touchstone for exec-

utive women throughout the country. It suddenly became
de rigueur for these career women to keep Norell per-
fume bottles in full view on their desks.

By the 1970s, American designer fragrances multi-
plied. Halston led the way with his first fragrance in 1975.
Presented in the famed Elsa Peretti bean bottle, it was an
immediate favorite. Ralph Lauren set new fragrance stan-
dards with Lauren and Polo in 1978. Calvin Klein rocked
the fragrance world in 1985 with Obsession and its
provocative, risqué advertising. He followed up in l994
with the first important unisex fragrance, CK-1. It cre-
ated a sensation. America’s designers Oscar de la Renta,
Liz Claiborne, Bill Blass, and Donna Karan moved quickly
to join the fragrance explosion.

Designing a Fragrant Future
France’s commitment to fragrance and its formidable
fashion designers also continued unabated. In the 1980s,
new cutting-edge designers made their mark: The 1990s
witnessed fragrance launches from Jean-Paul Gaultier
and Issey Miyake. By the time the century was over, fash-
ion designers from Italy (Armani, Moschino, and Dolce
& Gabbana), Spain (Carolina Herrera and Paco Ra-
banne), and Germany (Jil Sander and Hugo Boss) were
international fragrance stars.

In the twenty-first century, competition heated up
with fragrance blockbusters from the newest fashion
leaders in the United States and abroad: the namesake
fragrances of Marc Jacobs, Michael Kors, and Vera
Wang have joined John Galiano’s Kingdom. The ever-
widening development of odor identical molecules and
computer-generated techniques that extract and repro-
duce scents previously undetected or available has dra-
matically expanded the perfumer’s palette. Amongst the
original olfactory experiences that emerged are food,
oceanic, and ozone notes. Researchers have explored
scents emitted by coral growing in the Caribbean. Flow-
ers have been sent into space to determine how the
weightlessness impacts the flower’s odor stability. Work
has been undertaken to develop pleasing odor environ-
ments and delivery systems for future space stations. Re-
search has revealed that humans are not comfortable
living under odorless or negative odor conditions.

The key to the success of the designer scents has al-
ways depended on how well each designer interprets his
or her fashion image in the packaging, name, advertis-
ing, and, of course, the fragrance. The appeal is espe-
cially powerful to the majority of consumers who could
not afford the couture designs that appear alluringly in
the pages of magazines, in store windows, and on popu-
lar TV shows. The perfumes have made it possible for
almost everyone to experience the panache of the de-
signers. As a result, designer fragrance successes have
multiplied and captured the imagination and dedication
of women everywhere.

There are eight basic fragrance categories: Green,
single florals, floral bouquet, oriental blend, modern
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blend, fruity, spicy, and woodsy mossy. In recent years,
fantasy formulations have grown increasingly popular.
These are fragrances that defy description and are olfac-
tory experiences based on the perfumers imagination.

In the twenty-first century, creating a fragrance de-
mands scientific, technical, and artistic expertise. The
time frame from start to finish can be as long as three
years. Usually, a team of perfumers, assistants, and eval-
uators work against what the industry calls a “perfume
profile.” The profile identifies the type of fragrance (flo-
ral, spicy citrus, woodsy, green, or oriental), the charac-
teristics of the type of woman who would wear the
fragrance (sophisticated, conservative, sporty, adventur-
ous), the pricing, the packaging, and among other fac-
tors, imagery. A number of perfumers from different
supplier companies compete to win the assignment.
Once the winning fragrance is selected, it is market-
tested, which could take another six to eight months.
During this period, the packaging, advertising, market-
ing, and sales promotion (including sampling) strategies
are finalized.

There are only a handful of great perfumers and like
all fine artists they are considered key to the success of
creating a great luxury brand. They are in demand and
remunerated accordingly. Because of the many elements
involved in bringing a fragrance to market, there is no
hard and fast rule for allocation of costs.

The future promises to expand the rarity and enjoy-
ment of designer-inspired fragrances. New technologies
and packaging concepts will make them available in a myr-
iad of forms for personal wear and travel, as well as in the
home and in public spaces. The olfactory adventure of the
twenty-first century absolutely knows no bounds.

See also Cosmetics, Nonwestern; Cosmetics, Western.
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Annette Green

PERMANENT PRESS. See Performance Finishes.

PETTICOAT The petticoat is derived from the jupe
or underskirt of the eighteenth century. As the skirts of
women’s robes were open at the front, the jupe had to be
as highly decorative as the robe, and was often con-
structed of the same rich material. Around 1715 the pet-
ticoat became an undergarment that gave structure to the
outer skirt by means of a series of whalebone hoops.

The Nineteenth Century
By the nineteenth century, petticoats had several func-
tions. They were used as underlinen to provide warmth
and protect outer clothing from an unclean body, to give
a structure to the skirt depending on the fashionable sil-
houette of the time, and to disguise the shape of the legs
to give a modest appearance to a woman. It formed part
of an extensive range of underwear as worn by the Vic-
torian woman, which was comprised of a chemise, draw-
ers, corset, and several petticoats. Petticoats were
generally in two forms until the end of the nineteenth
century: a petticoat with a bodice attached or a separate
waisted garment which was corded, that is, it had tucks
with cords threaded through and drawn in to the waist
to provide initial support for the crinoline skirt.

Made out of cotton, linen, cambric, and flannel for
winter, several petticoats would be worn at once in the
1840s to provide a bell-shaped structure for the skirt and
were stiffened with horsehair at the hem. With the in-
vention of the cage crinoline, petticoats became less struc-
tural, and usually only one was worn under the crinoline
cage for warmth and modesty as the cage had a habit of
flying up when a wearer sat down too rapidly. Another
petticoat was customarily worn over the crinoline to
soften the steel rings of its outline and tended to have an
ornately decorative hem, usually of broderie anglaise or cro-
chet as it was likely to be exposed when the wearer was
walking. The shape of the petticoat was very much de-
termined by the fashionable shape of outerwear and thus
changed over the century from the narrower shapes of the
1860s to the gored cuts of the 1870s and the overly frilled
and flounced froufrou of the Edwardian Era. The slimmer
cut of 1920s fashions and bias cut of the 1930s necessi-
tated a different kind of underwear—usually French
knickers and bias-cut slips derived from the petticoat and
attached bodice of the nineteenth century.

Post–World War II
In 1947 Christian Dior’s Corolle Line, later dubbed the
New Look, heralded the revival of the bouffant skirt, a
round crinoline shape with an understructure comprised
of several petticoats. The look was incorporated into
teenage culture in the 1950s as young women adopted the
petticoat and wore several at once—usually of sugar-
starched net and paper nylon, or (for evening) taffeta, at
least one of which was stiffened with plastic hoops. The
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look was particularly associated with rock ‘n’ roll and jiv-
ing as the petticoats preserved the dancer’s modesty when
exhibiting twirls with her male partner. In the 1960s the
petticoat disappeared in daywear and, in much the same
way as the corset, became the preserve of fetishism. The
allure of the petticoat can be explained by the way it ex-
aggerates certain characteristics of the female body, by em-
phasizing the hips it highlights a fragile waist. It has thus
earned a place in fetish culture as a signifier of femininity,
and magazines such as Petticoat Discipline allude to the pop-
ular cross-dressing scenario of a little boy being forced to
parade in front of his family and friends in petticoats as a
punishment for some misdemeanor. The frisson of plea-
sure achieved through shame thus creates a fetishist.

British designer Vivienne Westwood revived the
petticoat in the late 1970s and 1980s as a result of the-
atrical New Romantic dressing and the experiments
with the mini-crini. The wedding of Lady Diana
Spencer to Prince Charles in 1981 heralded a revival of
the nineteenth-century silhouette in bridal design as a
result of her crinoline-skirted wedding gown designed
by David and Elizabeth Emmanuel. Thus, the contem-
porary petticoat is often used as an understructure in
women’s formal wear, in particular bridal gowns and in
outfits worn by female country and western singers;
Wynona Judd is associated with this look.

See also Crinoline; Corset; Petticoat; Underwear.
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Caroline Cox

PIMA COTTON. See Cotton.

PINA CLOTH. See Fibers.

PINAFORE. See Aprons.

PINS Pins range from the simplest devices used by hu-
manity to some of the most elaborately decorated orna-
ments. Thorns, bones, and other plant and animal
materials have been used for making and fastening gar-
ments since Neolithic times. Sumerians used iron and
bone pins 5000 years ago. Wealthy Egyptians wore
straight bronze pins with decorated heads; by Greek and
Roman times the fashion had changed to a clasp or fibula.
Medieval pins ranged from simple pieces of wood to ivory
and silver, and measured 2.5 to 6 inches. Paris was the

center of medieval pin manufacturing; by the seventeenth
century, though, pin making was the leading industry of
Gloucester, England. Less valuable than needles, metal
pins were small luxuries in early modern Europe; pin
money was originally a bonus given to a merchant on
concluding a deal, for his wife’s pins.

By the eighteenth century, pins were made with a
division of labor that fascinated both Denis Diderot and
Adam Smith because the specialization of workers was
helping make a luxury affordable. Steel being too costly
and difficult to work, brass wire was drawn at 60 feet per
minute by a skilled specialist, then cut into lengths by
other workers producing 4,200 pins an hour. Others then
sharpened the points and made coiled brass into heads
and affixed them, coated the pins with tin, and washed,
dried, and polished them. A single worker going through
all these stages would have been able to make only a hand-
ful of pins a day. Mechanized pin production began in
Birmingham, England, in 1838. One of the most cele-
brated devices of antebellum America, John Howe’s 1841
pin machine made a breakthrough in automation by per-
forming the entire sequence of unwinding wire, cutting,
grinding, and polishing in a single rotational sequence.
It even formed heads by compressing one end of the wire.

Pins were one of the first articles so effectively au-
tomated that the challenge shifted from production to
packing—especially inserting the pins rapidly and safely
in crimped paper cards—and marketing. The card dis-
play, developed by Howe, assured customers of the qual-
ity of metal, points, and heads. In 1900 U.S. residents
used 60 million common pins, or about 126 per capita;
old obstacles to working with steel had been overcome.
By 1980, a Cambridge University economist estimated
that productivity per worker in the British pin industry
had increased 167-fold in 200 years.

Perhaps the greatest impact of abundant, cheap,
high-quality pins packed in closed cases was on the cul-
ture of sewing. Pins no longer had to be protected from
theft, loss, and rust. Through peddlers, they were avail-
able to every country household, and their profusion
helped pincushions reach a decorative peak in the Victo-
rian era. By the early twenty-first century, pins had lost
most of their industrial importance; only in luxury pro-
duction and in-home sewing were they still used to at-
tach patterns to fabric.

See also Brooches and Pins; Needles; Safety Pins.
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Edward Tenner

PIQUE. See Weave, Jacquard.

PLAID Checked cloths were evident in many early cul-
tures, however, the term plaid drives from Scottish Celtic
culture of around the sixteenth and seventeenth centuries
(Bonfante 1975; Barber 1991; Cheape 1995). The popu-
larity of checked cloths in North America and the use of
the word plaid to describe these cloths are almost cer-
tainly linked to the influence of Scottish immigrants from
the late eighteenth century onward. The term is widely
used in North America to describe a diverse range of
checked cloths from heavy tartans and tweeds to fresh
cotton ginghams. However, within Britain, plaid gener-
ally refers to either tartan or checked cloths similar to
tartan. It also signifies a length of tartan cloth worn over
the shoulder as part of the more elaborate forms of High-
land Dress.

Origins in Celtic Culture
In the early Celtic culture of Scotland and Ireland, a type
of shaped cloak known as a mantle was worn. In the six-
teenth and seventeenth centuries, this developed into the
simple, untailored length of cloth known as the plaid.
Cheape further identifies that “plaids or plaiding were
Scots terms used to describe the relatively coarse woven
twilled cloth that might be used, for example, for bed
coverings as well as garments” (p. 19). Indeed the Gaelic
meaning for the word plaide is blanket, whereas the plaid
as a garment tends to be referred to as a breacan, the belted

plaid, which was commonly worn by men in Highland
Scotland. Women throughout Scotland wore the plaid as
a large tartan shawl, a style that was popular until the
mid-eighteenth century (Dunbar 1981, p. 125; Cheape
1995, pp. 3–20).

Plaid in Fashion
By the early nineteenth century, plaids in their original
form were scarcely worn, though; in that era plaid cloth
gained an international profile as a fashion textile. Amer-
ican mail-order catalogs from the nineteenth century in-
dicate that plaids were popular for men’s work-wear and
day wear, and for making women and children’s dresses
and blouses (Israel 1976; Kidwell and Christman 1974,
p. 58). The colorful, geometric designs concerned have
become embraced within modern, sporting, or “homely
pioneer” notions of American sartorial identity. This is
linked to the fact that plaid shirts and jackets form part
of the image of American male stereotypes such as lum-
berjacks and frontiersmen. It is also connected to the in-
fluential work of American sportswear designers like
Claire McCardell and Mildred Orrick, who frequently
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Clair McCardell plaid playsuit. Scottish immigrants brought
plaids to North America in the late eighteenth century, and the
pattern has since become a popular one in modern design col-
lections. [MODEL BIJOU BARRINGTON IN CLAIRE MCCARDELL "ROMPER"],
HARPER'S BAZAAR, P46, 1942. PHOTOGRAPH BY LOUISE DAHL-WOLFE. © LOUISE

DAHL-WOLFE ARCHIVE, CENTER FOR CREATIVE PHOTOGRAPHY, ARIZONA BOARD

OF REGENTS. REPRODUCED BY PERMISSION.

THE WOMEN OF EDINBURGH

Sir William Brereton, an English visitor to Edin-
burgh in 1636, described the dress of women as fol-
lows:

Many wear (especially of the meaner sort)
plaids, which is a garment of the same woollen
stuff whereof saddle cloths in England are made,
which is cast over their heads, and covers their
faces on both sides, and would reach almost to the
ground, but that they pluck them up, and wear
them cast under their arms. (Cheape, p. 19)
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used plaids in their designs of the mid-twentieth century
(Milbank 1989; Yohannan and Nolf 1998). The embrace
of plaid within American culture has influenced subse-
quent reinterpretations of it. For example, plaid has fea-
tured in cowboy, and work wear—inspired gay styles of
the 1970s onward, as well as in the subcultural styles of
skinheads, rockabillies, and punks. Plaid has also featured
consistently in international designer collections, partic-
ularly since the 1970s.

See also Scottish Dress; Tartan.
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Fiona Anderson

PLASTIC AND COSMETIC SURGERY Cos-
metic surgery began to be practiced in the last part of the
nineteenth century as surgical intervention became in-
creasingly possible because of the development of anes-
thesia and sterile techniques. One of the first cases to be
reported in the last part of the nineteenth century had to
do with correcting what was known as saddle nose, a deep
depression in the middle of the nose. There are several
causes of this condition, but one of them was syphilis.
This association with syphilis made those with such noses
particularly willing to try to get some surgical change.
Large noses were also an issue and intranasal rhinoplasty
(hiding the incisions inside the nose) was first done in the
1880s.

Public knowledge of the possibility of plastic surgery
came during World War I (1914–1918) as surgeons
treated patients in unprecedented number with bad fa-
cial and other visible scars. The “miracles” wrought by
the surgeons brought plastic surgery out of the closet,
and there were enough physicians engaged in it to found
the American Association of Oral Surgeons in 1921, later
called the American Association of Oral and Plastic Sur-

geons, and still later, the American Association of Plas-
tic Surgeons.

These early-organized plastic surgeons were cau-
tious about their reconstructive surgery, determined to
use their skills to help the maimed but not to do frivo-
lous surgery designed to make people more “beautiful.”
Not all would-be surgeons agreed with them, and a sep-
arate group popularly called “beauty surgeons” devel-
oped. These surgeons were looked down upon for their
promises to improve the looks of their patients. They
took shortcuts, avoiding some of the time-consuming op-
erations involving bone and cartilage grafts. Instead, they
relied upon the injection of paraffin, which for a time in
the 1920s, was seen as a panacea for all soft-tissue de-
fects. It was widely used to fill facial wrinkles. Unfortu-
nately paraffin had a tendency to migrate to other areas,
particularly if the patient spent time in the sun. That
tended to disfigure the patient, who then had to go
through the process again. One of the best known of these
beauty surgeons was Charles C. Miller of Chicago, who
wrote an early textbook entitled Cosmetic Surgery: The
Correction of Featural Imperfections.

The attempt to distinguish between plastic surgery
and beauty essentially failed. While surgery was still
done for people whose bodily features had been altered
by wounds or fires, increasingly it was used to meet per-
sonal beauty standards or to change identifiable ethnic
features or to make someone appear younger by remov-
ing facial wrinkles or having eye tucks. Surgery was also
done to change the contours of the body, particularly
among women where breast augmentation or breast re-
duction became an important specialty. By 1988 breast
enlargement surgery had become a $300 million busi-
ness. Some urologists got into the business of penile aug-
mentation, although this was far more controversial. One
San Francisco urologist in the 1990s claimed to have
done 3,500 such operations even though many urologists
condemned the operations as unnecessary and poten-
tially dangerous.

Silicone implants gave a big boost to the breast aug-
mentation industry, and it became second only to lipo-
suction (fat removal) as the most common cosmetic
surgery. Some women complained that the silicone in
their breast implants ruptured or leaked, causing them to
have chronic fatigue, arthritis, and damage to the immune
system. The result was a lawsuit that resulted in the
largest fee ever negotiated in a class-action lawsuit. Dow
Corning, Bristol-Myers Squibb Company, and others
agreed to pay more $4 billion to 25,000 women. Breast-
implant surgery grew even more prevalent, however,
when the silicone was replaced by saline. Still the silicone
worked better and research both before the lawsuit and
after has tended to disprove the validity of the claims
about the dangers of silicone. In 2003 there was an un-
successful campaign to return to silicone as an option.
The last word, however, has not been said on this issue.

PLASTIC AND COSMETIC SURGERY
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While many women want to increase the size of their
breasts, others want to lessen theirs, and breast reduction
remains an important part of cosmetic surgery. By 1992,
40,000 women a year were having reduction surgery.

Probably the most radical of plastic or cosmetic
surgery is that involved in transsexual surgery. Surgery to
change males to female has changed drastically in the last
40 years, and skilled surgeons can use the penis and tes-
ticles to make functional labia and vaginas. The surgery
for changing females to males is less well-developed since
it has proved difficult to make a penis that can be used
for both urination and sexual intercourse, but research is
still continuing in the field.

See also Body Building and Sculpting; Body Piercing; Brand-
ing; Implants; Scarification; Tattoos.
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PLAITING. See Braiding.

PLEATHER. See Techno–Textiles.

PLUSH. See Weave, Pile.

POCKETS Pockets are a small but important compo-
nent of western clothing. Despite their deceptive obscu-
rity and utilitarian nature, pockets are sensitive to fashion
changes and they can reveal a wealth of social and cul-
tural information. Pockets are an alternative or supple-
ment to bags, purses, and pouches in the carrying and
securing of portable personal possessions, and historically
it is often illuminating to consider them together. There
has been a close gender-specific association between
pockets and the bodily gestures and posture they facili-
tate. In the period before mass-produced clothing, first
for men and then for women, there was scope for indi-
vidual customers, or their tailors and dressmakers, to
choose where pockets should be placed, and though there
were common preferences and styles, pockets were by no
means uniform; in the early twenty-first century, the same
applies in expensive bespoke clothing. There has always

been a difference in the number and position of pockets
customarily provided for men, women, and children.

Pockets in Men’s Dress
For men, the most prominent pockets are those on the
outside of their coats. In the seventeenth century, they
had been close to the lower edge and then moved higher.
In the eighteenth century, like pockets in waistcoats, they
became marked out by flaps becoming deeper and often
decorative, sometimes lavishly so in keeping with the
color and embellishment of fashionable garments. The
great coat, which was common before the railway age,
provided a capacious range of pockets suitable for the
needs of male travelers. Its demise may have contributed
to the widespread adoption of the briefcase in the twen-
tieth century by businessmen and commuters. In the vo-
luminous trunk hose worn by men with doublets in the
sixteenth and seventeenth centuries, very large pockets
could be accessed from the side. Pockets in later styles of
breeches and trousers have been situated in the side
seams, but also at the back and front.

Smaller pockets, such as those for coins or hanging
watches, were less visible, for example placed in the front
of the waistband of breeches; chamois leather was some-
times used as lining. Watches became small enough at
the start of the seventeenth century to be concealed in
pockets made for the purpose. These remained common
until the wristwatch became popular in the twentieth cen-
tury. The inside top pocket is commonly found in many
male garments past and present. Men’s garments utilized
integrated pockets and positioned them to achieve bal-
ance across the body generally before women’s garments
did so. The number of pockets for men has been sub-
stantial. Extant historical breeches and trousers show ev-
idence of the cycle of patching made necessary by wear
and tear caused to pocket linings by coins and keys, a
problem that has continued.

Pockets in Women’s Dress
Women’s clothing was slower to adopt the integral pock-
ets widely used by men. The old-established custom of
hanging small utensils and tools from the belt has never
entirely ceased. It enjoyed a renaissance amongst women
in the second half of the nineteenth century when there

POCKETS
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“…because I have no safer a store-house,
these pockets do serve me for a roome to lay up
my goods in, and though it be a straight prison, yet
it is a store-house big enough for them, for I have
many things more of value yet within…” (Bulwer,
p. 77).
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was a vogue for antique-looking chatelaines. Through-
out the eighteenth century, women commonly had slits
in the sides of the skirts of their gowns and informal jack-
ets to gain access to tie-on or hanging pockets worn be-
neath. These large pockets were made in pairs or singly,
usually with vertical slit openings and worn on a tape
around the waist, independent of the garments worn over
them, and consisted of linen, cotton, silk, or materials re-
cycled from older furnishings or patchwork. In the eigh-
teenth century these were also often beautifully
embroidered, but this practice seems to have ceased in
the nineteenth century. Integral pockets then became
more popular; bags and reticules of various kinds sup-
plemented capacity for carrying small personal posses-
sions, but tie-on pockets continued in use throughout the
nineteenth century, when later they were often associ-
ated with children, or of rural or working-class women,
and they disappeared altogether by the 1920s.

Integral pockets were distributed in various places in
formal and informal dresses and suits, between skirt
gores, even in folds over the bustle drapes. Patch pock-
ets have been prominent on aprons, both the decorative
ones fashionable amongst women of leisure in the eigh-
teenth century, and the utilitarian aprons found in many
situations throughout the period. In the twentieth cen-
tury, the use of trousers and jeans by women has pro-
vided them with more pockets, but rarely have women’s
coats or jackets been made with the useful inside pocket
so typical of menswear. In periods of history where
women and girls have had little or no domestic privacy
or financial independence, pockets (as well as stays) have
provided them with one of the few available forms of se-
curity and privacy for letters, money, or other small pos-
sessions.

Social and Cultural Factors
Both men and women have faced the conflict of interest
inherent in retaining fashionable, smooth outlines to
their garments whilst carrying things in their pockets.
Changes in the type and number of pockets for both sexes
derive both from fashion and from the necessity to ac-
commodate different kinds of things, ranging from a
woman’s snuffbox of the eighteenth century to car keys

in more recent times. These goods are expressive of gen-
der roles and social class. However, despite the wide
range of types of pockets available, they have not been
entirely effective for men or women. There have been
frequent complaints over the last three centuries about
their inadequacy or inaccessibility and, paradoxically,
court records and newspapers over this time show the
frequency with which pickpockets and pocket snatchers
found them only too accessible. Tie-on pockets were
sometimes lost, a loss suffered by Lucy Locket and de-
scribed in a nursery rhyme:

Lucy Locket lost her pocket,
Kitty Fisher found it,
Not a penny was there in it,
Only ribbon round it. (Opie, p. 279)

Some small possessions have generated their own carry-
ing devices worn separately, such as holsters for small
arms, specialist aprons to carry small tools for skilled
trades, and binocular cases. Latterly conventional pock-
ets have been to some extent superseded by small bags,
based on hiking gear, worn around the waist or on the
back by both sexes, but innovation in pockets still con-
tinues. They are seen sited in unconventional positions,
sometimes borrowed from combat clothing or used to
accommodate new urban lifestyles and technological in-
novations such as mobile phones and computer games.
This suggests that there is sufficient need for pockets not
only to continue in use, but also to attract inventive new
solutions.

See also Handbags and Purses; Trousers; Watches.

BIBLIOGRAPHY

Arnold, Janet. Patterns of Fashion: Englishwomen’s Dresses and
Their Construction c. 1660–1860. London: Macmillan, 1977.

—. Patterns of Fashion: The Cut and Construction of Clothes
for Men and Women c. 1560–1620. London: Macmillan,
1985.

Baumgarten, Linda, and John Watson. Costume Close-up: Cloth-
ing Construction and Pattern 1750–1790, Williamsburg, Va.:
Colonial Williamsburg Foundation with Quite Specific
Media Group, 1999.

Bradfield, Nancy. Costume in Detail, 1730–1930. London: Har-
rap, 1968.

Bulwer, John. Anthropometamorphosis: Man Transform’d or The
Artificial Changling. London: Printed by W. Hunt, 1653.

Burman, Barbara. “Pocketing the Difference: Pockets and Gen-
der in Nineteenth-Century Britain.” In Material Strategies:
Dress and Gender in Historical Perspective. Edited by Barbara
Burman and Carole Turbin. Oxford: Blackwell, 2003.

Flügel, J. C. The Psychology of Clothes New York: International
Universities Press, 1969 (first published 1930), p. 186.

Opie, Iona, and Peter Opie, eds. The Oxford Dictionary of Nurs-
ery Rhymes. Oxford: Claredon Press.

Barbara Burman

POCKETS

42 E N C Y C L O P E D I A  O F  C L O T H I N G  A N D  F A S H I O N

“At the present time men and women employ
quite different systems, men carrying what is need-
ful in their pockets, women in bags which are not
attached in any way to their persons, but carried
loosely in their hands. Both systems have serious
disadvantages” (Flügel, p. 186).
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POINTE SHOES Pointe shoes, also known as toe
shoes, represent an essential part of the ballet dancer’s
costume. The aesthetic concept of ballet calls for a long
line in the leg, which is further enhanced by the nearly
conical shape of a pointe shoe.

The Birth of Pointe Shoes
In the early 1700s, ballet technique developed rapidly and
incorporated a new emphasis on graceful foot technique.
In 1726, Marie Camargo debuted at the Paris Opéra Bal-
let in a performance of Les Caractères de la Danse, danc-
ing in slippers instead of heeled shoes. She had also
shortened her stage skirt to show off the turnout of her
legs and feet. After the French Revolution in 1789, em-
phasis was placed on the functional aspect of stage cos-
tumes in order to facilitate the fully extended pointing of
the foot during turns and jumps. Accordingly, short-soled
slippers with pleats under the toes became standard
footwear for ballet dancers. At the beginning of the nine-
teenth century, an increasingly challenging ballet tech-
nique, en demi pointe, allowed dancers to carry out
multiple pirouettes and jumps. While men were identi-
fied as playing a secondary role in the performance, from
this point onward ballerinas rose to the toes and con-
tributed to a new dance aesthetic. This overt emphasis
on the lightness of dancers was reflected by Marie
Taglioni, who appeared sur les pointes in the first perfor-
mance of La Sylphide in 1832. Some early examples of
pointe shoes from this period are exhibited in the Haydn
Museum in Austria.

The introduction of pointe has related to the devel-
opment of narrative ballets, allowing for and responding
to ethereal elements, like the mystic sylphs in La Sylphide
(1832), the suggestion of dramatic ethereality in Giselle
(1841), and the enchanted swans in Swan Lake (1895). By
the end of the nineteenth century, the pointe technique
was highly developed. Being tied entirely to the growing
challenge of pointe work, Pierina Legnani introduced
thirty-two fouettés in a performance of Swan Lake. In
1905, toe dancing reached a new high point when Anna
Pawlowa portrayed The Dying Swan—a three minute
solo—constantly en pointe bourrée. Although Pawlowa is
said to have used pointe shoes with wider platforms,
which she was supposed to have covered up in pho-
tographs to look narrower, she brought a new dimension
of pointe dance into the twentieth century.

Les Ballets Russes, which emerged from 1909 until
1929 under the direction of Sergei Diaghilev, developed
ballet en pointe to a very high technical level. In 1931,
Russian teenage ballerinas performed sixty-four fouettés
en pointe, six unsupported pirouettes, thus setting an ex-
tremely high standard in classical ballet. Russian pointe
shoes, which are said to be softer than their American or
British counterparts, contributed to a growing demand
for these shoes within other companies. After the end of
World War I, when modern dance groups emerged,
dance moved away from traditional ballet techniques and

pointe work and modern dance gave rise to a new era of
costuming and dance footwear, and in modern dance
pointe shoes were completely abandoned.

The Making of Pointe Shoes
Traditionally, pointe shoes are sewn inside out. The shoe
is only turned to the right side after the toe block has
been constructed. The constructing of a pointe shoe re-
quires a pre-cut piece of satin and lining (which will form
the upper part of the shoe), and the insertion of a vamp
section (which will form the sole of the shoe). Peach pink
shades remain the traditional color for pointe shoes, im-
plying the illusion of an extended leg. Pointe shoes have
no right or left. The craftsman will use a special glue for-
mula (based on a simple flour and water paste) to form
the block. The shoes enter a hardening process in a hot-
air oven. Finally, the excess cloth is trimmed and the in-
sole is attached with glue. The dancer herself undertakes
the last step: Four pieces of ribbon are sewn onto the in-
sides of a pair of shoes. Pointe shoe dancers usually ex-
periment with the right placement of the ribbons in order
to give maximum hold. To extend the short life of a
pointe shoe, the ballerina will bake them and apply resin,
floor wax, or super glue before she “breaks-in” the shoes
to make them feel like a second skin. The altering caused
by “breaking-in” can often shorten the life of a shoe by
50 percent.

New Technology versus Old Traditions
In the last few decades of the twentieth century, the tech-
nical requirements of ballet rapidly increased. This re-
sulted in a demand for more elaborate pointe shoes. A
wide range of designs were on the market: from soft block
shoes, which are designed for transition from soft shoes
to pointe shoes, to extremely hard shoes, which give ex-
tra strength, to machine-manufactured rehearsal pointes
for dance students operating on a smaller budget. About
thirty-five ballet shoe manufacturers, such as Freed,
Capezio, and Gaynor Minden, operate in the market, but
as a result of a long history of traditional pointe shoe
manufacturing with cardboard and simple flour and wa-
ter paste glue, the innovative pointe shoe with unbreak-
able shanks produced by the U.S. ballet shoe
manufacturer Gaynor Minden are ubiquitous. At the end
of the twentieth century, the fashion industry picked up
the idea of ribbons and look-alike pointe shoes, and de-
signer brands such as Manolo Blahnik, Sonia Rykiel,
Etro, and Blumarine have used the pointe shoe style to
create “ballerina” fashion shoes.

See also Ballet Costume; Shoes; Theatrical Costume.
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POIRET, PAUL Before Paul Poiret (1879–1944),
there was the couture: clothing whose raison d’être was
beauty as well as the display of wealth and taste. Paul
Poiret brought a new element of fashion to the couture;
thanks to him fashion can be a mirror of the times, an
art form, and a grand entertainment. Poiret, in the opin-
ion of many, was fashion’s first genius.

Born into a solidly bourgeois Parisian family (his fa-
ther, Auguste Poiret, was a respectable cloth merchant),
Poiret attended a Catholic lycée, finishing as was typical
in his early teens. Following school came an apprentice-
ship to an umbrella maker, a mêtier that did not suit him.
At the time, it was possible to begin a couture career by
shopping around one’s drawings of original fashion de-
signs. Couture houses purchased these to use as inspira-
tion. Poiret’s first encouragement came when Mme.
Chéruit, a good but minor couturière, bought a dozen of
his designs. He was still a teenager when, in 1896, he be-
gan working for Jacques Doucet, one of Paris’s most
prominent couturiers.

Auspiciously, Doucet sold four hundred copies of
one of Poiret’s first designs, a simple red cape with gray
lining and revers. And in four years there, the novice de-
signer rose up in the ranks to become head of the tai-
loring department. His greatest coup was making an
evening coat to be worn by the great actress Réjane in a
play called Zaza. The biggest splash fashion could make
in those days was on the stage, and Poiret made sure to
design something attention-worthy: a mantle of black
tulle over black taffeta painted with large-scale iris by a
well-known fan painter. Next came the custom of more
actresses, and then, while working on the play L’Aiglon
starring Sarah Bernhardt, Poiret snuck into a dress re-
hearsal where his scathing critique of the sets and cos-
tumes were overheard by the playwright, costing him his
job. (The remarks could not have alienated Madame
Bernhardt, as he would dress her for several 1912 films.)
He fulfilled his military service during the next year and
then joined Worth, the top couture house as an assistant
designer in 1901. There he was given a sous chef job of
creating what Jean Worth (grandson of the founder)
called the “fried potatoes,” meaning the side dish to
Worth’s main course of lavish evening and reception
gowns. Poiret was responsible for the kind of serviceable,
simple clothes needed by women who took the bus as op-
posed to languishing in a carriage, and while he felt him-
self to be looked down on by his fellow workers, his
designs were commercial successes.

In September 1903 he opened his own couture
house on the avenue Auber (corner of the rue Scribe).
There he quickly attracted the custom of such former
clients as the actress Réjane. In 1905 he married Denise
Boulet, the daughter of a textile manufacturer, whose
waiflike figure and nonconventional looks would change
the way he designed. In 1906 Poiret moved into 37, rue
Pasquier, and by 1909 he was able to relocate to quite
grand quarters: a large eighteenth-century hôtel partic-
ulier at 9 avenue d’Antin (perpendicular to the Faubourg
Saint-Honoré and since World War II known as Avenue
Franklin-Roosevelt). The architect Louis Suë oversaw
the renovations; the spectacular open grounds included
a parterre garden. Poiret also purchased two adjoining
buildings on the Faubourg St. Honore, which he later
established as Martine and Rosine.

POIRET,  PAUL
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Paul Poiret, 1922. On a shipdeck in New York City, Paul Poiret
stands with his arms spread wide open. Poiret, who infused
fashion with art and broke down nineteenth-century conven-
tional clothing styles, is considered by many to be fashion’s
first “genius.” © UNDERWOOD & UNDERWOOD/CORBIS. REPRODUCED BY

PERMISSION.
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Les Robes of Paul Poiret
Until the October 1908 publication of Les Robes de Paul
Poiret, Poiret was merely an up-and-coming couturier,
likely to assume a place in the hierarchy as secure as that
of Doucet or Worth. However, the limited edition deluxe
album of Poiret designs as envisioned and exquisitely ren-
dered by new artist Paul Iribe would have far-reaching
impact, placing Poiret in a new uncharted position, that of
daringly inventive designer and arbiter of taste. Fashion
presentation up to then had been quite straightforward:
magazines showed clothes in a variety of media, based on
what was possible technically: black-and-white sketches,
hand-colored woodblock prints, or colored lithographs,
and, in the case of the French magazine Les Modes, black-
and-white photographs or pastel-tinted black-and-white
photographs. The poses were typical photographer’s stu-
dio ones, carefully posed models against a muted ground,
vaguely landscape or interior in feeling.

Using the pochoir method of printing, resulting in
brilliantly saturated areas of color, Paul Iribe juxtaposed
Poiret’s graphically striking clothes against stylishly
arranged backgrounds including pieces of antique furni-
ture, decorative works of art, and old master paintings.
The dresses, depicted in color, popped out from the
black-and-white backgrounds. This inventive approach
was tremendously influential, not only affecting future
fashion illustration and photography, but cementing the
relationship between art and fashion and probably in-
spiring the launch of such exquisitely conceived publica-
tions as the Gazette du Bon Ton.

The dresses were no less newsworthy and influential.
When Poiret introduced his lean, high-waisted silhouette
of 1908, it was the first time (but hardly the last) that a

radically new fashion would be based fairly literally on
the past. The dresses, primarily for evening, feature nar-
row lines, high waists, covered arms, low décolletés. Their
inspiration is both Directoire and medieval. In abandon-
ing the bifurcated figure of the turn of the twentieth cen-
tury, Poiret looked back to a time when revolutionary
dress itself was referencing ancient times. Suddenly the
hourglass silhouette was passé.

Poiret, Bakst, and Orientalism
Poiret had an affinity with all things Eastern, claiming to
have been a Persian prince in a previous life. Significantly,
the first Asian-inspired piece he ever designed, while still
at Worth, was controversial. A simple Chinese-style cloak
called Confucius, it offended the occidental sensibilities of
an important client, a Russian princess. To her grand eyes
it seemed shockingly simple, the kind of thing a peasant
might wear; when Poiret opened his own establishment
such mandarin-robe-style cloaks would be best-sellers.

The year 1910 was a watershed for orientalism in
fashion and the arts. In June, the Ballet Russe performed
Scheherazade at the Paris Opera, with sets and costumes
by Leon Bakst. Its effect on the world of design was im-
mediate. Those who saw the production or Bakst’s wa-
tercolor sketches reproduced in such luxurious journals
as Art et Decoration (in 1911) were dazzled by the daring
color combinations and swirling profusion of patterns.
Since the belle époque could be said to have been de-
fined by the delicate, subtle tints of the impressionists,
such a use of color would be seen as groundbreaking.

Although color and pattern were what people talked
about, they serve to obscure the most daring aspect of
the Ballet Russe costumes: the sheerness (not to mention
scantiness) of the materials. Even in the drawings pub-
lished in 1911, nipples can be seen through sheer silk
bodices, and not just legs, but thighs in harem trousers.
Midriffs, male and female, were bare altogether. Whether
inspired or reinforced by Bakst, certain near-Eastern ef-
fects: the softly ballooning legs, turbans, and the surplice
neckline and tunic effect became Poiret signatures.

The cover of Les Modes for April 1912 featured a
Georges Barbier illustration of two Poiret enchantresses
in a moonlit garden, one dressed in the sort of boldly pat-
terned cocoon wraps for which Poiret would be known
throughout his career, the other in a soft evening dress
with high waist, below-the-knee-length overskirt, narrow
trailing underskirt, the bodice sheer enough to reveal the
nipples.

While Poiret’s claim to have single-handedly ban-
ished the Edwardian palette of swooning mauves can be
viewed as egotistical, given Bakst’s tremendous influence,
his assertions about doing away with the corset have more
validity. In each of the numerous photographs of Denise
Poiret she is dressed in a fluid slide of fabric; there is no
evidence of the lumps ands bumps of corsets and other
underpinnings. Corsetry and sheerness are hardly com-
patible and boning would interrupt Poiret’s narrow lines.

POIRET,  PAUL
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THE POIRET ROSE

While there are some designers associated with spe-
cific flowers (Chanel and the camellia, Dior and the
lily-of-the-valley) no one can claim the achievement
of having reinvented a flower in such a way as to have
it always identified with them. The Poiret rose (reduced
to its simplest elements of overlapping curving lines)
may have appeared for the first time in the form of a
three-dimensional silk chiffon flower sewn to the em-
pire bodice of Josephine, one of the 1907 dresses fea-
tured in the 1908 album Les Robes de Paul Poiret. Flat
versions of the Poiret rose, embroidered in beads, ap-
peared on the minaret tunic of the well-known dress
Sorbet, 1913. Poiret’s characteristically large and
showy label also featured a rose.
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The Jupe-Culotte
In the course of producing his (hugely successful) second
album of designs Les Choses de Paul Poiret (1911), Poiret
asked his latest discovery, the artist Georges Lepape, to
come up with an idea for a new look. It was Mme. Lep-
ape who sketched her idea of a modern costume and put
it in her husband’s pocket. When Poiret asked where the
new idea was, Lepape had to be reminded to fish it out.
The next time they met, Poiret surprised the couple with
a mannequin wearing his version of their design: a long
tunic with boat neck and high waist worn over dark pants
gathered into cuffs at the ankle. And so, at the end of the
album under the heading: Tomorrow’s Fashions, there
appeared several dress/trouser hybrids, which would be-
come known as jupe-culottes.

The jupe-culotte caused an international sensation.
The Victorian age had left the sexes cemented in rigid
roles easily visible in their dress—men in the drab yet
freeing uniform of business, and women in an almost lit-
eral gilded cage of whalebone and steel, brocade and lace.
While Poiret’s impulse seems to have been primarily aes-
thetic, the fact that it coincided with the crusade of suf-
fragists taking up where Amelia Bloomer had left off,
served to bring about a real change in how women
dressed. For months anything relating to the jupe-culotte
was major news. In its most common incarnation, a kind
of high-waisted evening dress with tunic lines revealing
soft chiffon harem pants, the jupe-culotte was wildly un-
modern, requiring the help of a maid to get in and out
of and utterly impractical for anything other than look-
ing au courant. Poiret did design numerous more tailored
versions, however, often featuring military details and his
favorite checked or striped materials; these do look ahead
(about fifty years) to the high-fashion trouser suit.

Martine
In the space of five years, Poiret had become a world-
renown success. Now came another influential act. Mar-
tine, named after one of Poiret’s daughters, opened 1
April 1911 as a school of decorative art. Poiret admitted
to being inspired by his 1910 visit to the Wiener Werk-
stätte, but his idea for Martine entailed a place where
imagination could flourish as opposed to being disci-
plined in a certain style. Young girls, who, in their early
teens had finished their traditional schooling, became the
pupils. Their assignment was to visit zoos, gardens, the
aquarium, and markets and make rough sketches. Their
sketches were then developed into decorative motifs.
Once a wall full of studies had been completed, Poiret
would invite artist colleagues and wallpaper, textile, or
embroidery specialists for a kind of critique. The students
were rewarded for selected designs, but also got to see
their work turned into such Martine wares as rugs, china,
pottery, wallpaper, textiles for interiors, and fashions.
The Salon d’Automne of 1912 displayed many such items
made after designs of the École Martine and Poiret
opened a Martine store at 107, Faubourg Saint-Honoré.

Within a few years, a typical Martine style of inte-
rior had been developed, juxtaposing spare, simple shapes
with large-scale native designs inspired in the main from
nature. A 1914 bathroom featured micro-mosaic tiles
turning the floor, sink case, and tub into a continuous
smooth expanse punctuated by murals or tile panels pat-
terned with stylized grapes on the vine. There were Mar-
tine departments in shops all over Europe; although more
decorative than what would become known as art deco
and art moderne, Martine deserves an early place in the
chronology of modern furniture and interior design.

Also in 1911 Poiret inaugurated a perfume concern,
naming it after another daughter, Rosine, and locating it
at the same address as Martine. Poiret’s visionary aes-
thetic was perfectly suited to the world of scents and he
was involved in every aspect of the bottle design, pack-
aging, and advertising, including the Rosine advertising
fans. He was also interested in new developments of syn-
thetic scents and in expanding the idea of what is a fra-
grance by adding lotions, cosmetics, and soaps. Fellow
couturiers like Babani, the Callot Soeurs, Chanel, and Pa-
tou were among the first to follow suit; thanks to Poiret,
perfumes continue to be an integral part of the image
(and business) of a fashion house.

Poiret the Showman
At a time when the runway had yet to be invented and
clothes were shown on models in intimate settings in cou-
ture houses, Poiret’s 1911 and 1914 promotional tours of
Europe with models wearing his latest designs made a
tremendous splash.

On 24 June 1911 the renowned 1,002-night ball was
held in the avenue d’Antin garden featuring Paul Poiret
as sultan and Denise Poiret as the sultan’s favorite in a
combination of two of Poiret’s greatest hits, a jupe-cu-
lotte with a minaret tunic. The invitations specified how
the guests should dress: Dunoyer de Segonzac was told
to come as Champagne, His Majesty’s Valet and Raoul
Dufy as The King’s Fool. If one of the 300 guests showed
up in Chinese (or, worse, conventional evening) dress, he
or she was sent to a wardrobe room to be decked out in
Persian taste. Although fancy dress balls had been all the
rage for several decades, this one seems to have struck a
chord; perhaps it was the first hugely luxurious (cham-
pagne, oysters, and other delicacies flowed freely) event
staged by a creative person (in trade no less) rather than
an aristocrat. Future fêtes, each with a carefully thought-
out theme, failed to achieve the same level of excitement.
After the war, Poiret’s thoughts had turned toward in-
creasingly zany moneymaking ventures. The nightclub
was the latest diversion after World War I and Poiret
turned his garden first into a nightspot, and then in 1921
it became an open-air theater, Oasis, with a retractable
roof devised for him by the automobile manufacturer
Voisin. This venture lasted six months.

His last truly notable bit of showmanship was his dis-
play at the 1925 Paris Exposition des Arts Décoratifs et
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Industriels. Rather than set up a display in an approved
location in an official building, Poiret installed three
barges on the Seine. Decorated in patriotic French col-
ors, Delices was a restaurant decorated with red
anemones; Amours was decorated with blue Martine car-
nations; and Orgues was white featuring fourteen canvases
by Dufy depicting regattas at Le Havre, Ile de France,
Deauville; and races at Longchamps, showing some of
Poiret’s last dress designs under his own label. It was clear
that his zest for ideas was being directed elsewhere other
than fashion. Typically over the top, he also commis-
sioned a merry-go-round on which one could ride figures
of Parisian life, including him and his midinettes, or shop-
girls.

The Poiret Milieu
Poiret’s interest in the fine, contemporary arts of the day
began while he was still quite young. His artist friends
included Francis Picabia and André Derain, who painted
his portrait when they were both serving in the French
army in 1914. His sisters were Nicole Groult, married to
Andre Groult, the modern furniture designer; and Mme.
Boivin, the jeweler; another was a poet. Besides discov-
ering Paul Iribe and Georges Barbier, he reinvigorated
the career of Raoul Dufy by commissioning woodcut-
based fabric designs from him and starting him off on a
long career in textile design and giving new life to his
paintings as well. Bernard Boutet de Monvel worked on
numerous early projects for Poiret, including, curiously,
writing catalog copy for his perfume brochures. While
quite young, Erté saw (and sketched) Poiret’s mannequins
in Russia in 1911; after emigrating to Paris he worked as
an assistant designer to Poiret from the beginning of 1913
to the outbreak of war in 1914. His illustrations accom-
panied articles about Poiret fashion in Harper’s Bazaar
and reveal a signature Erté style that might not have de-
veloped without the inspiration of Poiret. He also
launched the careers of Madeleine Panizon, a Martine
student who became a milliner, and discovered shoe-
maker Andre Perugia, whom he helped establish in busi-
ness after World War I.

Poiret’s Clientele
Not surprisingly, Poiret’s clients were more than profes-
sional beauties, clotheshorses, or socialites. Besides the
very top actresses of his time, Réjane and Sarah Bern-
hardt, the entertainer Josephine Baker, and the celebrated
Liane de Pougy, one of the last of the grandes horizon-
tales, there were: the Countess Grefulhe, muse of Mar-
cel Proust, and Margot Asquith, wife of the English prime
minister, who invited him to show his styles in London,
creating a political furor for her (and her husband’s) dis-
loyalty to British designers. Nancy Cunard, ivory
bracelet–clad icon of early twentieth-century style, re-
called that she had been wearing a gold-panniered Poiret
dress in 1922 at a ball where she was bored dancing with
the Prince of Wales but thrilled to meet and chat with
T. S. Eliot.

The international cosmetics entrepreneur Helena
Rubinstein met Poiret while he was a young design as-
sistant at Worth and followed him as he struck out on
his own. She was photographed in one of his daring jupe-
culottes in 1913 and wore a Poiret Egyptian style dress
in her advertisements in 1924. The quintessentially
French author Colette was a client. Boldini painted the
Marchesa Casati in a chic swirl of Poiret and greyhounds.
The American art patrons Peggy Guggenheim and
Gertrude Whitney dressed in high bohemian Poiret and
Natasha Hudnut Rambova, herself a designer and the ex-
otic wife of the matinee idol Rudolf Valentino, went to
Poiret for her trousseau.

Postwar Poiret
Poiret was involved for the duration of the war as a mil-
itary tailor, and although he occasionally made news with
a design or article, when he was demobilized in 1919 he
had to relaunch his fashion, decorating, and perfume
businesses. His first collection after the war, shown in the
summer of 1919, was enthusiastically received and fash-
ion magazines like Harper’s Bazaar continued to regularly
feature his luxurious creations, typically made in vivid
colors, lush-patterned fabrics, and trimmed lavishly with
fur. Poiret’s work perfectly suited the first part of the
1920s. The dominant silhouette was tubular, and fairly
long, and most coats were cut on the full side with ki-
mono or dolman sleeves. Such silhouettes were perfect
for displaying the marvelous Poiret decorations, either
Martine-inspired or borrowed from native clothing
around the world. He continued to occasionally show
such previous greatest hits as jupe-culottes and dresses
with minaret tunics. In 1924 he left his grand quarters in
the avenue d’Antin, moving to the Rond Point in 1925.
He would leave that business in 1929.

Obscurity
By 1925 Poiret had begun to sound like a curmudgeon,
holding forth against chemise dresses, short skirts, flesh-
colored hose, and thick ankles with the same kind of rant-
ing tone once used by M. Worth to criticize Poiret’s
trouser skirt. Financially, he did poorly too, and he sold
his business in 1929.

In 1931, Women’s Wear Daily announced that Paul
Poiret was reentering the couture, using as a business
name his telephone number “Passy Ten Seventeen.” Pre-
vented from using his own name by a legal arrangement,
he told the paper that he planned to print his photograph
on his stationery, since presumably he still owned the
rights to his face. This venture closed in 1932. After de-
signing some for department stores such as Liberty in
London in 1933, he turned his attention to an assortment
of endeavors including writing (an autobiography called
King of Fashion) and painting. He succumbed to Parkin-
son’s disease on 28 April 1944.

While Gabrielle Chanel is credited with being the
first woman to live the modern life of the twentieth cen-
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tury (designing accordingly), it is Poiret who created the
contemporary idea of a couturier as wide-reaching ar-
biter. His specific fashion contributions aside, Poiret was
the first to make fashion front-page news; to collaborate
with fine artists; develop lines of fragrances; expand into
interior decoration; and to be known for his lavish
lifestyle. Poignantly he was also the first to lose the rights
to his own name.

Poiret’s earliest styles were radically simple; these
would give way to increasingly lavish “artistic” designs and
showman-like behavior. By 1913 Harper’s Bazaar was al-
ready looking back at his notable achievements: originat-
ing the narrow silhouette, starting the fashion for the
uncorseted figure, doing away with the petticoat, being
the first to show the jupe-culotte and the minaret tunic.
That the fashion world was already nostalgic about his
achievements proved oddly prescient: his ability to trans-
form how women dressed would pass with World War I.

See also Doucet, Jacques; Fashion Designer; Orientalism;
Paris Fashion; Worth, Charles Frederick.

BIBLIOGRAPHY
Deslandres, Yvonne, with Dorothée Lalanne. Poiret Paul Poiret

1879–1944. New York: Rizzoli International, 1987.
Poiret, Paul. King of Fashion: The Autobiography of Paul Poiret.

Philadelphia and London: J. B. Lippincott, 1931.
Remaury, Bruno, ed. Dictionnaire de la Mode Au XXe Siecle. Paris:

Editions du Regard, 1994.
Sweeney, James Johnson. “Poiret Inspiration for Artists, De-

signers, and Women.” Vogue, 1 September 1971, 186–196.
White, Palmer. Poiret. New York: Clarkson N. Potter Inc.,

1973.

Caroline Rennolds Milbank

POLITICS AND FASHION Every large society and
social group develops a system of social control or polity
that is shared by the members of the group and relates
in some way to their system of dress. The power to ad-
dress diverse problems and needs of a society is invested
in people who become specialists in delivery of the ser-
vices of social control. Only those individuals so desig-
nated and recognized have the right to power and
authority over group members. This system of control
or government is reflected in the rules of the organiza-
tion and evolves from the normative order and moral be-
liefs of the group. The moral ideas of a group both mold
and reflect the group’s beliefs concerning what is right
or wrong behavior for members. Developing expectations
for appearance, dress, and the extent to which one par-
ticipates in fashion (defined here as the accepted way of
behaving of the majority of individuals at a specific time
and place) are social behaviors that are frequently subject
to control by social organizations.

Control over dress and fashion participation is exer-
cised both informally and formally through the political

structure of an organization and its power. The govern-
ing body serves several functions, including: (a) develop-
ing, delineating, and assessing rules and regulations so
that the beliefs of the organization are molded by and re-
flected in them; (b) establishing a framework regarding
the rights and responsibilities of members of the group;
and (c) developing a process for applying and enforcing
the rules for all members. A process for adding new reg-
ulations and a method to dispute existing regulations can
be developed along with penalties and sanctions for vio-
lations of these rules. The court system in Western so-
cieties is an example of a process used to manage power
in interpreting and applying regulations, which may pro-
hibit members from participation in some activities as
well as prescribe participation in others. Government also
has power over relations with other societies in matters
that involve group interests including mobilizing legiti-
mate use of force to defend the group against infringe-
ment of others. Government also involves relationships
with other societies in the form of trade agreements and
regulations. For example, when foreign manufacturers
can produce apparel products at a lower cost than do-
mestic manufacturers, the domestic industries are threat-
ened. Governments may make regulations to control the
flow of foreign-produced products into domestic markets
to force consumers to purchase domestic products and
maintain domestic industries.

Another area related to dress where the government
uses power is in developing regulations for consumer pro-
tection. Laws can be developed to protect consumers
from unsafe or unhealthy apparel products as well as pro-
tect the environment from human exploitation. An ex-
ample of the former are the laws that prohibit the use of
flammable fabrics in apparel. An example of the latter are
endangered species laws  that prohibit the use of skin and
furs of specific animals in apparel.

Examples of power conveyed through dress are com-
mon in all societies. Topics frequently addressed through
formal and informal regulations include body exposure
and gender differences. Societies have regulations con-
cerning under what circumstances, if any, different as-
pects of both male and female bodies can appear
uncovered or covered. The amount or type of skin ex-
posed tends to be interpreted as symbolic of certain sex-
ual behaviors. General societal efforts to control sexual
behavior may include regulations regarding appearing
naked in public, exposure of genitals, appearing in cloth-
ing associated with the opposite sex (cross-dressing), 
or the separation of the sexes (such as government-
mandated separate swimming pools or even separate cash
register lines for men and women). These regulations
may be formal, as in the case of health laws concerning
body exposure and food service (no shoes, no shirt, no
service), or informal, as in the case of amount of body
exposure on public beaches. Informal regulations often
vary depending on the situation. For example, a brassiere
and briefs worn by a female can offer as much if not more
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body coverage than a swimsuit. However, a garment de-
fined as a swimsuit is acceptable at locations like the beach
or swimming pool, while a brassiere and briefs in the
same place would be considered inappropriate.

Rules and regulations of social organizations vary in
their degree of importance, in how they came into being,
in the degree of emotional response that violating regu-
lations might evoke, and the type of sanctions that might
be applied to individuals who violate them. There are both
positive and negative sanctions associated with engaging
in or failing to participate in fashion. Positive sanctions
such as praise or emulation reinforce behaviors perceived
as correct. In contrast, a continuum in scope and inten-
sity of negative sanctions can apply to individuals who fail
to comply with the expectations of the group or group
norms concerning dress and participation in fashion.

The type of negative sanction that results when in-
dividuals violate group norms for dress are tied to the de-
gree of emotional response evoked. If the violation
evoked a low degree of emotional response, concern is
with violating a customary dress practice of the group.
Violation of a customary practice generally does not cre-
ate a great disturbance in the social organization of the
group. If a sanction is applied by members of the group
to influence the individual to change their behavior in
keeping with the existing norm, the sanction may be in
the form of gossip or teasing. In small organizations or
societies where all members are known to each other, a
negative sanction like gossip is probably all that is needed
to force compliance with the expectations of group mem-
bers. It is also possible that a mild sanction may result
where a slight deviation from the group norm is toler-
ated if not accepted as only a minor deviation.

If the violation of the expectation for dress evokes
a strong emotional response from group members, the
violation is concerned with a moral standard of the
group. Moral standards may be informally controlled, as
is the case with customs concerning dress. Customs are
associated with a history of practice, and violations may
meet with negative sanctions from the group in the form
of ridicule, avoidance, or ostracism. Moral standards
concerning dress may also become codified into laws and
formally controlled. Negative sanctions for violating
laws concerning dress can include arrest, incarceration,
or death.

Development of power through the rules of an or-
ganization or society do not guarantee that the rules
equally reflect all members’ interests. Whether the in-
terests of men are favored over the interests of women
was at issue in Terengganu, Malaysia, where the state
government was said to have supported gender-based dis-
crimination through dress codes as well as other prac-
tices. According to Endaya (2002), the government
supported Islamic law as dress codes were developed that
barred women from wearing bikinis and other clothing
that exposed their bodies. Other dress codes that imposed

restrictions based on gender included a requirement for
young Muslim women to cover their heads. Laws of this
kind have become commonplace in the contemporary Is-
lamic world. Another dress code exemplifying promotion
of the interests of one group over another was a decree
in 2002 made by King Mswati III of Swasiland, in south-
ern Africa, who banned women from wearing trousers in
the capital of Mbabane because the practice “violated the
country’s traditions” (Familara 2002, p 4).

Few laws exist in the United States that regulate ap-
pearance, dress, or fashion in the workplace or in schools.
However, dress codes are used to regulate appearances in
the workplace as well as in schools, and judicial decisions
(case laws) have developed concerning dress. In general,
most courts uphold an employer’s right to set appearance
standards through dress codes as long as the codes are re-
lated to a legitimate business interest, government inter-
est, or for health and sanitation reasons (Rothstein et al,
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Middle East politics and fashion merge, Beirut, 2002. Saudi
designer Yahya al-Bushairy debuts a dress featuring fake blood-
stains, an Israeli tank, and the image of a young Palestinian boy
killed by Israeli soldiers at the outbreak of the second Pales-
tinian intifada. AP/WIDE WORLD PHOTOS. REPRODUCED WITH PERMISSION.
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1994). As a result, few complaints brought forward by em-
ployees have been upheld in the courts unless the dress
code differs between men and women, the code is de-
meaning, or is more costly to one sex versus the other
(Lennon, Schultz, and Johnson 1999).

The courts have also held that students retain their
constitutional rights when they enter the school building,
although student conduct, including their appearance, can
be regulated. Dress codes in schools are generally con-
sidered valid if they promote safety or if they prevent dis-
ruption or distraction of peers (Alexander and Alexander
1984). Since dress is a form of communication, students
in the United States have voiced the complaint that some
school dress codes violate their constitutional right to
freedom of speech, which is guaranteed by the First
Amendment (Lennon, Schultz, and Johnson 1999). Lewin
(2003) reported on a student that was sent home from
school for wearing a T-shirt with a picture of President
Bush and the words “international terrorist.” The high
school junior wore the T-shirt to express his antiwar sen-
timent and believed his right to express his political be-
liefs were violated when he was sent home from school.
In this case, the school would have to prove that the stu-

dent’s T-shirt was so different and disruptive that it de-
tracted from the educational process.

The classic case concerning dress codes and students’
freedom of speech in the United States is Tinker vs. Des
Moines Independent School District (1969). The Tinker case
involved a plan by students to wear black armbands to
school to symbolize their opposition to the Vietnam War.
Officials of the school learned of the students’ decision
two days before it happened and implemented a special
dress code banning armbands in school. The U.S.
Supreme Court held that wearing armbands constituted
a form of speech protected by the constitution. The court
held that for student activity to be prohibited, school of-
ficials must reasonably forecast disruption in the school
and must have some evidence to support their forecast.
The courts also ruled that the predicted disruption must
be substantial, and judged to be physical and damaging
to the learning environment at school (Alexander and
Alexander 1984).

Regulations of an organization, such as dress codes,
can shape the dress of its members. Dress can also serve
as a platform for protest against such regulations. In 2001,
King Mswati III of Swaziland also revived an old law re-
quiring girls to wear chastity belts with tassels. The belts,
according to the king, would not only preserve a young
girl’s virginity but also prevent HIV-AIDS. Subse-
quently, Swazi women protested and showed defiance
against the law by dropping tassels in front of the royal
palace (Familara 2002).

Interpersonal Social Power and Dress
While the government of a society is involved in regula-
tions concerning dress, customs concerning dress often
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Political fashion by Gattinoni, fall-winter 2000–2001 collec-
tion, Milan, Italy. A model displays a Gattinoni creation that
criticizes the politics of right-wing Austrian politician Joerg
Haider. AP/WIDE WORLD PHOTOS. REPRODUCED BY PERMISSION.

FREEDOM OF EXPRESSION IN DRESS

While the right to express a political opinion through
dress may be protected by the constitution, customs
concerning appropriate dress based upon gender may
not be protected. In the United States, a reported case
where clothing was disruptive of the learning process
occurred when a young man was suspended from
school for wearing a long peasant dress with a plung-
ing neckline (Rabinovotz 1998). The issue was not only
that the young man appeared in clothing customarily
associated with young women, but that he stuffed tis-
sue paper down the front. School officials noted that
they did not want to create “a carnival-like atmosphere
in the school” (p. B5).
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involve the use of dress as a symbol to communicate in-
terpersonal social power. Interpersonal social power is
defined as the potential to have social influence (French
and Raven 1959). Social influence refers to a change in
the behavior or belief of a person as a result of the ac-
tion or presence of another person (Raven 1992). A ty-
pology originally developed by French and Raven and
subsequently refined by Raven (1992; 1993) outlines six
sources of social power that an influencing agent can draw
upon to affect change in another person: legitimate
power, reward power, coercion power, expert power, ref-
erent power, and the power of information. These
sources of social power can be either formal or informal
and can be communicated through dress.

Legitimate power is influence that is based on a so-
cial position or rank within the organization. This is
power that is assigned to a position by the group to en-
force the rules of the group (described previously as gov-
ernment). Symbolic of legitimate power is the uniform
of an officer in the military or the robes of a judge. Re-
ward power is influence derived from the ability to pro-
vide social approval or some form of compensation.
Fashion editors and other arbiters of taste may exercise
reward power as they name individuals to best-dressed
lists or feature individuals repeatedly on the cover of mag-
azines. A woman’s beauty may also yield reward power
as many men consider physical attractiveness in women
to be highly desirable (Buss 1989). A woman’s attrac-
tiveness may be rewarding to a man who is seen with her.
Coercive power is reflective of influence that is achieved
as a result of threats of punishment or rejection. Sym-
bolic of coercive power is the uniform of a police officer
because of their power to deter, detain, and arrest citi-
zens. Expert power is influence stemming from knowl-
edge or experience. Symbolic of this type of influence are
the cap and gown of the academic or the lab coats of sci-
entists and physicians. These individuals offer recom-
mendations that are followed because individuals’ believe
in their expertise. Referent power is influence derived
from the desire to identify with someone. Fashion mod-
els and movie stars wield referent power when individu-
als copy their dress. Information power is influence that
is based on a logical presentation of information by the
influencing agent, which persuades the individual to com-
ply. Lennon (1999) noted that to Catholics the white
clothing of the pope might represent informational
power as a result of the belief that the pope has direct
communication with God. Fashion is shaped by each of
these types of social power.

As noted, legitimate power over fashion is in evi-
dence when societies develop regulations concerning
dress. Sumptuary laws have been used to maintain class
and gender distinctions by disallowing certain individu-
als to wear certain styles or colors of clothing as well as
requiring certain individuals to wear specific forms of
dress. When the communist party came into power in
China, coercive power became evident. According to

Scott (1958), communists developed a standardization of
dress that made no distinction between the sexes or on
the basis of rank. The military uniform of the commu-
nists consisted of a high-collared tunic, trousers with put-
tees, and Chinese shoes or rubber boots. After troops
occupied the cities, the industrial workers adopted dress
styled more or less identical to the military uniform ex-
cept the color differed. Soon afterward, students, clerical
workers, and manual workers adopted the party uniform.
According to Scott, no one issued directives but citizens
tacitly understood that clothes other than the uniform
seemed unpatriotic, and those not adopting the new style
were publicly reprimanded or lectured.

The effect of reward power on fashion becomes ev-
ident through the practice of naming certain highly vis-
ible individuals to “best dressed” lists. Other individuals
emulate the appearance of those named to the list and
fuel fashion change in terms of speeding the diffusion of
a style as well as providing an impetus for change. The
impact of expert power and information power on the di-
rection of fashion comes from numerous fashion maga-
zines sharing perspectives on what styles comprise the
fashion of a time or place. From all the styles made avail-
able by designers and manufacturers, fashion editors se-
lect and feature those styles they believe will appeal to
the readers of their publications. In this way, they weld
their knowledge and expertise and hence attempt to shape
fashion. Newspapers feature advice columnists who an-
swer questions about what is appropriate dress for spe-
cific social events, and subsequently impact their readers
about what styles are acceptable for a given time and place
(and what is the current fashion).

See also Dress Codes; Military Style; Religion and Dress.
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POLO SHIRT The polo shirt is a short-sleeved, open-
necked white wool jersey pullover with turned-down col-
lar, first worn by polo players from the United States and
England. It is one of the first pieces of men’s bona fide
sports apparel to filter into mainstream fashion at all lev-
els of the market.

Like most sportswear, the polo shirt was functional
in origin, designed to allow players greater freedom of
movement on the polo pitch. Originally (that is, around
1900), the polo shirt was usually made from cashmere or,
sometimes, from a mix of silk and wool; the cloth was
designed to be close knit and absorbent. Although it was
designed specifically for the rigors of polo, during the
late 1920s the polo shirt was given a stamp of approval
by the fashionable. It could be seen on the French Riv-
iera as well as on the influential Palm Beach set, many of
whom were wearing them on the tennis courts.

By the 1930s the all-white polo shirt had become a
classic, and brightly colored polo shirts had become very
popular as golf wear. It was not until 1933, however, that
tennis star Rene Lacoste adapted and redesigned the clas-
sic polo shirt specially to be worn for playing golf and
tennis. He is understood to have said at the time: “Pour
moi, pour jouer au tennis comme au golf, j’eus un jour
l’idee de creer une chemise.” (For myself, I had an idea
one day to create a shirt for playing tennis as well as golf.)
(Keers, p. 316). Lacoste’s white cotton pique shirt fea-
tured a green crocodile logo, both on account of his nick-
name, “Le Crocodile,” on the tennis court, and also as a
trademark to help prevent imitations.

By 1935 the polo shirt was as popular off the sports
fields as it was on them. A journalist sent to the Riviera
pointed out: “Polo shirts have resulted in the oneness of
the sexes and the equality of classes. Ties are gone. Per-
sonal touches, out. Individualism, abolished. Personality,
extinct. The Riviera has produced a communism that
would be the envy of the U.S.S.R.” (Schoeffler, p. 578).

This popularity endured, and the polo shirt became
a cult shirt later taken on as a style essential by label-con-
scious football terrace casuals and customized by B-boys
and Fly-girls during the late 1970s and 1980s, and often
worn with Lyle and Scott or Pringle Knits. Meanwhile a
version by Fred Perry was the polo shirt of choice by
skinheads in the 1970s, the gay crowd during the 1980s,
and more recently certain exponents of Britpop and skate
(as freedom of movement is still key).

Although Lacoste was there first, Ralph Lauren has
built an empire in part on his version of the polo shirt.
The pique shirt with the iconic polo player logo was the
shirt for the status-conscious consumer to own during
the 1980s. Aimed at a more exclusive segment of the mar-
ket, the Polo, was cut longer and narrower than the
French version and continued as a cult classic among the
more affluent, the label-conscious, and vintage experts
alike.

See also Jersey; Sport Shirt; Sportswear; T-Shirt.
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Tom Greatrex

POLYESTER In 1929 Wallace Carothers, a re-
searcher at DuPont, published an article describing his
creation of polyester. DuPont obtained patents on this
early form of polyester in 1931. Facing problems with
this material, DuPont did not begin commercialization
of it at that time, choosing instead to concentrate on the
development of nylon. In the 1940s English researchers
at Imperial Chemical Industries (ICI) developed the first
practical version of polyester. It was made by combining
ethylene glycol and terephthalic acid into polyethylene
terephthalate (PET). DuPont bought the rights to PET
in 1945 and began commercial production of Dacron
polyester in 1953.

Polyester Defined
The Federal Trade Commission defines polyester as 
“a manufactured fiber in which the fiber-forming 
substance is any long-chain synthetic polymer com-
posed of at least 85 percent by weight of an ester 
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of a substituted aromatic carboxylic acid, including 
but not restricted to substituted terephthalic units,
p(�R�O�CO�C6H4�CO�O�)x and parasubstituted
hydroxyl-benzoate units, p(�R�O�CO�C6H4�O�)x”
(Collier and Tortor, p. 179). The polyester most com-
monly used for fibers is PET.

Properties of Polyester
To the average consumer, who is not a chemist, poly-
ester is an extraordinary fiber with many desirable prop-
erties. Polyester is strong, both dry and wet. It is
considered to be easy-care since it can be washed, dried
quickly, and resists wrinkling. It holds up well in use be-
cause it has high resistance to stretching, shrinking, most
chemicals, abrasion, mildew, and moths.

As with all fibers, polyester has some properties that
are not desirable. While resistant to water-born stains,
polyester is an oil scavenger. Due to its strength, poly-
ester, particularly when cut into short staple lengths, does
form pills (becomes rough with little balls). Polyester will
burn with a strong odor and the molten residue can cause
severe burns to the skin. Because polyester has low ab-
sorbency, it can become uncomfortable in hot weather.
This problem has been addressed by making polyester
fibers with multilobal cross sections (as opposed to round
ones). Since the multilobal fibers cannot pack together
as tightly as round ones, perspiration can be wicked (car-
ried on the surface of the fibers) away from the body,
thereby improving the wearer’s comfort.

Care of Polyester
Polyester is often blended with other fibers that require
different care procedures. For this reason care procedures
may vary across fabrics.

For 100 percent polyester fabrics, oily stains should
be removed before washing. Generally they can be ma-
chine washed on a warm or cold setting using a gentle
cycle. They can be tumble dried on a low setting and
should be removed from the dryer as soon as the cycle is
completed. Garments should immediately be either hung
on hangers or folded. When handled in this way, fabrics
made from 100 percent polyester rarely need ironing. If
a touch-up is needed, it should be done at a moderate
temperature on the wrong side of the fabric.

Some garments made from polyester or polyester
blends may require dry cleaning. Tailored garments with
multiple components, such as suits, may need to be dry-
cleaned. It is important to follow care instructions and
not assume that dry cleaning is better than washing. Pig-
ment prints on polyester should not be dry cleaned, as
the solvent would dissolve the adhesive that holds the
pigment on the surface of the fabric.

Uses of Polyester
Polyester could be called the tofu of manufactured fibers
since its appearance takes on many forms. Depending
upon the actual manufacturing process, polyester can re-
semble silk, cotton, linen, or wool. When blended with
other fibers, polyester takes on even more forms, com-

POLYESTER
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POLYESTER’S IMAGE

When polyester first reached the market in the
1950s, it was hailed as a wonder fiber. Travelers could
wash a garment, hang it up, and have it ready to wear
in a couple of hours. It needed no ironing.

By the late 1960s, polyester’s image was very dif-
ferent. Polyester leisure suits for men and polyester dou-
ble knit pantsuits for women were embraced by the
middle-aged and elderly. College students, on the other
hand, hated polyester. In the 1970s they even referred
to it as the “P” curse. They perceived it as cheap and
certainly not “with it.”

To combat this image, the Tennessee Eastman Com-
pany launched a “polyester” campaign to revive its im-
age. The Man-Made Fiber Producers Association, which
became the Manufactured Fiber Producers Association—
Polyester Fashion Council, launched its own campaign.

Both groups focused on polyester’s easy-care properties
instead of its cheapness. In 1984 the Man-Made Fiber
Producer’s Association and the Council of Fashion De-
signers endorsed collections made almost exclusively of
polyester or polyester blends. Well-known designers, like
Oscar de la Renta, Perry Ellis, Calvin Klein, and Mary
McFadden, participated. Such publicity helped a little.

Probably a more important contributor to the im-
proved image of polyester has been the technological ad-
vances made by the producers. High-tech fibers made of
polyester have revolutionized the active sportswear mar-
ket. Polyester microfibers are used to make fabric that
feels like silk. Recycled PET polyester from soda bottles
is transformed into comfortable fleece, thereby appeal-
ing to those concerned with the environment.
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bining the good qualities of each contributing fiber. Poly-
ester is also the most-used manufactured fiber. The
DuPont company estimates that the 17.7 million metric
tons consumed worldwide in 1995 will rise to almost 40
million metric tons by 2005.

Apparel uses of polyester. Polyester is used for all kinds
of apparel, by itself and in blends. It is found in every
type of clothing, from loungewear to formal eveningwear.
Some common blends include polyester and cotton for
shirts and polyester, and wool for suits. Polyester con-
tributes easy-care properties to both of those blends while
cotton and wool provide comfort. Another use of poly-
ester fiber is found inside some garments. A ski jacket
with hollow polyester fibers used between the outer fab-
ric and the lining provides warmth without weight.

Home furnishings uses of polyester. Polyester and poly-
ester blends are used for curtains, draperies, upholstery,
wall coverings, and carpets, as well as for bedding. Sheets
and pillowcases made from polyester and cotton blends,
do not need to be ironed, but they are not quite as com-
fortable as those made from 100 percent cotton. Carpets
made from 100 percent polyester are less expensive than
nylon, more apt to get packed down with wear, and al-
low considerable build-up of static electricity during the
dry winter months.

Other uses of polyester. Polyester’s low absorbency and
high strength even when wet make it ideal for umbrel-
las, tents, and sleeping bags. Some industrial uses of poly-
ester take advantage of the same characteristics. Hence,
polyester is used for hoses, tire cords, belts, filter cloth,
fishing nets, and ropes. Polyester is used for sewing
thread, but thread made of 100 percent polyester tends
to heat up and form knots when used in high-speed
sewing. Cotton-covered polyester thread eliminates the
problem.

See also Microfibers; Recycled Textiles.
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Elizabeth D. Lowe

POLYESTER FIBER, RECYCLED. See Recycled
Textiles.

POLYETHYLENE. See Olefin Fibers.

POLYOLEFIN. See Olefin Fibers.

POLYPROPYLENE. See Olefin Fibers.

PRADA Prada was founded in Milan in 1913 by Mario
Prada as a luxury leather-goods firm, but it made little im-
pact on the world of fashion until after Miuccia Prada took
charge of her grandfather’s company in 1978. Her first
big success was a black nylon backpack with a triangular
silver label. Soon her shoe and handbag designs became
the focus of a veritable cult of fashionable consumers in
Europe, America, and Japan. Miuccia Prada and her hus-
band and business partner, Patrizio Bertelli, maintain close
control over the company. They added a ready-to-wear
line in 1989 and inaugurated the younger, slightly less ex-
pensive Miu Miu line in 1992, followed by Prada Sport,
whose iconic red line is almost as recognized in certain
circles as Nike’s swoosh symbol. A string of shops and
boutiques in Paris, New York, and San Francisco, designed
in collaboration with the architect Rem Koolhaas, became

POLYESTER FIBER,  RECYCLED
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Miuccia Prada, Milan, Italy, 1998. Granddaughter of Prada’s
founder, Mario Prada, Miuccia took the Italian fashion design
house to international heights of fame after taking over in
1978. AP/WIDE WORLD PHOTOS. REPRODUCED BY PERMISSION.
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instantly famous. Prada also engaged in a series of com-
plex ownership maneuvers in the late 1990s, buying and
selling stakes in Gucci, Fendi, and other companies and
forming a partnership with Azzedine Alaïa in 2000.

Prada clothes and accessories have been described as
both classic and eccentric, frumpy but hip, marked by an
ambiguous techno-retro sensibility. On the one hand,
Prada’s style is modern, drawing on northern Italian tra-
ditions of discreet elegance and fine craftsmanship. On
the other hand, as Miuccia Prada said in 1995, “I make
ugly clothes from ugly material. Simply bad taste. But
they end up looking good anyway.” She may have been
referring to that season’s “bad taste” collection, featur-
ing such styles as a Formica check design, which evoked
the look of 1970s polyester. Several years later she said,
“I have always thought that Prada clothes looked kind of
normal, but not quite normal. Maybe they have little
twists that are disturbing, or something about them that’s
not quite acceptable. . . . Prada is not clothing for the
bourgeoisie.”

The eccentricity and intellectual purity of Miuccia
Prada’s clothes appeal to intellectuals and artists, while
fashion editors are drawn to her constant experimental-
ism. Prada produced very strong collections in 2003 and
2004 that reaffirm her own aesthetic sensibilities and the
stature of her company.

See also Alaïa, Azzedine; Fendi; Gucci; Handbags and Purses;
Retro Styles; Shoes.
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John S. Major

PRISON DRESS Prison dress fluctuates historically
and from country to country; from regimented “uniform”
to the wearing of everyday clothes; and from work wear
to nongendered jumpsuits as categorization of “crimi-
nality.” Its implementation, design, and production varies
according to current penal thinking, the degree of sur-
veillance required by political regimes, types of crime
committed, and according to the criminal institution—
from young offenders’ to women’s prisons; from “top 
security” to local prisons or from federal to state peni-
tentiaries.

In eighteenth-century America, Britain and Europe,
regimes of “malign neglect” were prevalent, resulting in
a disorder characterized by both men and women in rags,
almost naked and the majority chained. Since crime was,
and still is, for the most part, committed by the poor,
privileges have been known to be exercised by inmates to
procure their own clothing. Voltaire, arrested in France
in 1727, demanded to wear his own clothes. In Ireland,
in 1887, Home Rule dissenters were permitted to sup-

plement prison issue coarse woolen (frieze) garments with
overcoats.

Prison reforms in America and Europe in the early
nineteenth century, influenced by the Enlightenment and
early “normalization” penal theories, saw prison dress as
integral to the philosophy of discipline, as a tool in the
“curing” of deviant behavior. In America between 1820
and 1930, quasi-military regimes of “silence” and solitary
confinement saw the introduction of black-and-white
striped all-in-one prison uniforms in order to demean and
identify prisoners, and to increase the likelihood of re-
capture should they escape.

In Europe and specifically France, in the 1830s, the
wearing of striped pants and blue linen overalls aug-
mented surveillance of prisoners in chain gangs. In Aus-
tralia, convict work gangs wore arrowed uniforms, while
in Britain broad-arrowed, all-in-one prison uniforms
were introduced in the 1870s Prison Act, as both a sham-
ing and branding device. The arrows were not abolished
until the 1920s in conjunction with post–World War I
penal reforms.

In addition to uniforms, prisoners wore hoods when
moving from “useful” work to cells or when exercising,
reinforcing nineteenth-century debates focusing on the
convicted criminals reflecting on their criminal activities
in isolation and silence.

Continuing into the twenty-first century, it is evi-
dent globally that there is often a direct correlation be-
tween the degree of social control of prison regimes and
the disregard for prisoners’ human rights in the wearing
of regulation clothing.

International Prison reforms of the 1950s culminated
in a UN declaration in 1955, stating that:

Every prisoner who is not allowed to wear his own
clothing shall be provided with an outfit of clothing
suitable for the climate and adequate to keep him in
good health. Such clothing should in no way be de-
grading or humiliating (Orland, p. 169).

Since the 1950s, variations in prison clothing have only
approximated to the UN declaration and ‘“normaliza-
tion” debates that consider confinement, itself, to be pun-
ishment enough, while prison conditions should apply
civilian standards in relation to food, clothing, and edu-
cation facilities.

In the United Kingdom, unconvicted prisoners are
allowed to wear their personal clothes and each prison
sets its own system of privileges, one of which may be
the wearing of civilian clothes. However, women in Hol-
loway prison, given the choice, tend to wear prison issue
maroon or gray tracksuits, white T-shirts, and trainers,
either to preserve their own clothes or to identify with
their “total institution” selves as a survival mechanism.
Convicted male prisoners are issued jeans, sweatshirts,
blue-and-white-striped shirts, green work overalls and
unbranded trainers. On arrival, they are often offered

PRISON DRESS
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clothes rejected by other prisoners, which as a result are
demeaning in their lack of fit.

In the United States prison clothing is determined by
type of institution and category of crime committed. In
federal prisons white jumpsuits are worn inside the prison,
while orange outfits are worn in transit. Women prison-
ers are allowed to wear their own clothes after 5 P.M. In
both state and federal prisons some categories of prison-
ers are able to wear their own clothes or prison-issue jeans,
T-shirts, branded trainers and loose prison-issue overalls
as work wear. In Immigration Detention orange loose-
fitting jumpsuits are issued to both men and women,
which some women find demeaning because it is against
their cultural norms to wear pants.

Both British and American prison dress is produced
in prison workshops by inmates under strict controls as
to design, regarding seam allowances, lack of pockets, siz-
ing, fabric, and color.

Internationally, prison dress varies in relation to a
country’s penal policies, wealth, or prisoner categoriza-
tion system. The degree to which prisoners are allowed
to wear their own clothes at times demarcates “normal-
ization” as rehabilitation, foreseeing the return of the
prisoner to “normal” life after release, as in Sweden and
Holland’s 1997–1998 “model” prison systems, Switzer-
land’s “open prisons,” and Lithuania’s 1997 “own
clothes” policy, which was hailed by penal reformers as
a victory for prisoners’ rights. The issue of not wearing
prison dress has been central to protests by political pris-
oners campaigning for the right to separate political sta-
tus from convicted criminals, as in Irish prisoners’
“blanket protests,” 1976–1982, and in Peru, 1985–1989.
In other circumstances the wearing of civilian clothing
reflects a return to regimes of “malign neglect,” as in
Haiti’s unsegregated men, women, and juveniles’ prison
in Port-au-Prince in the late 1990s.

PRISON DRESS
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Penetentiary workers. Prisoners of the Mississippi State Penetentiary walk to work on cotton fields in 1939. Black and white
striped uniforms were designed to humiliate the prisoners as well as make them easy to spot should they escape. AP/WIDE WORLD

PHOTOS. REPRODUCED BY PERMISSION.
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Recent penal debates include the advantages and
disadvantages of electronic tagging and, although not
strictly a prison-dress issue, it raises concerns, as Fou-
cault indicated, about the “recoding of existence” within
prison walls, commensurate with social control or the
rehabilitation of prisoners through the regulation of
dress and identity.

See also Dress Codes; Uniforms, Occupational.
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Juliet Ash

PROFESSIONAL ASSOCIATIONS The fashion
and clothing industries are notable for their interdepen-
dence, their sharing of information, and their support of
each other within their specific areas. Their professional
associations may be divided roughly into two categories:
membership organizations with either individual or cor-
porate members, and trade organizations whose purpose
is to further the goals and enhance the image of a par-
ticular segment of the industry.

The oldest and most prestigious of the individual
member organizations is the Fashion Group, founded in
1931. Its catalyst was Vogue’s editor-in-chief, Edna Wool-
man Chase, who, at the urging of one of her staff, gath-
ered a small group of women who held positions of
consequence in the fashion industry and related fields.
Aiming to draw membership from several areas, they
formed an advisory board consisting of: Dorothy Shaver,
first woman to become president of a major department
store, Lord and Taylor; Mrs. Stanley Resor, executive of
the advertising agency J. Walter Thompson; Mrs. Ogden
Reid of the New York Herald Tribune publishing family;
and Mrs. Franklin D. Roosevelt, wife of the then gover-
nor of New York State, who, because of her labor ac-
tivism, represented her interest in the garment industry
and the International Ladies Garment Workers Union
(ILGWU). Other early founding members eager to join
this first nonprofit group were the cosmetic stars Eliza-
beth Arden and Helena Rubinstein, the designer Claire
McCardell, the Harper’s Bazaar editor Carmel Snow and
as regional chapters opened, Edith Head in Los Angeles.
They defined their mission as a forum in which to ex-
change information and a force to support women in their
emerging role in a male-dominated industry. In the early

2000s, men were invited to membership, but it remained
primarily a woman’s group. It serves 6,000 members of
the fashion communities of every major U.S. city and in-
ternationally from Paris to Tokyo, over 40 in all; and now
known as FGI ( Fashion Group International). The same
goals still remain—sharing information by covering the
seasonal trends from Europe and America and enhanc-
ing women’s careers by providing informational seminars
and networking opportunities. FGI also maintains an
archive of its history, documents, and fashion images dat-
ing from 1931.

Women in the beauty, cosmetics, fragrance, and re-
lated industries created an organization in 1954 called
Cosmetic Executive Women (CEW). Based in New York,
it has associated organizations in France and the United
Kingdom. At its founding, it was a social organization, re-
maining relatively small until 1975 when its mission was
expanded to promote the contributions of women in the
industry; in 1985 it again expanded to include education,
philanthropy, and industry development. The establish-
ment in 1993 of the CEW Foundation provided a phil-
anthropic arm to fund charities dedicated to helping
women better their lives.

Dominant on the international scene is the venera-
ble Chambre Syndicale de la Couture Parisienne. Behind
the rich and elaborate pageantry of Paris haute couture
is the organization that sets the rules and regulations for
fashion’s most exclusive and expensive enterprise. The
Chambre is the iron hand in fashion’s velvet glove.

Established over a century ago, this governing force
dictates which houses may distinguish themselves with
the appellation “haute couture,” which means high
sewing or high fashion. There is a demanding regimen
involved in becoming one of these privileged few. The
Chambre’s rules state that a design house meet these re-
quirements: a house must employ at least twenty em-
ployees in its atelier; present a collection of at least
seventy-five designs twice a year, and show them at least
forty-five times annually in a special area of the house.

Headed by a president and a director of public rela-
tions, the Chambre organizes the calendar and venues for
the biannual showings, provides public relations support,
and requires that videos and portions of the collections are
shown in New York, Tokyo, and the Middle East.

A house’s jewel in the crown, haute couture is prof-
itable only through licensees and fragrances, for example,
but is the foundation for influence and prestige crucial to
a designer’s image. It is the laboratory for new ideas, the
research and development of the fashion industry. The
Chambre Syndicale, through its exacting standards, per-
petuates the authority of these fashion laboratories.

Few of the organizations of the other fashion capi-
tals are regarded with the same respect. Rather, they were
created to function as their organizing, marketing, and
public relations entities, involved with designer collection
shows as well as trade shows, identified by titles such as
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Collezione Milano and the London Fashion Council. But
all serve an important purpose—the vital support of an
international economic force and its creative energies.

American designers are invited to join the Council
of Fashion Designers of America (CFDA), an organiza-
tion founded in the 1960s by the publicist Eleanor Lam-
bert and others, when they saw that most American
designers were toiling in the back rooms, unrecognized;
few had their names on their garments’ labels and even
fewer on the showroom’s front door. The American fash-
ion industry and its design talent were not achieving the
recognition and publicity it deserved.

The Council achieved its mission of gaining world-
wide credibility for the industry. In the early 2000s, its
membership is made up of both apparel and accessory
designers. Its most famous contributions to the industry
have been “7th on Sixth,” organizing the seasonal show-
ings and relocating them from individual venues to tents
in New York’s Bryant Park, and their fund-raising efforts
on behalf of AIDS. Seventh on Sixth has been acquired
by the talent agency IMG and continues as a separate en-
tity; the CFDA continues its original mission, the sup-
port for and recognition of American design talent,
granting scholarships and presenting its annual awards,
which have become the “Oscars” of the fashion industry.

See also Fashion Advertising; Fashion Editors; Fashion In-
dustry.
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Lenore Benson

PROTECTIVE CLOTHING Clothing has been
used for protection since the beginning of time, shielding
the human body from physical, social, emotional, and spir-
itual threats, real and imagined. Today, the term, protec-
tive clothing is generally used to denote apparel and apparel
accessories that focus on physical protection for the body.

Protective clothing may be as simple as a sun hat or
as complex as a space suit. Defined broadly, it may in-
clude items that have not traditionally been thought of
as clothing, such as flotation vests or football helmets.
Watkins uses the term portable environment to describe
protective clothing, defining it as “a unique environment
that is carried everywhere with an individual, creating its
own room within a room and its own climate within the
larger climate of our surroundings” (1995, p. xv).

The array of physical threats from which clothing
provides protection today is endless. Most people use
clothing to protect themselves from cold, heat, rain, snow,
sun, and other aspects of day-to-day weather. But pro-
tective clothing also allows the body to exist in hazardous
environments such as the deep sea or outer space. It is
worn to protect individuals from many different hazards
in war zones or in the workplace—from falling debris to
toxic chemicals to bullets to insect bites. It provides pro-
tection for sports and leisure activities as diverse as hockey,
cycling, and skiing. Many individuals with injuries or
handicaps use protective clothing to prevent further body
damage or to substitute for loss of body functions.

The concept of protection has had many connota-
tions for various cultures in different eras. There is evi-
dence to suggest that the bodies of early peoples
acclimated to extremes of heat and cold without the use
of clothing and that the earliest garments were not worn
for what we might now consider to be physical protec-
tion. Instead, it is believed that the first garment was a
girdle worn around the hips to protect the genital region
from magic (Renbourn and Rees 1972, p. 228). While
some might consider these girdles to be merely a form
of spiritual protection, their wearers surely believed that
it kept them from physical harm. Throughout history,
even the most sophisticated forms of physically protec-
tive clothing have had to meet the social, emotional, and
spiritual needs of those who wore them, or they were re-
jected, regardless of the protection they offered.

Weather and War
Prior to the twentieth century, protective clothing gen-
erally served one of two functions: as shelter from cli-
matic conditions or as protective armor. The materials
used to make clothing a shelter were as varied as the re-
gions in which people lived and the natural resources
found in them. For the earliest protective garments,
leaves were worn in the tropics and animal furs were used
in more frigid climates. Garments used for shelter from
the weather were greatly influenced by the fashions of
the times. Social mores, societal beliefs, and traditions
may have had even more influence on their design than
the actual climatic conditions from which they were pur-
ported to provide protection.

To a certain extent, the same was true of the design
of protective armor. The European suits of armor and
the elaborate costumes of the Japanese samurai warrior
both carried with them significant symbolic meaning.
However, armor evolved through the ages in large part
as a response to the evolution of weapons.

The first known armor, worn by the Egyptians in
1,500 B.C.E., consisted of an unwieldy shirt-like garment
to which overlapping bronze plates were sewn. In the
eighth century B.C.E., the Greeks made improvements on
this garment by shaping metal plates to each body part.
With the development of chain mail by the Celts in the
third century B.C.E., a warrior’s ability to function in bat-
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tle was significantly improved. Mail was lighter than ear-
lier armor and flexed with every body movement. Since
it provided protection from arrows and knives and other
weapons of the times, chain mail remained as the primary
protective material used in battle for many centuries.

When crossbows were developed, chain mail could
no longer provide sufficient protection. Full suits of metal
armor, with overlapping metal plates sewn to a flexible
leather backing, came into use at the end of the thirteenth
century. A full suit of armor was considerably more ef-
fective against the weapons of the times and actually pro-
vided better mobility than the early Egyptian plated shirts
since the metal was shaped and distributed more evenly
over the whole body.

With the development of gunpowder and firearms,
metal suits of armor became a thing of the past. Soldiers
in World War I and gangsters in the 1920s continued to
wear garments to which metal plates were attached. Metal
and ceramic coverings provided protection for airmen
during World War II, but these were much too heavy
for the ground soldier. It took advanced-technology de-
velopments in the mid-twentieth century to lead design-
ers to truly suitable responses to firearms. In the
mid-1960s, when Kevlar aramid fibers were patented and
made into fabrics, it finally became possible to design rel-
atively thin, lightweight, flexible shields for bullets and
explosive fragments. These designs made it possible for
armor to function covertly as well. Thus, the new soft ar-
mor could be used not only in battle, but also by police
and undercover professionals.

The Technological Boom
The whole concept of protective clothing expanded ex-
ponentially during the second half of the twentieth cen-
tury. The explosion of technological advances during this
time made possible forms of protective clothing that had
previously existed only in the minds of writers of science
fiction. As in the case of armor, new hazards inspired new
protective clothing designs. And new designs often
changed the behavior of their wearers.

For example, early firefighters stood at a distance
from flames wearing their everyday clothing while throw-
ing buckets of water on burning structures. Even in larger
cities during the eighteenth and nineteenth centuries,
where water was pumped through hoses, no real physi-
cal protection was provided by the ornate uniforms is-
sued, and thus firefighters moved no closer to the fire.
The rubber jackets and, later, the cotton duck bunker
coats that were worn in the first half of the twentieth cen-
tury kept firefighters dry and warm in the constant spray
of water from hoses, but also moved them no closer to
the fire.

Flame and high-heat resistant aramid fibers such as
Nomex and Kevlar developed in the 1960s combined with
portable breathing devices to allow firefighters to actu-
ally enter burning buildings. Aluminizing the surface of

these materials in fully enclosed ensembles called prox-
imity suits made it possible for firefighters to move still
closer to the flames. Further developments in protective
materials resulted in entry suits, in which firefighters could
actually walk into the flames.

Thus, there is a cycle in the evolution of protective
clothing that is much like one in the medical world. As
organisms develop a resistance to medicines designed to
defeat them, they venture forward and new medicines
need to be developed. As protective clothing removes
each threat, individuals venture further into danger and
require newer, more powerful forms of protection.

Protection from Multiple Hazards
While some items of protective clothing are designed to
protect from only one hazard, many others must solve
multiple problems. A list of the modern battle-ready sol-
dier’s requirements for protection illustrates the com-
plexity of multiple physical threats. Military documents
point to a daunting list of hazards from which clothing
must provide protection: climate (heat, cold, rain, solar
radiation, wind, sand, snow); weapons (ballistics, chemi-
cal, biological, flame, blast, nuclear flash, directed energy
such as microwaves); detection (visual, infrared); me-
chanical (cuts, abrasions, crushing); sensory (damage to
hearing, sight); and biting insects and animals.

The great dilemma in designing for protection from
multiple hazards is that there rarely is a clear-cut hierar-
chy of threats. Designing always involves trade-offs. For
example, to protect soldiers from chemical weapons, they
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must be fully isolated from the environment. This ne-
cessitates the provision of breathing air and a method of
preventing heat build-up within protective clothing.
However, the motors used to circulate air leave a signal
that can be picked up by infrared detection devices, pro-
viding the enemy with a target. Since both heat exhaus-
tion and exposure to chemical agents could be fatal,
neither of these requirements can simply be ignored to
satisfy the need for full camouflage. Multifunction pro-
tective clothing for outer space, deep-sea diving, chemi-
cal-spill cleanup, Arctic exploration, asbestos removal,
bomb disposal, race-car driving, mountain-climbing ex-
peditions, and many other activities and environments all
involve protection from multiple hazards. Even clothing
that has only one primary protective function involves
challenging trade-offs between protection, mobility,
thermal comfort, and use of the senses.

Litigation
The accelerated pace of technological development in the
latter part of the twentieth century, combined with
changes in society’s attitudes toward lawsuits, had a sig-
nificvant affect on the development of protective cloth-
ing. For centuries, many people had worked and played
in hazardous conditions without physical protection. As
technology made it increasingly possible to be protected
from a wide array of hazards, many companies and orga-
nizations began to face lawsuits for not designing protec-
tive clothing properly or providing it when needed.

Improvements in sports equipment added another
legal problem: The more fully equipment protected ath-
letes, the more willing they were to take serious risks on
the playing field and to use the equipment itself as a
weapon. The litigation arising from serious football in-
juries in the 1960s spurred the formation of a number of
regulatory groups to oversee the design and use of pro-
tective sports equipment. In 1978, the National Colle-
giate Athletic Association (NCAA) mandated that every
football player in an NCAA game must wear a helmet
that was certified to have met specific performance stan-
dards. In 1980, similar regulations were set for high
school players.

Interest in consumer protection surged during this
time as well, with the most notable development for pro-
tection in everyday clothing being the Flammable Fab-
rics Act: Children’s Sleepwear, enacted in 1972.

The Occupational Safety and Health Administration
(OSHA), formed in 1971, formalized government in-
volvement in regulations to ensure health and safety in
the workplace. Many places of work, even those in which
protective clothing had never been worn, then became a
target for litigation. Providing the wrong protective
clothing was as risky as providing none at all. The re-
sulting potential for financial liability spurred many com-
panies to seek protection for their workers and led toward
the development and refinement of many new protective

materials and designs. As women began to enter more
professions, equipment specifically geared toward a
woman’s size, shape, and specific protective needs also
began to be developed.

Active Protection
Many future developments in protective clothing lie in
the arena of active protection; that is, garments which in-
teract with or change the environment of the wearer
rather than passively insulating the body from it. High-
tech materials and developments in the field of wearable
computers make active rather than passive protection the
wave of the future.

By the early twenty-first century, loggers wore pants
that incorporated fibers that pull out of a protective fab-
ric to clog the chains of a chain saw, stopping it imme-
diately, should the saw accidentally drop onto the logger’s
leg. Epileptics wear vests that read muscle contractions
and automatically inflate personal airbags around the
head when a seizure is about to occur.

The U.S. Army envisions that full-body hard suits
will one day “walk” injured or unconscious soldiers back
to safety. Fabrics of the future may be self-cleaning, fibers
rippling to move unwanted dirt away or emitting an agent
to neutralize a toxin. Braddock and O’Mahoney describe
a future garment as being “made of small cellular units
connected to one another by screws” (1998, p. 141). These
cells and screws would be directed by a computer link that
could order minute automatic adjustments in the shape of
any part of the garment or direct heat, cooling, massage,
or medicines through tiny channels to isolated body ar-
eas when needed. The protective possibilities for future
active clothing designs are endless.

See also Aprons; Coat; Fashion, Health, and Disease; Space
Suit.
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PROUST, MARCEL Marcel Proust (1871–1922) is
the author of the sixteen-volume À la recherche du temps
perdu (known in English as Remembrance of Things Past
[1922–1931]). The first volume was published in 1913, and
the last after the writer’s death. These novels reveal not
only Proust’s expert knowledge of dress—he researched
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very precise details of garment construction—but also the
way in which his appreciation of fashion has far wider
implications, both within his work and beyond.

Proust the Dandy
When Jacques-Émile Blanche completed his portrait of
the young writer Proust in 1892, he captured on canvas
Proust’s image of himself, which has become our own.
Possibly, he was first thought of as a dandy, a socialite,
and a darling of the duchesses—moving between the dif-
ferent worlds of fin-de-siècle Paris with infinite ease—and
last as a novelist. He was, in fact, born to wealthy middle-
class parents. His father, a Catholic, was a surgeon, and
his Jewish mother was the daughter of a stockbroker.
Proust’s entrée into society and his literary career began
when he was still a schoolboy. At the Lycée Condorcet
(1891–1893), his friends included the children of literary
and artistic families, who invited him into their world and
their salons; he and his friends edited and published two
literary magazines.

By 1906, when Proust began to devote all his ener-
gies to his masterwork—after  his  legal studies at the
École libre des Sciences-Politiques, a prestigious school
which formed part of the Sorbonne, and  the publication
of various juvenilia, pastiches, gossip columns, and trans-
lations—he was less inclined to haunt the salons. He had
been keenly affected by the “Dreyfus affair”: In 1897 a
Jewish army officer, Captain Alfred Dreyfus, was accused
and convicted of passing government secrets to the Ger-
mans and was sentenced to deportation to Devil’s Island.
The controversy played out over the course of a decade,
until a court of appeals exonerated Dreyfus and he was
pardoned. As a Jew and a man of conscience, Proust was
active and passionate in his defense of Dreyfus, while most
of his former grand hostesses sided with the government
and army. The deaths of both Proust’s parents soon af-
terward and the increasing problems caused by his ill
health strengthened his belief that he was wasting his time.

By 1913 his appearance had changed so radically that
a young visitor to his flat, who glimpsed the Blanche por-
trait, did not recognize the slender young man pictured
with a gray cravat and an orchid in his buttonhole. But
that young man, who had gone to Cabourg, the “Balbec”
of the novels, “armed with Liberty ties in all shades,” as
he wrote to a friend in 1894 (Painter, p. 174) had not en-
tirely disappeared. The huge coat that Proust always wore
in later years was lined with fur, and he was never with-
out a hat, gloves, and a cane.

Proust and His Circle
Proust’s socializing began in the artistic salons of the late
1880s, but his desire to scale the heights of the Faubourg
Saint-Germain—the wealthy and aristocratic section of
Paris—to meet duchesses as well as the grandes cocottes
(“great courtesans”) of the Belle Epoque was strong and
speedily gratified. The models for his later characters
were found in these different settings. The character

Baron de Charlus, for example, was based on Robert de
Montesquieu, aristocrat and would-be poet, whom
Proust first met in 1893. In the portrait of Montesquieu
by the society painter Giovanni Boldini, the baron is rais-
ing his ebony cane like a rapier; the blue porcelain han-
dle matches his large cuff links. His long-waisted jacket
with wide lapels edged with broad ribbon and his white
shirt with high, soft collar and dark cravat are part of the
recognizable dress code of the fin-de-siècle dandy. His un-
usually high-coiffed hair, handlebar moustache, and small
imperial-style beard, along with his arresting and extra-
ordinary pose, created the kind of extreme image that
Proust feared most, given its perceived links to homo-
sexuality and to the writer Oscar Wilde, whom Proust
had met and whose trial for homosexual conduct was
thoroughly covered in the French press. Yet the young
Proust himself was photographed with two close friends
in a similar, though muted, mode of self-presentation.

Elisabeth, Comtesse Greffulhe, one of the models
for Duchesse de Guermantes, was a friend and cousin of
Montesquieu. She posed for an unknown photographer
at about the same time as Montesquieu sat for Boldini.
She stands arranging flowers in a tall Greek vase, show-
ing off the unusual back detailing of her dress, with its
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Marcel Proust, 1932. While generally not linked to the world
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large white collar appliquéd with flowers and its pattern
of light-colored flowers flowing down the dark dress,
spreading out and underlining the shape of the skirt.
Comtesse de Chevigné, another model for the duchess,
wore cornflowers in her hat to emphasize her bright blue
eyes, just like the Duchesse de Guermantes in the novel.
She chose to be depicted, by another unknown photog-
rapher, in far more somber attire, as if to emphasize her
intellectual credentials. This yoking of art and high so-
ciety, which so fascinated Proust, caused André Gide, as
a young publisher, to reject the first volume of the novel.
In his later years Proust did not forgo the company of
artists nor did he eschew high society completely. He be-
came friendly with the writer Jean Cocteau and dined
with the ballet producer Sergey Diaghilev and the dancer
Vaslav Nijinsky, but his work took priority.

Fashion within the Novels
We are told, toward the end of Swann’s Way, that the
young narrator is glad of his Charvet tie and patent boots
as he waits for the former courtesan Odette de Crécy in
the Bois de Boulogne. She is now married to the rich and
respectable Charles Swann. Earlier in the volume she has
been described as one of the most stylish women in Paris,
with “rich garb such as no other woman wore.” Her toi-
lettes are always depicted in great detail, and the narra-
tor is fascinated by the Japanese-style gowns that she
wears at home. She has an inordinate number in differ-
ent fabrics—silk, crepe de chine, chiffon—and the colors
vary from old rose and mauve to Tiepolo pink and gold,
all described carefully and frequently in Within a Budding
Grove. An intense focus on sensuous detail is one way in
which dress operates within the novel’s sequence.

Fashion is also vital as the way in which an individ-
ual constructs his or her personal identity while remain-
ing mindful of the rules of social caste. Odette’s outdoor
clothes show small details in their trimmings or patterns,
which hark back to her heyday as Second Empire cour-
tesan. The craftsmanship and the overall design of her
garments are stressed. The narrator follows Odette, en-
chanted, through the Bois de Boulogne, and Proust
records the details of the linings of her jackets and the
collars of her blouses, likening them to Gothic carvings.
Such details may never be noticed by a casual observer
but they are nevertheless vital.

The woman to whom Proust awards the accolade of
the very best-dressed woman in Paris is also one of the
most socially elevated—Oriane, Duchesse de Guer-
mantes, who is always spectacular and distinctive in her
toilette. In The Guermantes Way, the narrator tells us of
her appearance at the opera with a single egret feather in
her hair and a white spangled dress, designed to make
her companion and cousin, the Princess, seem over-
dressed. It is she, as well as Odette, to whom the narra-
tor turns in The Captive when he wants help with the
selection of clothes for his mistress, Albertine. Indeed, it
is Oriane’s Fortuny gowns that Albertine is seen to covet.

Male elegance, too, is described—particularly that of
Swann, whose leather-lined hat, in Within a Budding
Grove, the Duchess of Guermantes notes, just as Swann
comments on the tiny coral balls frosted with diamonds
that she wears in her hair at the soirée described toward
the end of Swann’s Way, likening them to rose hips dusted
with ice. Dress, fabric, texture, and detail are seen as vi-
tal factors in the evocation of memory so germane to the
novel. In the very last pages the narrator speaks of dis-
cerning the different threads woven together in a fabric
of which he can now perceive the overall design.

Proust’s Legacy
Although other writers have been fascinated by fashion,
Proust is among the first to mention designers by name
and to award them equal stature with painters and com-
posers. Perhaps no author before him described an out-
fit, jewels, or accessories in such careful, minute detail.
More significant, perhaps, is his roman-à-clef technique;
celebrities are thinly disguised and their valorization per-
meates his work. In the twenty-first century’s celebrity-
dominated culture, this seems peculiarly pertinent.

See also Art and Fashion; Canes and Walking Sticks; Dandy-
ism; Fashion and Homosexuality; Liberty & Co.; So-
cial Class and Clothing; Wilde, Oscar.
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PSYCHEDELIC FASHION Psychedelia—the range
of sensations, epiphanies, and hallucinations induced by
chemical stimulants—was an epochal cultural phenome-
nal of the 1960s; in retrospect, it seems not only a key
component of the decade’s sensibility, but an apt symbol
of the 1960s reordering of social, political, and artistic
structures. It was inevitable that fashion and psychedelic
experience would go hand-in-hand since one of the ef-
fects of an LSD [lysergic acid diethylamide) “trip” was a
heightened appreciation of color, texture, and line. Psy-
chedelic fashion did more than evoke or pay tribute to
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the mind-alerting experience; it became a way to enhance
participation. Given that the LSD—popularly called
acid—experience involved erasing discreet boundaries, it
was appropriate to dress in clothes that enhanced the abil-
ity of the communicant to merge into an experience that
for many became nearly sacerdotal rite.

The Big Bang
Partaking of LSD was central to the hippie credo, and
the outlandish clothes of the hippies disseminated the
psychedelic sensibility. Flowing shapes seemed to relate
to the unbinding of restrictions unloosed by the hallu-
cinogenic experience. The prevalence of tactile fabrics in
hippie fashions spoke to the sense-enhancing properties
of the acid trip. Most visible were its innovations in
palette and imagery: equally provocative vibrating pat-
terns and colors. Certain traditional motifs—the amoe-
balike crawl of Indian paisley, for example—were
appropriated as psychedelic imagery. The accoutrements
included face painting in Day-glo neon colors that recre-
ated the incandescence of acid chimeras. But the princi-
pal topos of psychedelic fashion were portraits of light as
it was fractured, made mobile by the lens of the acid trip.
The awakened kineticism of light made flat surfaces seem
to churn and roil. Colors bled, emulsified, and merged
kaleidoscopically.

LSD existed for thirty years before reaching the
widespread cultural acceptance and curiosity it aroused
during the 1960s. Similarly, slightly before the apogee of
psychedelic fashion in the mid to late 1960s, fashion in-
spired by the oscillatory geometries of op art deployed a
pleasurable hoodwinking of perceptual faculties. Psyche-
delic experience and psychedelic fashion’s incongruous
reshuffling of identifiable reference points recalled sur-
realistic art and Dada, which also were the progenitors
to some extent of pop art. Pop art functioned in the 1960s
as its own sometimes surreal rebuke to nonrepresenta-
tional abstract expressionism.

The Total Environment
Psychedelic fashion became a way for external reality to
seemingly be transformed by the visions projected on the
mind’s internal screen. Psychedelic fashions existed
within a cultural context that encompassed the radical
lifestyles of the hippies, the transcendent “acid” experi-
ence as well as constructed environments that sought to
simulate the acid experience. These encompassed com-
munal affirmations such as the “be-in,” and performance
art “happenings.” Psychedelic fashion became an indis-
pensable component of the total environment created in
discotheques or rock palaces; it allowed an integration of
the reformed environment and the remade self. The dere-
glement de tous les sens that Artur Rimbaud had once pro-
pounded, was heightened orally by the fuzz box and
“wah-wah” pedal distortions. Light shows at the rock
concerts and at the discotheque hurled pulsating appari-

tions at the spectator. The blinking strobe light atomized
the continuity, the gestalt of visual perception. It might
be said that under the strobe light, all fashion became
psychedelic.

Psychedelic fashion was a quintessential 1960s move-
ment. Although it was eventually, and to some degree op-
portunistically, embraced by virtually every mainstream
design and sector of the fashion industry, it would be hard
to isolated a single designer or even a cluster of design-
ers who could be credited for its invention or promotion.
Nevertheless, the psychedelic preoccupation with light
and the total environment reached a paradigm at the Man-
hattan boutique Paraphernalia in 1966, when electrical
engineer Diana Dew devised a vinyl dress that turned-on
at the command of the wearer. A miniaturized poten-
tiometer fit on the belt of the dress and regulated the fre-
quency of the blinking hearts or stars, which could be
coordinated to the throbbing beat of the disco soundtrack.
That same year, Yves Saint Laurent brought psychedelic
light and color to pop art’s disembodied trademarks with
a bridal gown that flashed an incandescent flower, which
enlivened the runway show’s traditional finale.

Psychedelic sensibility was essential to the second
phase of 1960s’ fashion vocabulary, the move away from
some of the sleeker and brusquer characteristics of mod
fashion. It was consanguineous with the second phase’s
absorption of folk and tribal lexicon, the experimenta-
tion in role playing and persona construction made pos-
sible by the improvised costumes adopted by youth
cultures and spilling out into the Western world’s
clothes-wearing population at large. The unprecedented
outfits certainly owed something to the phantasmagoria
of acid visions. Tribal and psychedelic converged with
mottled patterns of African and Indonesian fabrics, the
phosphorescent splotches and showers of tie-dye.

Psychedelic fashion was a grass-roots groundswell, a
radically demotic movement that eventually generated a
ubiquitous acknowledgment. In New York, for example,
one could buy made-to-order tie-dye ensembles at both
The Fur Balloon on West 4th Street in Greenwich Vil-
lage and at Halston’s salon on East 68th Street on the
Upper East Side.

Cycles of renewal
Ultimately, the lexicon and the fashion became degraded.
New adjectives introduced into colloquial language and
the language of fashion, “psychedelic” and “trippy”
among them, no longer retained their original referents
but became generic adjectives of approval. Psychedelia
not only offered the keys to the cosmos but became the
latest marketing ploy. “Call it psychedelic and it will sell
fast, some merchants say,” was a page-one headline on
The Wall Street Journal in 1968. Psychedelic fashion pe-
tered out in the early 1970s, partly from overkill and over-
exposure, and partly from the changing zeitgeist. Yet it
remained popular with students until enjoying a full-scale
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revival in the mid-1980s, and has continued as a recur-
ring motif.

See also Art and Fashion; Paisley; Saint Laurent, Yves; Sub-
cultures.
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PUCCI, EMILIO Emilio Pucci, the marchese di
Barsento a Cavallo, was born in Naples on 20 November
1914. The scion of an illustrious family tracing its her-
itage to the thirteenth century, Pucci grew up in the
Palazzo Pucci on the via dei Pucci in Florence.

Education and Early Career
Reared within a strict aristocratic environment, Pucci
turned out to be a rebel both personally and profession-
ally. He graduated from the Università di Firenze in 1941
with a doctorate in political science, after having attended
the University of Georgia in Athens, Georgia, and Reed
College in Portland, Oregon. His decision to study in the
United States, however, introduced him to the American
way of life.

Proficiency in skiing started Pucci’s fashion career.
He had been a member of the Italian Olympic skiing team
in 1934 and had gone to Reed College on a skiing schol-
arship in 1937. In 1947 the photographer Toni Frissell
took photographs of Pucci and his female companions in
Zermatt, Switzerland, wearing form-fitting, colorful, but
practical ski clothes that Pucci had designed. These pho-
tographs were shown to the head buyer for Lord and
Taylor, Marjorie Griswold, and the fashion editor of
Harper’s Bazaar, the legendary Diana Vreeland. The pic-
tures were published in the December 1948 issue of
Bazaar, while several Pucci models were ordered for Lord
and Taylor’s New York store. This order was Pucci’s first
retail success in the United States.

Pucci, however, needed additional financial security
after World War II. In 1949 he opened a boutique in
Capri, Italy, where he sold the tapered pants that became
known as Capri pants, as well as sexy silk shirts fitted to
show off the female figure. With the return of peace, peo-
ple were again traveling for pleasure. Pucci astutely sur-
mised that his boutique, which he named Emilio of Capri,
and his casual, colorful resort fashions would be popular
with the new visitors. International sophisticates like
Consuelo Crespi, Mona Harrison von Bismarck, and
Maxime de la Falaise were frequent customers at Emilio
of Capri. Diana Vreeland praised Pucci as “divinely Ital-
ian” (Kennedy, p. 57). Although it was extremely unusual

at that time for an aristocrat to be a shop owner and de-
signer or dressmaker, Pucci enjoyed the creative process.

Post–World War II Innovations
The next phase of Pucci’s career began at the first fash-
ion show of Italian designers, which was organized by
Giovanni Battista Giorgini in 1951 and held in the Sala
Bianca at the Palazzo Pitti in Florence. Other designers
who presented their work at the show included Simon-
etta, the Fontana sisters, Alberto Fabiani, and Emilio
Schuberth. Major American stores like Neiman Marcus
and Saks Fifth Avenue sent their buyers, who brought
Italian, postwar, ready-to-wear fashion back across the
Atlantic. Pucci’s sleek, lightweight T-shirts, jersey
dresses, silk shirts, and tapered pants made for an excit-
ing new style.

Once the original and somewhat daring look of
Pucci’s designs appeared in the top U.S. stores, he was
on the way to celebrity-designer status. Pucci won the
coveted Neiman Marcus Award in 1954. He won the
award a second time in 1967. Marcus, the head of the
Dallas-based store, said, “Postwar fashion was hungry for
a color explosion and [Pucci’s] exotic, vivid color combi-
nations were timed to perfection” (Kennedy, p. 67). Mar-
jorie Griswold, Pucci’s major retail supporter, had already
suggested that he sign his name in script within the print
design because the motifs themselves could be copied.
Hence, the authenticity of a Pucci garment can be veri-
fied when the signature “Emilio” is visible throughout
the print. Pucci used his first name rather than his fam-
ily name because it was considered shocking for a mem-
ber of the Italian nobility to work as a dressmaker or
tradesman instead of a diplomat or politician. He said, “I
am the first member of my family to work in a thousand
years” (Kennedy, p. 42).

Pucci introduced a very lightweight, wrinkle-free,
silk jersey that could be rolled up and packed easily—a
feature appreciated by growing numbers of jet-set trav-
elers. Technically advanced fabrics allowed him to fash-
ion nonrestrictive clothes that were modern yet
glamorous. Pucci also introduced an exciting array of col-
ors, boldly mixing espresso and azure, tangerine and
fuchsia, lime and turquoise, plum, and many other shades.

In addition to designing sleek silhouettes that al-
lowed easy movement, using packable fabrics in an abun-
dance of joyful colors, and insisting on top-quality
workmanship, Pucci also designed his own prints. His
prints included swirls, filigrees, arabesques, geometric
figures, and kaleidoscopic or mosaic patterns. They were
inspired by his far-flung travels to North and South
America, Bali, Africa, the Middle East, Australia, and
Asia. Pucci’s finely-engineered prints also represented
rich aspects of Italian history and cultural events as well
as Mediterranean land- and seascapes. His prints from
the 1950s, for example, featured motifs from Renaissance
art, Florentine landmarks, the sunscapes and flowers of
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Capri, the mosaics of the Duomo di Monreale in Sicily,
nightlife in Naples, and the flags from the famous annual
Palio race in Siena. From the 1960s to the 1980s, his
prints were inspired by his travels to Cuba, Bali, India,
Hong Kong, and Tanzania. The American space pro-
gram, underwater explorations, pop art, op art, rock mu-
sic, and psychedelia also influenced his designs. One of
Pucci’s most famous prints, called Vivara, was inspired
by the island Ischia; it became the name of his first fra-
grance in 1965. He even found time to sketch ideas for
new print patterns during plane trips or sessions of the
Italian Parliament, where he served from 1963 to 1972.

Designer Accessories
Emilio Pucci became one of the first designers with a rec-
ognizable high-status label and signature style. He was a
leading pioneer of diversification and paved the way to
widespread fashion licensing. He designed various prod-
ucts from perfumes to accessories, including handbags,

scarves, sunglasses, tights, shoes, and lingerie—the last
made by the American company Formfit Rogers. In 1977
Pucci even designed the interior of an automobile for a
special edition of the Lincoln Continental Mark IV.

Pucci personally supervised the design of all his
products. He designed colorful, sexy, and futuristic uni-
forms for the flight hostesses of Braniff Airways in 1965
and Quantas Airways in 1974. He also found time to de-
sign uniforms for the policewomen of Florence and
clothes for Barbie dolls. Pucci took special pleasure in de-
signing the mission patch for the Apollo 15 space mis-
sion in 1971.

Pucci married Christina Nannini and had two chil-
dren, Laudomia and Alessandro. The family’s elegant
palazzo lifestyle was chronicled in fashion magazines.
The “Prince of Prints” became as famous as the women
who wore his designs—a list that included Marilyn Mon-
roe (who was buried in a green Pucci dress), Elizabeth
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Italian designer Emilio Pucci at a Berlin fashion show, 1972. Pucci stands on the runway with the models that presented his ex-
otic silk and chiffon gowns. Bold, wild patterns adorn the sleek sheath dresses, reflecting Pucci’s rebellious spirit. CHARISSA CRAIG,
MODEL. REPRODUCED BY PERMISSION.
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Taylor, Audrey Hepburn, Sophia Loren, Gina Lollo-
brigida, Lauren Bacall, Jacqueline Kennedy, Grace Kelly,
Barbara (“Babe”) Paley, Gloria Guinness, Barbara Wal-
ters, Gloria Steinem, and many others. Helen Gurley
Brown, the author and former editor of Cosmopolitan, said,
“The dresses were spare, sexy, and liberating!” (Kennedy,
p. 8). Not to be outdone by fashionable women, men also
wore wild and colorful Pucci ties, bowties, jackets, and
beach attire.

The Pucci Revival
The wave of enthusiasm for Pucci’s clothes known as
“Puccimania” reached its height in 1967. Pucci’s dresses
became less popular in the 1970s as fashion trends
changed, but the early 1990s saw a resurgence of inter-
est in current Pucci styles and a blossoming market for
vintage fashion—especially Puccis from the 1960s. Pucci
collectors of the early 2000s included Madonna, Jennifer
Lopez, Nicole Kidman, Julia Roberts, Paloma Picasso,
and Ivana Trump. Vintage Puccis were sold in specialty
shops and at auction for as much as $500 in 2002, whereas
as a Pucci silk jersey dress from Saks Fifth Avenue in New
York had been priced at $150 to $200 in the mid-1960s.
When Pucci died on 29 November 1992, the fashion ed-
itor Carrie Donovan wrote in the New York Times, “He
personified a moment, rather a long one in history” (1
December 1992).

After Pucci’s death, his company continued under
the guidance of his daughter, Laudomia, and wife,
Cristina. The rich archive of fabrics maintained in the
Palazzo Pucci provided an ongoing source of fashions for
the Pucci boutiques. As creative director, Laudomia Pucci
hired talented designers to continue her father’s concepts.
In February 2000 LVMH, the French luxury goods con-
glomerate headed by Bernard Arnault, purchased 67 per-
cent of the Emilio Pucci SRL company, with the Pucci
family retaining the rest of the business. More Pucci bou-
tiques were opened around the world, from Bangkok to
Palm Beach.

Christian Lacroix, the contemporary French de-
signer known for his fantastical, exuberant, and exotically
colorful fashions, became artistic director of the Emilio
Pucci collection in April 2002. He said in the December
2002 issue of Vogue, “Emilio Pucci’s vision is still very
modern.… It’s a way of life” (p. 76).

See also Brands and Labels; Fontana Sisters; Italian Fashion;
Lacroix, Christian; Perfume; Ski Clothing; Vintage
Fashion.
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PTFE. See Techno-Textiles.

PUNK Punk as dress cannot be discussed without at least
some reference to its musical underpinnings. It has to be
recognized that within the field of cultural studies, it both
energized and produced a series of new responses to the
theoretical construction of youth culture. Thus, it can be
regarded as a formative movement in both its sartorial and
visual presentation, and the consequent analysis of it as a
subcultural style. It can be further argued that punk cul-
ture stands at a pivotal point in the relationship between
youth cultural style and its commodification.

The United States
Punk had its roots in inner city America at the beginning
of the 1970s. While its inspiration could be traced far-
ther back, as a movement with a set of cohesive identi-
ties, New York appears to be its birthplace. But as befits
its urban nature, punk cannot be said to have a singular
geographic location. Detroit, Cleveland, and possibly Los
Angeles are other sites that could also claim an emergent
aesthetic and style identified as punk.

One of the many effects of the post–World War II
consumer boom within the United States and Europe was
an ever-expanding market for goods, particularly within
a youth cultural market that led to an active struggle from
young people to shape and realize their own identities
through the consumption of music and fashion. This pop-
ularization of “youth” as “style” and “surface” was in part
reflected in the breakdown of distinctions between high
and low culture within the pop art movements—of
Britain’s Independent Group and its U.S. equivalent—of
the 1950s and 1960s. In the latter grouping was Andy
Warhol and the Factory. Symptomatic of pop, Warhol’s
work, its repetitive nature, and its insistence in articulat-
ing nothing more than the surface engaged with a youth
cultural perspective of nihilism that revolved around the
adage of “live fast, die young.” As such, alongside
Warhol’s desire to surround himself with a coterie of the
young, dangerous, and beautiful, the seeds of an avant-
garde music scene began to be established.

Set around Warhol’s Factory and the Lower East
Side in a time of political and financial meltdown in New
York, the music of these artists, in particular the Velvet
Underground, reflected the repetitivity and surface of the
Factory’s output. Playing at seedy venues such as Max’s
Kansas City, CBGBs, and Mother’s, the music of the
Stooges, New York Dolls, MC5’s, Wayne County, and
Patti Smith took their influences from a variety of sources
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all intent in demolishing what was seen as the pompous,
sterile sound of contemporary music in the guise of “pro-
gressive” and “stadium” rock. So a disillusionment with
all things commercial and the be-suited executives at the
record companies led to a desire to perform music that
would shock people to their senses, bringing music back
to the poverty/richness of the everyday. While this was
going on in the United States, Britain was in the grip of
glam rock, a pub rock sound characterized in part by the
clothing of its performers that looked to the transgres-
sive in their stage presence. Of these perhaps the most
original was David Bowie. Under a string of different
pseudonyms and increasingly bizarre record personali-
ties, David Bowie proved influential in his effect on both
music and clothing in Britain and the United States.

By 1975 the American “punk scene” had evolved into
a subculture characterized by the music of Television,
and perhaps most famously The Ramones who wore
clothes that reflected their rent boy street personas.
Given that many of the musicians had gravitated from a
bohemian inner-city scene detailed in the writings of
William Burroughs and Alexander Trocchi, it seemed
like a natural continuation of this aesthetic. The black

leather jacket, T-shirt, straight jeans, and sneakers of the
hustler proved the initial look of an American under-
ground scene. While there were those such as the New
York Dolls, who followed an English glam rock look of
androgyny—made up with leather and knee-length boots,
chest hair, and bleach—the majority pursued an under-
stated street look. It was this musical explosion within the
United States that brought a youngish Malcolm McLaren
over to the United States to manage the New York Dolls
where he fell into the punk scene and made clear his in-
tentions to ship it back to the United Kingdom.

The United Kingdom
While it is obvious that Malcolm McLaren and his part-
ner, Vivienne Westwood, are central to any definition of
punk, especially in relation to its clothing, it is also clear
that the self-aggrandizing machine which is Malcolm
McClaren has skewed any historical understanding. In
part this is justified, as McClaren and Westwood’s string
of shops on the Kings Road defined a particular look and
McLaren’s desire to exploit punk as a scene in the United
Kingdom led directly to his management and dressing of
the Sex Pistols, the most notorious of all punk bands.
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Punk fashion, 1983. Standing around in London’s Brockwell Park, punks show off wild hairstyles and metal-studded black leather
clothing, typical of the later punk fashion. While earlier years saw various other styles within the movement, it was this look that
became the iconic punk image. © RICHARD OLIVIER/CORBIS. REPRODUCED BY PERMISSION.
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Starting out on the Kings Road in 1972 as Let It Rock
a shop that catered to a late working-class Teddy Boy re-
vival, drape coats, and brothel creepers, Vivienne West-
wood and Malcolm McLaren’s shop then moved through
a number of reincarnations, including Too Fast to Live and
the fetish-orientated Sex, and later Seditionaries, and fi-
nally World’s End. As in the United States, McLaren en-
couraged those who railed against society to hang around
the shop. His and Westwood’s antiestablishment aes-
thetic soon earned them a place in the London under-
ground scene. However, we are not talking of the
sophistication of New York, but a more rag-tag army of
disillusioned teenagers. And it is from this group that the
Sex Pistols were formed. Apart from the “rock” postur-
ing of Glen Matlock, the rest of the band—Johnny Rot-
ten, Sid Vicious, Steve Jones, and Paul Cook—were
wholly working class and outside any artistic or intellec-
tual clique. While many of the other emerging punk
bands had members from an art school background, the
Sex Pistols could claim to be the genuine thing: an au-
thentic working-class group of kids celebrating the bore-
dom of their socially proscribed position.

Theoretical Angles
It is this notion of authenticity and working class that, in
part, has always demarcated a British and U.S. under-
standing of punk as a philosophy or cultural experience.
Whereas in the United Kingdom youth counter cultures
had generally been a central experience of working-class
youth—an expression of dissent and isolation from their
parents and a reaction against a dominant ideology that
on the surface worked to repress their ambition, in the
United States the readings had not taken on such class-
bound strictures.

The result in the United Kingdom was the publica-
tion in 1977, the peak of punk in Britain, of Dick Heb-
dige’s Subculture: The Meaning of Style. Using punk as its
central example, Hebdige employed a series of method-
ologies from Marxism to Structuralism and Semiotics to
chart a view of post–World War II British youth cultures
that were constructed through their working-class cre-
dentials and a desire to react against the dominant pow-
ers that appeared to shape their lives. In this analysis,
Hebdige applied the notion of “bricolage” as the stylis-
tic combination of disparate coded objects to juxtapose
and create fresh meaning to punk dress and style. The
safety pin’s original meaning as something to hold to-
gether a diaper and to prevent injury to the child was
pierced through a nose or stuck onto ripped jeans and
jackets. Its once certain assigned meaning through was
contexually redefined through its wearing as a stylistic
device.

Clothing
In Britain the spectacular nature of punk as a style sur-
passed that of the United States. Westwood’s designs—
from “Destroy” T-shirts, bum bags, tartan bondage

trousers, safety-pinned and ripped muslin shirts, and slo-
ganed clothing—were a visible affront to a population
who, for the most part, regarded long hair on a man as a
concern. While youth cultures had previously been vili-
fied within the national press for violence and drug tak-
ing, punk directly challenged the dress aesthetic and
morals of a conservative nation. Beyond the Kings Road
in 1976, 1977, and 1978, the influence of McLaren and
Westwood diminished rapidly. Though they may have at-
tracted a contingent of followers in London and their
home counties, punk was a nationwide phenomenon and
as such developed a style that was perhaps more coherent
and less showy than Westwood’s ready-to-wear clothing.

This do–it–yourself (D.I.Y.) aesthetic consisted of
Hebdige’s “bricolage” as the throwing together of a se-
ries of looks based around a few staple elements, such as
mohair sweaters, tight jeans, and “jelly shoes.” There was
also the widespread use of secondhand clothing from
charity shops and rummage sales—suits with T-shirts and
basketball boots, collarless granddad shirts, and perox-
ided hair—with or without the ubiquitous stenciling and
letter art of favorite bands, anarchist slogans, or the Sit-
uationist politicizing of groups such as The Clash.

This aesthetic was perhaps more subdued than the
Kings Road look, but is more representative of punk as
a dress code within the United Kingdom both for indi-
viduals and bands such as The Buzzcocks, The Damned,
The Adverts, 999, and out on a style limb The Under-
tones. By 1977 punk’s popularity as a musical form had
seen by then the infamous Grundy television interviews;
the Sex Pistols single “God Save the Queen” reaching
number one in the week of the Queen’s Golden Jubilee;
and the interest of record companies in signing up groups
who claimed in any manner, shape, or form to espouse a
punk belief.

Commercialization
By 1979 the first stage of punk in the United Kingdom
was coming to an end. Its commercial status became as-
sured, from advertisements in music papers such as
NME and Sounds advertising punk clothing, badges, and
T-shirts to the record companies’ desires to promote a
gentler, more public-friendly “new wave” and to the re-
lease of various compilations that promised to tell the
whole punk story. However, punk itself as both a mu-
sic and a style attempted to change in order to avoid its
co-option/commercialization by hardcore bands such as
The Exploited and political bands such as Crass. In
terms of dress, there was a re-engagement with the mo-
torcycle jacket, the use of Dr. Martin work-wear boots,
and the introduction of a wide variety of commercial
rainbow hair colorants, along with the ubiquitous Mo-
hawk haircut, which, along with a penchant for black,
crossed over into both Goth and the New Romantic
movements of the early 1980s. It is this look that for
many years characterized, and as such became the iconic
image of, punk.

PUNK

68 E N C Y C L O P E D I A  O F  C L O T H I N G  A N D  F A S H I O N

69134-ECF-P_11-70.qxd  8/23/2004  2:04 PM  Page 68



As a direct result of the energy of punk and the dif-
fusion of a whole series of offshoots from punk with
fanzines such as Punk in the United States and Sniffin’
Glue in Britain, it became clear that there was a market
for hard-edged youth journalism, which dealt specifically
with an urban street scene. Punk fostered the emergence
in 1980 of street-style magazines such as The Face, iD,
and Blitz. Yet, as a consequence of these magazines try-
ing to locate and expose scenes bubbling up from the
streets, it became increasingly difficult for “subcultural”
movements to resist commercialization through expo-
sure. And it is this that is perhaps punk’s greatest legacy
to youth cultural style. While it would be inaccurate to
suggest that youth cultures prior to punk were left to get
on without the prying eyes of parents and large com-
mercial operations intent on supplying, if not co-opting,
youth culture toward their own ends, it is clear that punk
stood at the crossroads of a contemporary “lifestyle” aes-
thetic. That youth culture in the early 2000s is so heav-
ily mediated and prey to the intense gaze of commercial
pressures is perhaps one of the less-appreciated conse-
quences of punk as an historical event.

From the sounds of Seattle and grunge, through to a
swathe of bands in 2004 that look more like The Ramones
than The Ramones, punk has endured. For the fashion in-
dustry, its stylistic conceptualization as both “bricolage”
and “rebellion” makes it the perfect vehicle to reappro-
priate the old in the spirit of the new, which gives rise to
the interpretation of punk as a seasonal look on a cyclical
basis. As such, its legacy is assured within both its musical
and stylistic qualities. Yet whether its politics of change or
its celebration of the bored and nihilistic attitude of
teenagers can ever be faithfully played out again is another
question.

See also Fashion and Identity; Subcultures; Teenage Fash-
ions; T-Shirt.
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