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Introduction


From a 21st-century viewpoint, the clothing of the late nineteenth century seems to epitomize “old-fashioned.” The hoop skirts, restrictive corsetry and the abundance of trimming on women’s clothing, and the somber, tailored coats and stiff top hats worn by men, all appear impractical, formal, and decidedly un-modern. However, these styles reflected not just current taste, but also incorporated the latest in technology: new dyes and fabric finishes, innovative construction methods, and industrial garment production.


What was true in 1850 remains valid now: fashion consistently reflects technological innovations and economic and political developments, and relates to prevailing styles in the fine and decorative arts. We start this history of fashion in 1850 – and call it “modern” – for several reasons. During this period, mechanized production, including power looms and the widespread use of the sewing machine, transformed the manufacture of clothing. Fashions evolved rapidly and fashionable clothing became available to a wider public. Concurrent technical improvements in printing also allowed for expansion of the fashion press for an ever-growing audience. Additionally, the development of the designer system, and the role of the fashion designer as a catalyst of stylistic change, laid the foundation for the universe of designers and brands integral to today’s fashion industry.


After the opening chapter, the text is organized into chapters dealing with individual decades. This might seem an arbitrary structure; after all no one flips a switch to introduce a new fashion on the first day of the first year of a decade. However, with few exceptions, we have found that there is a spirit that prevails through each decade. And human beings (especially fashionable beings) tend to identify those ten-year periods with their individual clothing perceptions. There is also a marked tendency for fashion writers to work in decades – forecasting a coming decade or summing up as it comes to a close. Fashion writers also refer to the past in decade style, associating particular “looks” with these ten-year periods.


This book treats fashion as a phenomenon interlocked with other cultural forms. Each chapter offers a concise summary of political and social changes in the decade under consideration. Important works in the visual and performing arts are presented and, where possible, illustrated, highlighting the crucial role performers (whether international opera stars or self-made internet sensations) have played in setting and popularizing fashions. It also exposes patterns in the way fashions rise and fall, acknowledging the interlinked roles of designers, celebrities, the media, even exhibitions – ranging from the great international expositions of the late 19th and early 20th centuries to major museum shows of contemporary designers. While celebrity culture is often discussed as a recent social trend, for example attributing the popularity of early 2000s “Boho-chic” to actress Sienna Miller, the same mechanism was well in place in the late 19th century, such as Princess Alexandra’s contribution to the acceptance of tailored ensembles for women.


The History of Modern Fashion is based on scholarship, but it is not intended only for scholars. General readers, students, anyone interested in the history and dynamics of fashion will discover more in-depth information about fashion movements and “moments” that may be somewhat familiar; learn about designers who were prominent in their own time but have not received their due from history; and will find also some long-standing myths – Poiret eliminated the corset! Chanel invented the black dress! – dispelled or corrected. An extensive bibliography suggests resources for further research on specific designers, topics, and decades. Readers will note the growth of the fashionable world over time. Early chapters present haute couture in Paris as the source of style; by the start of the 2000s, Asia’s influence is significant. This book is intended to expand the narrative and dialogue of modern fashion, a vibrant, rapidly changing cultural form that is an important component of the increasingly globalized world.
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Realistic details in James Tissot’s The Shop Girl (1885) convey the pleasures of shopping in the late 19th century. Holding a carefully wrapped parcel, a modiste in a simple black dress opens the door for a departing client, while well-dressed passersby appreciate the shop’s enticements.







Chapter 1


1850–1890


The Dawn of Modern Clothing


Fashion in the period 1850–1890 reflected the latest developments in engineering, chemistry, and communications. During the second half of the 19th century, the growth of photography and inventions such as aniline dye and the sewing machine all had impact on the design, manufacture, and distribution of clothing. This period witnessed the development of the “fashion designer” as a profession, and the birth of the haute couture system. Family businesses dominated the fashion world. Worth, Creed, Redfern, and Doucet were all dynasties that lasted through several generations. International politics and social and economic fluctuations strongly affected fashion as well; changes in government and trade relations, urbanism, and increased social mobility all influenced dress. Visitors to any of the international expositions of the 1850s – including the Great Exhibition in London’s “Crystal Palace” in 1851, the subsequent Great Exhibition in New York in 1853, or the Exposition Universelle of 1855 in Paris – could not have failed to notice that the world of material pleasures was rapidly expanding.
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By the 1850s the use of sewing machines in the commercial manufacture of clothing was widespread, and models for home use, as shown here, were widely marketed as well.


The Road to 1850


By the late 18th century the phenomenon of fashion had developed into a progression of silhouettes that typically evolved from the previous style; these silhouettes began to change at a faster rate than ever before in the history of fashion. Style setters such as Queen Marie Antoinette of France and George, the English Prince Regent, wore fashions that were quickly copied by others. Subsets of fashionable people devoted to a particular look were well established, and popular culture influenced clothing as the stylish imitated famous performers and fictional characters. Colored fashion plates were significant to the development of a fashion press.


From the beginning of the 19th century historicism and orientalism were recurrent themes in fashion and the arts. Influences from India and Central Asia were popular, and styles of the past (including the Middle Ages, the Elizabethan era, and the 17th century) were revived. The lure of the exotic and of the past were by-products of the prevailing artistic movement, Romanticism. Fashion leaders for women included Joséphine Bonaparte, Empress of France, and Dolley Madison, wife of the American president. Men’s fashion was dominated by two personalities and their contrasting points of view: George Bryan “Beau” Brummell was known for tailored restraint, while Lord Byron advocated a poetically disheveled look. The progression of styles for men and women produced periodic undulations in skirt shapes and lengths, necklines, sleeves, waists, shoulders, and cravats.


1837 saw the beginning of the sixty-three-year reign of Queen Victoria, the most powerful and influential monarch in Europe, who set social standards until her death in 1901. For her marriage to her cousin, Albert of Saxe-Coburg and Gotha, on February 10, 1840, Victoria chose a white wedding dress and orange blossoms, solidifying an important dress custom. Victoria’s emphasis on conservative social values represented a pendulum swing from the permissive society of the Regency period in Britain. The impact of the Industrial Revolution, and economic depressions in parts of the world (including Australia and the United States) were reflected in clothing of the 1840s. Silhouettes for both men and women became simpler, and decoration and colors became more subdued. Modesty was a priority and sartorial sobriety was typical, especially in the United Kingdom and the United States.


During the 1840s, women’s clothing was characterized by a jewel neckline and long sleeves. Sleeves were commonly simple and straight; as the decade progressed bodices sometimes had flared sleeves, with cotton or linen undersleeves, usually with a matching collar. Décolletage was seen in women’s eveningwear, but was most often in the form of a wide bateau neckline and seldom showed cleavage. Skirts became longer, usually reaching the floor, after shorter lengths had been popular in the 1830s, and petticoats maintained a bell-shaped silhouette. The waist was slightly dropped and bodices typically came down to a center front point. The poke bonnet was the dominant hat style and its closely fitted sides and brim were in keeping with the prevailing focus on modesty.


Men typically wore the frock coat; trousers were straight with fly fronts. Colors were dark and somber. For formal wear (outside of court dress), black tailcoats were the standard of elegance, sometimes still worn with knee breeches although long pants began to be common in the evening as well. The top hat was the most widespread hat style.


Social and Economic Background


In Britain, under the long rule of Queen Victoria, industrialization continued at a rapid pace. The development of railroads, the migration of workers into cities, and the expansion of colonial influence in China, Africa, Southeast Asia, and India all contributed to the prosperity and self-image of the British and were important to evolutions in taste. The scope of the British Empire was reflected in the availability of goods from all over the world and the adoption of particular items of dress. By the mid-19th century Paris was the undisputed center of fashion despite the turbulent state of French politics.
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An illustration from American Fashions from 1847 depicts a family in styles typical of the mid-19th century.


The Second Empire began in 1852 when President Louis-Napoléon Bonaparte proclaimed himself Emperor Napoleon III. Members of the French court, especially Napoleon’s attractive wife, Empress Eugénie, were influential in matters of style. Other European royals, including Elisabeth, Empress of Austria, and Princess Pauline Metternich, the wife of the Austrian ambassador to the French court, were also fashion leaders. However, the aristocracy vied with new fortunes made in finance, real estate, transportation, and manufacturing. Royals, aristocrats, and nouveaux riches all took part in the spectacle of fashionable life in Paris, which was transformed into a modern city of wide boulevards and impressive open spaces. Following the Franco-Prussian War in 1870 the Second Empire came to an end, and by 1872 the Third Republic was in place. Elsewhere in Europe, following a series of upheavals in 1848, the various small kingdoms of Germany were consolidated under Chancellor Otto von Bismarck. In Italy, the Third War of Independence in 1866 made Giuseppe Garibaldi a national hero.


Other parts of the world experienced similar disruptions. Changes in international relations affected technological developments and trade. The American Civil War (1861–1865), and the abolition of slavery, had a significant impact on the American economy, westward expansion, and the textile industry. During the war, the mobilization of over three million servicemen necessitated the mass production of clothing and led to the beginnings of industry sizing standards. In addition, profits generated by the war helped establish a new class of wealthy industrialists. Unable to import cotton from America during the Civil War, Britain turned to Australian sources, giving a boost to cotton production in the colony.




JENNY LIND


Swedish soprano Johanna Maria “Jenny” Lind (1820–1887) was known for her concert performances in Europe during the 1840s and the United States during the early 1850s, the latter produced by flamboyant circus promoter P. T. Barnum. Lind was contracted for previously unheard-of fees. Barnum orchestrated remarkable advance publicity and succeeded in creating a cult figure playing to sold-out houses on her American tour. The “Lindomania” (or “Jenny Rage”) caused by her American popularity led to frantic audiences and rioting in oversold concert halls. One night when Lind’s veil fell off the stage and into the audience “it was ripped to shreds by relic hunters.”1 Jenny Lind’s style was widely imitated by fashionable women, and some fashion historians have even credited her with popularizing the style for the three-tiered skirt of the early 1850s. The media circus surrounding Lind, her rabid fan base, and the official souvenir merchandise were unprecedented for a musician, anticipated only by the enthusiasm that had surrounded pianist Franz Liszt in Europe the decade before. Lind’s career is especially important as a prototype for pop culture iconography, and the extent of this extreme musical fandom and hype foreshadows the “Beatlemania” of the 1960s and other similar 20th-century phenomena.
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An album of “Jenny Lind Music,” c. 1850, published in Boston.





In one of the most significant global events of the 19th century, Japan opened its borders in 1853–1854. The end of more than 250 years of isolation led to new diplomatic missions and had a notable impact on Western tastes. Trade treaties were signed with the United States, followed by other major countries, and several Japanese port cities became open to trade. Japanese goods entered the Western market.


The Arts


While this period was marked by a spirit of experimentation – even rebellion – in the arts, historicism and orientalism continued to be major factors in art and design. The Académie des Beaux-Arts of Paris and the Royal Academy of Arts in London promoted history painting as the most important genre, while depictions of contemporary life were considered the lowest level of endeavor. In a gesture of independence from the academy, the Impressionist movement officially began in Paris in 1874 with an exhibition organized by the Anonymous Society of Artists, whose members included Claude Monet, Edgar Degas, Pierre-Auguste Renoir, Gustave Caillebotte, and Berthe Morisot. Taking their subject matter from the world around them, these artists created scenes of boating parties, people at the beach, vibrant views of the countryside, and images of the movement and sparkle of life in their fast-paced world. Just as synthetic dyes made mid-century fashions brighter, new chemical pigments became available for artists who exploited spectacular new hues. Fashion was integral to modern life and the Impressionists captured stylish men and women at sun-dappled picnics, cafes, theaters, and racetracks.


Romantic artists such as Eugène Delacroix and Jean-Léon Gérôme perpetuated a romanticized view of Asia as well as Egypt and North Africa. Performing arts contributed to the orientalist vogue. In 1871 Italian composer Giuseppe Verdi created his idealized version of ancient Egypt in Aida. The Parisian taste for theatrical excess was whetted by Jules Massenet, who took audiences to South Asia with Le Roi de Lahore (1877) and to Byzantium with Esclarmonde (1889). Giacomo Meyerbeer’s L’Africaine (1865) and Léo Delibes’ Lakmé (1883) depicted forbidden love between European men and Eastern women. Ballet also contributed to the trend of orientalist entertainments: among many such productions, Cesare Pugni’s The Pharaoh’s Daughter (1862) was particularly ludicrous, involving opium-induced hallucinations and reanimated mummies.


Portrait photography became increasingly popular not just among the wealthy but also among the growing middle class. Celebrities such as the Countess di Castiglione and Lillie Langtry understood the power of photography as a means of manipulating public image. French photographers such as Nadar chronicled the age, while Julia Margaret Cameron captured the Aesthetic dress of the British intelligentsia. Even ordinary citizens posed for their local photographer and the resulting cartes de visite, portraits, and group photos record the enthusiasm for this new medium.


The Fruits of Industry


While a rigid social hierarchy was still in place in Europe, North America experienced greater social mobility. In the United States, only one hundred years old in 1876, social position was increasingly determined by wealth, rather than birth. Though descended from Dutch farmers in colonial New York, the Vanderbilts established themselves as leaders of New York society. Likewise, the Astors, originally a merchant family from Germany, created an important real estate empire. These prominent families constituted a sort of American equivalent to Old World aristocracy. The Astors, Vanderbilts, and other prominent New Yorkers such as J. P. Morgan were instrumental in the founding of major cultural institutions. Throughout North America fashion leaders emerged from fortunes made in a great variety of industries; they were important to Paris fashion. Isabella Stewart Gardner of Boston was the heiress to a textile and mining fortune. Chicago society followed Mrs. Cyrus (Nettie) McCormick, whose husband invented a mechanical reaper, and Bertha Honoré Palmer, wealthy from her husband’s real estate empire. Potter Palmer founded a dry goods store, Potter Palmer and Co., that became retail giant Marshall Field & Co. American millionaires married their heavily dowered daughters into aristocratic European families. Titles ennobled the sometimes ill-gotten gains of the wealthy “Robber Baron” families and American “Dollar Princesses” brought much needed capital to impoverished aristocrats.


Industrialization also contributed to the growth of cities and an urban middle class. Improvements in production methods led to an unprecedented choice of consumer goods. The first practical sewing machine came from Elias Howe (1819–1867). Howe received a patent in 1846 and steadily improved his model. When Howe’s competitor John Bachelder sold his patent to I. M. Singer (1811–1875) in the early 1850s, the machine had been improved to the point where Singer could successfully modify and actively market it. Commercial models were in use during the 1850s and the first Singer model for the home, the “Grasshopper,” was offered in 1858. Aggressive marketing of the new device insured success in the domestic realm; young ladies demonstrated the machine in well-appointed showrooms. Sewing machines were designed to fit in with the aesthetic of the mid-century with painted floral decoration and curved iron treadle tables. Special attachments for ruffling, binding, hemming, and buttonholes expanded the range of the home sewer, encouraging a taste for more elaborate apparel. By the time of I. M. Singer’s death in 1875, his company was selling over 180,000 machines a year.


The establishment of department stores in major cities added another dynamic aspect to fashion. These impressive buildings, built with up-to-date amenities, were stocked with enticingly displayed goods. The new department stores were vast emporia where items were offered for sale with visible price tags, and uniformed salespeople demonstrated their products. The department stores included restaurants and cafes, staged art exhibitions and often stayed open until ten o’clock in the evening. Seasonal fashions were featured on racks and live models. Buyers could purchase ready-made dresses, outerwear, lingerie, and accessories as well as textiles and trim; shopping became an exciting new urban pastime. Parisians enjoyed sophisticated shopping at several stores: Le Bon Marché opened in 1852, Le Printemps in 1865 and La Samaritaine four years later. Emile Zola’s 1883 novel, Au Bonheur des Dames, chronicled the seductive aspect of consumption as well as its less pleasant side effects, including the long hours of the workers, the elimination of small specialty stores, and even shoplifting by desperate female customers. The influence of Paris’ department store culture was felt worldwide. Montreal’s largest and most fashionable store, Morgan’s, was established in 1860 on McGill Street. It grew so rapidly that James and Henry Morgan erected a four-story building in 1866 to better serve the carriage trade, wealthy clients who arrived in private carriages. Holt Renfrew began in the 1830s in Quebec City as a hat shop, later expanding into fur and receiving a royal warrant from Queen Victoria during the 1880s. America led the world in the continued development of the department store. After twenty years in the dry goods business, the Irish immigrant Alexander Turney Stewart built his Marble Dry Goods Palace in 1848 at Broadway and Chambers Street in New York City. His next store, opened in 1862 further uptown, was a six-story structure that featured open floors, a grand staircase, and a glass-domed rotunda. Steam-powered elevators were installed later. Arnold Constable & Co. opened a huge store on Fifth Avenue in 1877 that offered a full range of merchandise. Two important names, Lord & Taylor and Macy’s, also established their flagship stores during this crucial period of retail expansion. John Wanamaker’s store at Thirteenth and Market Streets in Philadelphia, known as the Grand Depot, opened in 1876. It was renowned for its luxurious interior details that included stained glass skylights and a central counter, measuring 90 feet (over 27 meters) in circumference, that surrounded a gaslit “dark room” for the display and sale of evening silks.


By the 1870s, ready-made goods of all sorts were available through mail-order catalogs. In 1872, Aaron Montgomery Ward issued his first catalog, under the business name of Montgomery Ward. His early circulars were one-page listings of items that ranged from hoop skirts to handkerchiefs, most of which were priced at one dollar each. Ten years later, the Montgomery Ward catalog listed over 10,000 items in 240 pages. Doubtless inspired by Ward’s success, Richard Sears, who started out selling watches, teamed up with Alvah Roebuck and the first Sears Roebuck catalog went out to American consumers in 1893. Even rural areas were served by the mail-order businesses. Used clothing represented another important sector, and a lively market in second-hand clothing existed in most urban areas. Clothes were sold to be worn as-is or were restyled to follow changes in fashion.


Fashion Media


French publications were particularly influential worldwide, but every major city had periodicals that documented changes in fashion. Typically printed in tabloid format, most publications included descriptions of the latest modes with editorial commentary, advice on health and beauty, household hints, and serialized fiction. The fashion plates, illustrations contained in each issue, offered pictures of new styles in dress, accessories, and hairstyles and reinforced prevailing standards of beauty. La Mode Illustreé, Le Moniteur de la Mode, L’Art et la Mode, and La Mode Pratique were some of the most popular French journals. In Britain, women read The Queen, Ladies’ Newspaper and the Englishwoman’s Domestic Magazine among others. Berlin’s Der Bazar chronicled developments in Parisian style and the activities of the elite, as did La Moda Elegante, published in Madrid. In the United States, Harper’s Bazar began publication in 1867 as “A Repository of Fashion, Pleasure, and Instruction” and joined other female-oriented magazines such as Godey’s Lady’s Book and Magazine, Peterson’s Magazine and Demorest’s Monthly Magazine and Mme. Demorest’s Mirror of Fashions.


Paper patterns for dresses and ensembles were distributed via the magazines beginning in the 1850s. “Madame” Demorest sold ungraded paper patterns, initially through Godey’s and then Demorest publications. She also had 300 shops that operated in the United States and abroad under the name of Madame Demorest’s Magasins des Modes. An improvement on the one-size system came in 1863 from Ebenezer Butterick, a tailor who responded to his wife’s wish for graded patterns. The first Butterick patterns were for men’s and boys’ garments. In 1866, women’s dress patterns were offered. By 1876, Butterick had created several publications to highlight new fashions and sell patterns, which were available by mail order and at branch stores throughout North America and Europe.


These periodicals were important transmitters of ideas and practices to an increasingly fashion-conscious public. Writers and editors for major fashion publications acknowledged their responsibility to their readers with “Letters from Paris” and similarly titled features. Fashion vocabulary used in magazines of the time often included the words “toilet,” “toilette,” and “costume” to describe an ensemble. As Le Moniteur de la Mode of January 1869 noted, “the difference between the toilets for friendly calls and toilets for ceremonial ones, for dancing parties or for balls, are equally marked. It is a perfect code which the Parisian knows by heart.”


The Fashionable Elite


Napoleon III married a Spanish countess, Eugénie de Montijo. Schooled in France and familiar with French society, as Empress of France she became one of the most important cultural figures of the mid-19th century. Although she was shorter and stouter than the prevailing female ideal, Eugénie was nonetheless considered beautiful and possessed a remarkably poised and graceful demeanor. She brought significant glamour to the French court of the Second Empire and her fashion influence and style were rivaled only by Empress Elisabeth of Austria. Eugénie maintained pre-eminence in fashion until the fall of the Second Empire. Her portraits, painted by Franz Xaver Winterhalter, recorded in detail not only her beauty but also her exquisite taste in clothing. Many styles were associated with Eugénie, including the cage crinoline, and her appearance in a new fashion gave it a stamp of approval and guaranteed its success. At the court of the Second Empire, Eugénie presided over fashionable women who wore the work of elite Parisian dressmakers; particularly important among them were Princess Pauline Metternich, the wife of the Austrian ambassador, and the Countess di Castiglione, wife of the Italian ambassador.


In the United States, Harriet Lane was the first woman titled “First Lady,” even though she was not married to the president. Harriet served as the official White House hostess for her bachelor uncle, James Buchanan, during his presidency of 1857–1861. Earlier, during Buchanan’s time as a senator and then Secretary of State, Harriet was befriended and mentored by a former president’s wife (and fashion leader), Dolley Madison. When Buchanan was appointed minister to the Court of St. James in 1853, Harriet accompanied her uncle to London where she earned the favor of Queen Victoria, and traveled to Paris to procure a wardrobe befitting her diplomatic obligations. When he was elected president in 1856, Buchanan brought Harriet back to Washington to serve as White House hostess. Soon she was referred to as “America’s First Lady.” She encouraged eveningwear styles with a wide off-the-shoulder neckline and a décolletage cut low for America at that time.
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Franz Xaver Winterhalter’s 1855 painting The Empress Eugénie Surrounded by Her Ladies in Waiting depicts the tulle fabric, wide necklines, and extremely full skirts fashionable at the French court.




THE COUNTESS DI CASTIGLIONE


Virginia Oldoini, Countess di Castiglione (1837–1899), was an Italian aristocrat at the court of Emperor Napoleon III. She became notorious for her affair with the emperor, and for her passion for Italian independence and unification. She was a femme fatale of great fascination to the press, and her appearances at court masquerades were legendary. Prior to arriving in Paris, the countess was celebrated in Turin, where she and her husband, Francesco Verasis, Count di Castiglione, were presented at the court of Vittorio Emanuele II. Realizing her potential, the Italian prime minister sent the Castigliones to Paris in 1855, where the countess started to advocate for the cause of Italy – and became involved with Napoleon III. French society shunned the countess after Italian men attempted to assassinate the emperor as he was departing her home one night, and she left France. She returned to Paris in 1863 when she re-entered the court and appeared at a fancy dress ball at the Tuileries dressed as the “Queen of Etruria,” emphasizing her role in the liberation of Italy. Her striking costume was slit from the hem up the side and revealed glimpses of her bare leg underneath; her loose mane of hair added to her wild appearance. Although she was not a style setter in the league of Empress Eugénie or Elisabeth of Austria, her lavish clothes were celebrated; she was typically dressed by Mme. Roger, a popular dressmaker of the day. The countess is perhaps even more memorable for her ornate hairstyles and for frequently coloring her hair.


Fascinated by photography and enamored with her own beauty, she developed an obsession for sitting for the camera. Beginning in 1856, she collaborated with photographer Pierre-Louis Pierson, often acting as her own stylist and supervising the retouching and alteration of the photographs. Together they experimented with new directions for both the camera and the pose, even creating a series of rather scandalous images of her feet and legs. Consciously documenting her appearance for posterity, she understood the power of photography as a means of manipulating her image as a celebrity. In the 21st century, this idea is taken for granted, but in her time it was groundbreaking.
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Mocking her own vanity, the Countess di Castiglione, c. 1865, coyly plays with her reflected image.





A new style setter emerged in 1863 when Alexandra of Denmark married Edward, Prince of Wales. Tall and slender, Alexandra contrasted the rather stocky family into which she married. Her influence on fashion was significant and would extend through the following decades. Soon after her marriage to Edward, an “Alexandra” jacket (a precursor of later tailored styles) was a fashion item, one of many fashions she encouraged. Between her marriage in 1863 and the spring of 1871, Alexandra had six children, and her pregnancies reduced her place in the spotlight. But the birth of her sixth child – and her return to more society exposure – coincided with the end of the Second Empire. During the years following the Franco-Prussian War, the Paris fashion industry rebounded, but the new Third Republic did not provide the fashionable world with an elegant empress to emulate. As a result, many looked to Britain and greatly magnified Alexandra’s role in fashion during the 1870s and 1880s. Self-conscious about a scar at the front of her neck, Alexandra popularized chokers that not only covered the scar, but flattered her long, slender neck. Her chokers were frequently black velvet ribbon, but soon included jeweled collars and her signature pearls.
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As White House hostess for her uncle, President James Buchanan, Harriet Lane (shown here in her inaugural gown in 1857) impressed Washington society with her wardrobe procured in Paris.
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Style setter Frances Folsom Cleveland (the much younger wife of President Grover Cleveland) is seen here c. 1886 in an evening gown typical of her elegant fashion sense.


The term “Professional Beauty” – a woman famous purely for her physical charms – coincided with the development of photography and the demand for cartes de visite and cabinet photographs of well-dressed, beautiful women. The popularity of the “PBs” (as the plural was frequently abbreviated) was also encouraged by the Prince of Wales and idle, wealthy men of his circle. The PBs were not aristocratic ladies of the court, but typically actresses, wives of wealthy merchants, and mistresses of nobles. Perhaps the most notable of these ladies was Emilie Le Breton Langtry. Born on the island of Jersey, she married Edward Langtry in 1874, and the couple took up residence in the Belgravia area of London. She debuted in London society while in mourning for a close relative, wearing a simple black dress that became her trademark look for some time. Her marriage proved unhappy and she soon caught the eye of the Prince of Wales and became his mistress. The voluptuous Lillie contrasted with the lithe Alexandra. On account of her birthplace, she was nicknamed the “Jersey Lily” and was immortalized holding a lily in her portrait by the Pre-Raphaelite painter John Everett Millais. She was also a pioneer in the arena of public image and probably the first celebrity product model in history, notable for endorsing Pears soap, and a cleverly designed collapsible bustle that became known as the “Langtry Bustle.” Falling into dismal financial straits in 1880, Lillie embarked on a career as an actress. Her stage clothing was obsessively documented in the fashion press and she frequently appeared in gowns designed by Parisian dressmakers. Her celebrity extended to the United States where she toured as an actress and continued her product endorsements.


Upon her marriage to sitting President Grover Cleveland on June 2, 1886, twenty-two-year-old Frances Folsom became the youngest First Lady in American history. Tall and beautiful, the Buffalo native became an instant sensation: her image filled magazines, fan mail inundated the White House, and her style – including even her facial expressions in photographs – was enthusiastically copied. “Frank” (or “Frankie”), as she was nicknamed, married Cleveland, a friend of her family, soon after she completed college. The wedding in the White House had a small guest list, but was widely publicized. The bride wore a dress from the House of Worth. As First Lady, Frances kept a simple hairstyle, and when she shaved the back of her neck to create a cleaner line and better highlight her chignon, women did their own hair “à la Cleveland.” Carte de visite reproductions of her photograph were very popular, and her portrait image was used (without permission) to endorse a wide range of products.
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Photographed by James Russell & Sons in 1876, Alexandra, Princess of Wales, wears a tailored style for outdoor activity, one of many fashions that she helped popularize. The casual appeal of the handkerchief in her pocket attests to the ensemble’s emphasis on practicality over artifice.
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One of the best known of the “Professional Beauties” – and sometime mistress of the future King Edward VII – Lillie Langtry is shown here reclining in an opulent gown from the House of Worth, c. 1888.


The Elements of Women’s Fashion, 1850s and 1860s


The first layer of clothing for the well-dressed woman included drawers and chemise. The corset, worn over a chemise, provided the defined waist, well-supported bust and curved hipline necessary for a fashionable figure, but was also considered essential for good posture. Corsets were stiffened with materials that ranged from wood to bone to metal and extended from the breasts to just below the waist. The corset cover (a lightweight sleeveless garment) was worn over the corset. On top of this, one or more petticoats were worn. Women wore a wrapper for breakfast and the morning hours at home.


As the 1850s opened, the silhouette consisted of a bell-shaped skirt, attached to a fitted bodice that ended in a slight point center front. Colors, fabrics, trims, and dressmaker details were more opulent than in the 1840s. Fashionable women often had interchangeable bodices created from the same fabric as one skirt, to multipurpose the dress for different occasions: one modest for daytime formal wear or dinner and another, short-sleeved and décolleté, for evening formal events, such as opera and balls. Some women ordered three bodices, for even more specifically delineated usage. As the fashionable large skirts required large amounts of fabric, this was an economical practice and may also have been influenced by packing for travel. Bodices showed a great variety of details of cut and decoration. The “jacket bodice” became popular, simulating a jacket over a blouse. This was achieved with a chemisette at the center front and sometimes with a mock man-styled waistcoat. It was often styled with large peplums, called basques or basquins. Bodices often showed faux yoke details with self appliqué or trim, and contrasting trim was very popular. Bodices often had center front openings with decorative buttons, which were frequently anchored in place by split pins that allowed the wearer to change the buttons quickly. Sleeves ranged from the prim straight style of the 1840s to full flared “pagoda” sleeves and many other variations. By the 1850s, engageantes (sleeve ruffles) were sometimes quite full and frilled. The “Marie” sleeve, with its multiple puffs and a ruffled flounce at the wrist, was also popular. For evening, the sleeves were typically small puffs, and the bodice cut to the shoulder points or off the shoulder. As the 1850s progressed, the evening neckline became a wide, usually shallow V shape and cleavage was sometimes exposed, and often an applied bertha collar was added. Canezous (soft garments for the upper body, including chemisettes, unstructured lace and mousseline jackets, and dickeys) were used to augment both day and evening bodices.


The skirt was created with panels of fabric gathered at the waist, usually with shirring or cartridge pleats. A trend for flounces on the skirt was usually seen as three large tiers, or sometimes in groups of small ruffles, or also a cluster of smaller flounces toward the hem. As the decade progressed, skirts became fuller and additional layers of petticoat were required to maintain the silhouette, leading to other solutions to support the shape. Woven horsehair (known in French as crin) was often used as skirt lining, and stiff horsehair petticoats called jupons de crinoline or jupes de crin were used to create a fuller silhouette. Petticoats fully lined with horsehair, and petticoats with horizontal strips of horsehair, were the beginning of what would become a hooped undersupport.


This hooped understructure – the cage crinoline – was introduced around 1855. The term crinoline to describe a frame hoop skirt developed from the jupon de crinoline style petticoat. The new structure was actually sold with a variety of names including “spring skirt,” “hooped petticoat,” “skeleton skirt,” and, in reference to the empress, even the “Parisian Eugenie Jupon Skeleton.” The exact origin of the hoop skirt is not clear, but the fashion probably began in France, though it was promptly adopted elsewhere. Some accounts tell of Eugénie wearing the crinoline at a diplomatic visit to Windsor Castle, and of its enthusiastic reception by the British court. Numerous patent applications in the United States demonstrate the enthusiasm for the cage crinoline there. While some versions used stiffened rope, caning, or whalebone to form the hoops, the newly invented flexible steel was the most common as well as the most technologically progressive material. There were two typical constructions of the cage crinoline: one style was created by suspending the hoops from fabric tapes attached to a waistband, and the other was a fabric petticoat with casings that held the hoops in place. On occasion, suspenders were worn to transfer the weight of the hoops from the waist to the shoulders. Sometimes flounces or a row of quilting finished the edge to soften the hard line created by the bottom hoop. A woman typically wore a lightweight petticoat over the crinoline to minimize the ridges, and sometimes a small petticoat was worn underneath the crinoline to prevent sunlight from revealing the shape of legs through a lightweight dress outdoors. A tip of the crinoline could be shockingly immodest, and drawers or “pantalettes” became essential. But despite concerns of modesty, the crinoline also helped promote an allure for legs and feet. The crinoline was in almost continuous motion, and some movements – such as sitting, climbing stairs, or stepping up into a carriage – offered tantalizing glimpses of a woman’s legs. Accordingly, women’s fashions placed more emphasis on stockings, often colored and embroidered. The newly revived heeled shoe became even more important and provocative short boots were popular in brightly colored leathers. Sitting in the crinoline posed a challenge, but was accomplished by collapsing up the back of the hoops. Some crinolines had such flexible hoops that advertisements showed a woman sitting directly on them. The crinoline was not universally worn; it was high fashion. Some women of modest means certainly wore the style, as the crinoline was affordable and not reserved for the wealthy, but many women continued to wear multiple petticoats instead. The largest crinolines were reserved for court appearances, balls, and other formal events, with smaller versions worn for day-to-day life.
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A plate from Graham’s Paris Fashions features eveningwear of the early 1850s. 18th-century revival influence is seen in the overskirt effect of the yellow dress while the tiered style of the white gown was a popular fashion for several years. For evening, women accented their center-parted hairstyles with flowers and ribbons, and carried folding fans.
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An 1857 fashion plate from Magasin des Demoiselles shows daywear ensembles, both with jacket bodices and basquins, pagoda sleeves, and white engageantes. Both women wear indoor bonnet styles, and the child’s dress reflects the influence of adult fashion.
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Two day dresses, c. 1855, from the Metropolitan Museum of Art. Both have pagoda sleeves and are made of cotton mousseline, one printed à la disposition (left) and the other featuring a prominent paisley motif (right).




INTERPRETATIONS OF THE CRINOLINE


When it was in fashion, in addition to countless cartoons lampooning the style, the cage crinoline was nicknamed the “birdcage skirt,” mocking its shape but also commenting on the caged state of the woman wearing it. Since its time, fashion historians and theorists have offered a variety of interpretations of the crinoline and its place in a larger cultural context. C. Willett Cunnington, writing in the 1930s, saw it as an expression of the women’s rights movement: women were now “determined to occupy a larger space in the world.” James Laver, in 1968, offered a few different insights. First, he interpreted the vessel-like shape of the crinoline as a mark of female fertility and linked it to population growth in England, epitomized by the family values of Victoria, herself the mother of nine children. Laver also noted that the crinoline symbolized the “supposed unapproachability of women”; the size of the skirt kept men at arm’s length. But, he further suggests, this symbolic barrier was “a hollow sham”; the crinoline was “an instrument of seduction” with its swinging motion in a “constant state of agitation.” Teresa Riordan in her 2004 book Inventing Beauty compared the crinoline to the dome of the United States Capitol that was constructed during renovations to the building during the mid-1850s. Images of the dome in partial state were widely circulated and “... what did the undressed iron dome look like? Exactly like a gigantic hoop skirt, hovering over the national seat of the American government.” Riordan even asserts that the images of the partially constructed dome may have contributed to the idea of the cage crinoline.


[image: ]


The structure of the cage crinoline clearly delineated by an advertisement for Douglas & Sherwood in Godey’s Lady’s Book, 1858.





The crinoline was the object of great derision, as seen in countless satirical cartoons; many newspapers and magazines barely printed one issue without lampooning the style. Contemporary accounts described the crinoline as jerky and machine-like, because the flexible steel hoops made a slight mechanical, metallic noise as a woman walked. The crinoline was in one way a definite improvement over heavy layers of petticoats, but it was also awkward, inconvenient, and very dangerous as a woman was not always aware of the space she occupied. Many factories forbade their female employees to wear the cage crinoline to work as women could be caught in machinery, and crinolines were sometimes tangled in the wheels of carriages. But fire was the primary hazard, as a woman could easily back into a fireplace or jostle a small table and tip over a burning candle. This was compounded by the flammability of fabrics, and the air under the skirt that encouraged fire to rapidly engulf a dress. Frances Appleton Longfellow, the wife of American poet William Wadsworth Longfellow, died of burns sustained when her crinoline-supported skirt caught fire.


During the late 1850s, a new dress construction emerged in which the customary bodice and skirt division was replaced by a cut that used continuous panels from shoulder to hem with no waistlines. Various terms including robe Gabrielle and “Isabeau style” were appearing in the fashion press by 1859 to designate this style, eventually called robe en princesse or princess style. Dresses of this type were sometimes loosely fitted, and intended for some measure of physical activity, falling into the category known as walking costumes. Some examples in fashion plates and photographs displayed details such as military-inspired plastron panels, or a row of buttons. The fullness of the skirt was achieved with the shaping of the princess seams, and sometime inverted box pleats. Princess-line construction had significant impact on fashions in the next few years, and the term would also eventually be used to describe bodices with similar vertical seaming.


By the mid-1860s some fashionable women gave up the crinoline, possibly because it was now mass-produced and no longer the latest word in fashion. Other women wore new shapes of crinoline, as it moved toward the back and became smaller, and some examples arched a bit over the buttocks. With the diminution of the crinoline came a short-lived fashion for a raised waist, and for a brief time around 1867, the excesses of the large skirt and Second Empire exaggerations were countered with an elegant simplicity. Typically, gored skirts created a graceful A-line shape, and trim was usually subtle and restrained. But soon a revivalist sensibility returned and both day and evening styles reflected strong influences from the 18th century as polonaise skirt styles, often over contrasting underskirts, were popular. Extra padding on the buttocks, sometimes referred to as “dress improvers,” combined with skirt fullness gathered and draped to the back, formed a decisive enhancement of the derrière. And as the back gained importance, some underskirts were “half-crinolines,” with the hoops going only from side to side around the back, with curved shaping at the top.
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A French cartoon presents the crinoline in a variety of absurd situations and offers alternative uses for the fashionable understructure ranging from greenhouse, to hunting barricade, to pillory.
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A fashion plate from la Mode Illustrée, 1867, shows the influence of the Moyen Age revival taste on high fashion, with details such as pendant sleeves and dagged edges. The new, smaller crinoline shape creates a leaner silhouette.
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The relative simplicity of some late 1860s fashions is exemplified by this silk taffeta afternoon dress from the collection of the McCord Museum of Canadian History.


Court dress retained the traditional trains, fashionable in France since the First Empire, and popular in Great Britain, Austria, and throughout Europe. White was commonly worn by young ladies making their debut at court, and in fact some young women restyled their wedding gowns for court presentations. For her wedding to Edward, Prince of Wales, in 1863, Princess Alexandra followed the example her mother-in-law, Victoria, had set twenty-three years earlier. Her white satin dress was flounced with lace and tulle and heavily decorated with orange blossoms, which also adorned her hair. Such fabrics were typical for brides, although some wedding gowns were made of fine cotton mousseline. Alexandra’s bridesmaids also wore white tulle, common for bridesmaids at the time, with floral circlets on their heads. Often bridesmaids wore white veils like those worn by brides.


Fitted and semi-fitted jackets and coats in a variety of lengths went by such names as paletot, pardessus, and pelisse. Mantles were loosely fitted coats with wide bodies and wide sleeves, and were frequently thigh to knee length. Circular cloaks called “talma cloaks” were worn, and variations on these styles received hybrid names such as “pelisse-mantle” or “talma-mantle.” A fancy cloak for formal evening dress in luxurious fabric was called sortie de bal. Paisley shawls – the genuine Indian versions, those made in France, and the copies woven in Paisley, Scotland – remained highly desirable accessories through the 1860s. Other fashionable shawls were made of silk crepe or lace; a triangular shape was preferred.


Gloves were essential for leaving the house. Reticules were carried, and for daytime, decorative detachable pockets were attached to waistbands. The woman of the house  often wore a chatelaine, a collection of keys, small tools, and even sometimes a small notebook hung stylishly from chains attached to the waistband. A parasol was an essential accessory for a lady when outdoors in the sunshine. The poke bonnet was still in fashion during the 1850s, but other less concealing styles of hats became fashionable. Hats were often worn further back to show more of the face and hair. Soft cloth bonnets were sometimes worn indoors during daytime hours. Center parts of the hair continued from the 1840s but with less severity, and during the course of the decade were sometimes replaced and the hair swept back. Side curls were popular early on but soon a neater waved style prevailed. Chignons in the back were sometimes contained in snoods, and this style continued into the 1860s. Following the symmetrical lines of the hairstyles, ribbon bows decorated either side of the head, often combined with small bouquets of flowers.
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From the beginning of the 19th century, the paisley shawl was an essential accessory for the well-dressed woman, and perhaps the ultimate expression of orientalism in fashion. Shawls from South Asia were duplicated by mills in France, Russia, England, and elsewhere; the example here, c. 1850, was woven in Scotland, a center for paisley shawl manufacture.
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This formal evening gown, worn by a member of Canada’s prominent Molson family, exemplifies the popular taste for tulle.
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A fashion plate from the late 1860s indicates transitional styles that led to the draped bustle styles of the 1870s. The vivid coloration of the red dress was likely the result of aniline dye.


Matched sets of evening jewelry completed the highly embellished look for formal dressing. The expanse of skin exposed by evening décolletage provided a setting for fine jewelry as society women became display mannequins exhibiting the extent of their husbands’ fortunes. Decorative combs and other hair ornaments were frequently added for evening. Evening gloves or mitts were often made of lace or net. Formal dress during the early 1850s called for short evening gloves, leaving an expanse of naked arm between the short sleeve and the glove. A variety of decorative fans were popular with evening dress.


The Elements of Women’s Fashion, 1870s and 1880s


With the Franco-Prussian War and the end of the Second Empire, the fashion trade in France came to a standstill and Paris’ domination of fashion was threatened. But after the war the garment industry of Paris was booming once again; couture not only survived the crisis, it grew. With couture houses such as Worth, Pingat, Laferrière, and Félix at their pinnacle, Paris was the fashion center of not only Europe, but of the Western world. By 1870 a new silhouette had crystallized and it held for a few years. Corsetry continued to develop and the waist and torso became more defined, and another understructure – the bustle – became the mode. The following two decades of women’s fashion were defined by the bustle: its presence, its absence, its return, and ultimately its fall from favor. High fashion, depicted in fashion plates and period photographs, showed a delineation of three phases: a first bustle period, the cuirasse bodice silhouette, and a second bustle period. Vernacular fashions of the time showed these same phases, but the distinctions were more subtle.


The range of bustle undersupports in use at the time was wide and varied. Different styles and shapes went by a number of different names, often trade names. The term “dress improver” continued to be used frequently, as were tournure, panier crinoline, and jupon. The support was constructed in a variety of ways including pads on fabric tapes tied around the waist or attached to petticoats, graduated half-rings of sprung steel, or rows of horsehair ruffles attached over the buttocks and sometimes down the back of the petticoat. Some small cage crinolines were still worn shaped into the form of the new silhouette. Pads made of wire braided into a net were promoted as healthy alternatives as the open work of the structure allowed air to pass through, eliminating the discomfort of an overheated backside.


The combination, an all-in-one piece that combined pantalettes and chemise, usually of cotton or linen, was introduced to lingerie. Another new development in lingerie and loungewear was the tea gown, commonly worn in the afternoon hours (during tea time) while a lady took a break from her corset, but might receive callers. Rich in trimmings and dressmaker detail, the tea gown combined the ease of a wrapper with the elegance of eveningwear. The notable couture houses showed this new style alongside their other offerings of evening gowns and afternoon toilettes.


The first bustle period, which continued until about 1877, was characterized by an emphasis on femininity in fashion. The polonaise-style overskirt was ubiquitous, giving women a puffy – almost fluffy – effect to the hips and buttocks. Bows and fabric flowers were common decorative details, and ruching and ruffles in great profusion were typical. While the pastels typical of the Second Empire continued, more vibrant colors were featured as well. Dresses were often created in contrasting shades of the same color; however, bold contrasts of color, texture, and pattern were often used in a single ensemble. Necklines changed from previous years as a slight V shape became an option for daytime. These V necklines were usually shallow, but sometimes deeper and filled in with ruffles or a fichu. Square necklines were given a similar treatment. Daytime sleeves were usually long, but three-quarter lengths were also common. Evening dresses also featured a variety of sleeves and necklines, including revealing off-the-shoulder and sleeveless styles.


[image: ]


By 1870, the cage crinoline had been replaced by a new understructure that emphasized the buttocks: the bustle. This advertisement for the “Alaska Down Bustle” from 1877 also shows a camisole, corset, and petticoat.
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A promenade dress from the Los Angeles County Museum of Art, of violet-colored silk taffeta, decorated with pleated self trim and silk macramé fringe, provides a subtle example of the new silhouette of the early 1870s.


As the decade wore on, the size of the bustle decreased, and by 1878 a new silhouette had solidified of which the most important feature was the utilization of vertical seamed construction in the princess style. The entire silhouette was influenced by the bodice, which elongated to a dropped waist, often descending as far as the hip, then often becoming more exaggerated to the knee, and then to the floor. At floor length, the bodice became a dress, and a new version of the robe en princesse was created, now sleek and fitted. Although the dress was molded to the figure, the waist was often left unaccented by structural or design details such as seaming, belts, or sashes. As the bustle decreased in size and the dress became more fitted, skirt fullness was concentrated toward the floor, and the dresses often fanned out into dramatic fishtails. Overskirt drapery was still sometimes seen, but with far less fullness and puffiness. Corsetry was especially important to this style; the hip area was molded as well to maintain the fashionable line. The petticoat, often eliminated because of the tight fit through the hips, was replaced by tiers of lingerie ruffles that attached to the inside bottom of the skirt and could be detached for easy cleaning. Silhouettes for evening were essentially the same as those for day and the modes for ruffles and bows continued, as did the sleeve and neckline shapes. Asymmetry, something not frequently seen in the 19th century, was popular both day and night. Daytime decoration included geometric inspiration, and masculine and military influence. Colors were often darker than in the previous years, with plaids popular. Hems were sometimes accordion-pleated in a style called “kilting.”
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James Tissot’s Too Early (1873) typifies the styles of the first bustle period, with feminine details and profusion of ruffles. The fashion for a ribbon tied around the neck has been attributed to Alexandra, Princess of Wales.
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Parisian fashions, as illustrated in Peterson’s Magazine in July 1880, show a variety of womenswear styles from the years between the two bustle periods.


The sleek elegance of the cuirasse style lasted only a few years. By 1882 a little more drapery had asserted itself over the hips and began to inflate once again, and during 1883 and 1884, the bustle was back – and larger than before. Many of the elements of this second bustle period stood in contrast to the first period. The bustle shape was rigid, like a shelf projecting out of the back of the woman at a ninety-degree angle. The color story continued along the darker lines of the cuirasse period, although summertime modes were often white with black or blue trim in the style of sailor uniforms. Trains at the backs of skirts were now almost nonexistent, appearing only in the most formal evening or court dress. Often hems were off the floor. Pleats and pleated ruffles replaced the gathered ruffles previously popular.


The fit of the cuirasse bodice corresponded to the tailoring techniques used in the emerging “tailor-made” costume. Derived from menswear and equestrian styles, the newly popular jacket and skirt combination was referred to as a tailor-made; the designs of John Redfern advanced the style. Princess Alexandra preferred the tailor-made instead of typical toilettes for morning attire as its practicality suited her sense of stylish simplicity. Masculine aspects of clothing applied not just to the newly popular tailor-made costumes but to toilettes as well. Military and menswear influence was suggested by trim and details including epaulette-like tabs (not always on the shoulders) and decorative cockades. Though bodice and skirt combinations typically replaced princess-line dresses, the bodice was molded and longer and unbroken across the waist, continuing the cuirasse look. But during 1888 and 1889 the bustle once again went out of fashion and The Daily Telegraph in London documented its demise in florid terms: “Ladies’ dress improvers are, according to an unwritten law which is said to have been lately promulgated in the academics of fashion, to be rigidly relegated in future to the limbo of relics of the past.”2 By the end of the 1880s, a softer look had begun, often still incorporating an underskirt and overskirt combination. Sleeves developed a slight puff at the sleeve cap, and the seeds of the 1890s silhouette were sown.
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A cover image from Harper’s Bazar, August 17, 1877, depicts a “seaside dress”; its cuirasse form with smooth fit through the body utilizes the princess line, and is cut continuously across the waist, emphasizing a tight fit through the hips that flares into the full hem. Dust ruffles attached to the inside of the skirt finish the ensemble along with requisite accessories such as a parasol and decorated hat.
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A fashion plate from La Mode Illustrée in 1887 features two women in toilettes typical of the second bustle period, with their striking geometric form and strong contrasts.
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The variety of women’s footwear needed for a fashionable wardrobe – including riding boots – is depicted in this illustration from Harper’s Bazar, May 25, 1889.


Outerwear styles were largely unchanged from the previous decades and many of the same terms applied, such as paletot, pelisse, mantelette. But, significantly, more fitted jackets and coats developed in relation to the silhouette. The dolman was a jacket that was cut or gathered up in the back to accommodate the bustle shape, often hanging down longer in front. A decorative detail was often placed at the small of the back to highlight the silhouette. It was popular in both day and evening forms, and versions with longer backs were common during the cuirasse period. The development of outerwear styles, including “waterproofs” and more tailored coats, offered practical options to the dressier coats and cloaks. The Ulster, a long coat, particularly popular during the lean cuirasse silhouette period, incorporated men’s tailoring techniques; the long clean lines of princess-line construction were utilized, and the Ulster frequently had detachable shoulder capes.


Hats in a wide variety of shapes were in vogue throughout these years. Bonnets with small brims were worn toward the back of the head, the brims sticking up. Masculine inspiration also applied to hats. Some were shaped like derbys or top hats. A variation on the top hat shape quite popular during the second bustle period put the crown at a sharp angle, giving the look of an inverted flowerpot. Although masculine in inspiration, women’s hats were often decorated with flowers and frills. Hair styling, too, was playful as curls of hair were worn cascading down, mirroring the ornate drapery of the skirts. Sometimes bangs were cut and curled into a little mop. Shoes continued along the same lines as in earlier decades. The popular Louis heel became slightly higher and boots more sleekly fitted through the ankle. Long gloves offset the short-sleeved and sleeveless styles for evening.


Designers and Dressmakers


Charles Frederick Worth (1825–1895) was born in England in 1825. After working in a fabric and drapery business in London, he arrived in Paris in 1846 and within two years was working at Gagelin-Opigez et Cie. Gagelin-Opigez was a high-quality, diverse apparel business dealing in fine fabrics, women’s accessories, and confection (ready-mades), and had expanded into made-to-measure dressmaking. The company was awarded a medal for dressmaking at the 1851 Crystal Palace Exhibition in London and reportedly supplied some of the fabrics used in Empress Eugénie’s trousseau in 1853. During these years, Worth may have designed dresses under their house label. At the 1855 Exposition Universelle, a court train from Gagelin-Opigez, designed by Worth, won the first class medal in its category. Worth married Marie Vernet, a model at the store, and designed dresses for her to showcase his skills. Eventually Worth left Gagelin-Opigez and went into business with a partner, Otto Gustave Bobergh, who probably provided most of the capital and business management. The two set up shop together under the label “Worth et Bobergh” at 7 rue de la Paix. Marie Worth, working alongside her husband and Bobergh, was also a significant contributor to the business in its early years. Worth et Bobergh was an emporium that, in addition to offering custom dressmaking, sold fabrics, shawls, and confection.


Much of the mythology of Worth’s early years comes from the memoirs of Princess Pauline Metternich. She arrived in Paris in 1859 with her husband Prince Richard von Metternich, the ambassador from Austria. Pauline soon became a fixture at the court and included in Eugénie’s closest circle. According to the princess, Madame Marie Worth paid a call with a folio of sketches from the house and the princess ordered two dresses, one of which she wore shortly thereafter to a ball at the Tuileries Palace:


I wore my Worth dress, and can say with truth that I have never seen a more beautiful gown, or one that fitted more beautifully. It was made of white tulle strewn with tiny silver discs (a fashion which, just then, was at its height), and trimmed with crimson-hearted daisies that nestled among little tufts of feathery grass; these flowers were all veiled in tulle. A broad white satin sash was folded round my waist.3


According to Metternich’s account, Eugénie instantly noticed her gown, and was so impressed that she summoned Worth to the palace the following morning and their collaboration began, thus catapulting Charles Frederick Worth to success.


This legend created by Metternich’s retrospective account (and reinforced by Worth’s son’s later memoirs) is contradicted by other factors. Worth does not receive important mention in the French fashion press prior to 1863. Furthermore, Worth et Bobergh did not use the designation “Breveté de S. M. l’Impératrice” until 1865, indicating the royal warrant of Empress Eugénie was granted that year.4


Nonetheless, Worth et Bobergh eventually became responsible for much of Eugénie’s wardrobe, including court dress, eveningwear, and “fancy dress,” and the rapidly growing business gained the patronage of many other women of the French court. Worth’s designs for Eugénie reinforced national pride, as they not only showcased the work of the Paris dressmaking industry but also promoted French luxury textiles from Lyons.


Worth was nicknamed a “man milliner,” a term for a fastidious man in the fashion business. Part of Worth’s appeal was his novelty; his English-accented French was considered charming, and his luxurious showroom was decorated as an elegant court salon and staffed by well-dressed young men with similar English accents. The house developed an impressive list of clients through the 1860s including Elisabeth of Austria and Louise, Queen of Norway and Sweden. Worth also dressed some of the glamorous demimondaines of Paris, and gained the custom of nouveau riche Americans, including Isabella Stewart Gardner. Worth et Bobergh closed its doors during the Franco-Prussian War, but Worth, without Bobergh, reorganized and continued designing into the following decades.
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A wedding bodice from the House of Worth, c. 1880, from the collection of the Western Reserve Historical Society in Cleveland, highlights the princess-line construction and the refined detail for which the house was renowned.




EMPRESS ELISABETH OF AUSTRIA


Empress of Austria and Queen of Hungary, Elisabeth was one of the most significant fashion setters of the 19th century. An 1865 Winterhalter portrait of Elisabeth in an exquisite tulle gown attributed to Worth conveys an image of elegance and serene beauty. Her actual life story, however, was not the fairy tale one might assume from the painting.


“Sisi” grew up a duchess in Bavaria in a setting far from the rigid manners of court. Her older sister was originally intended to be the wife of their first cousin, Franz Joseph, Emperor of Austria, but he cast his sights on Elisabeth. He had already been emperor for six years when they were married in 1854; she was just sixteen, and he twenty-four. Her tiered and embroidered white moiré wedding dress was reproduced in the French fashion periodical L’Iris. The marriage quickly became unhappy, in part because of his mother, Archduchess Sophie, who continually criticized Elisabeth. Elisabeth had not been given a sophisticated education; she was unprepared for Viennese society and her ignorance of protocol made her unpopular with the aristocracy.


Eventually, her dislike for court and her unhappy marriage led her to make few public appearances. She often left Vienna, usually under the pretense of seeking relief from some illness, real or imagined. The press frequently commented on her absences, her travels without her husband, and her illnesses and their odd cures. Rumors of mental illness were fueled by the eccentricities of her cousin Ludwig II of Bavaria, implying that madness ran in the family. Tall and slender with a very small waist, Elisabeth became obsessed with her appearance, exercised compulsively, and developed an eating disorder. An avid horsewoman, she set styles in equestrian wear. She was famous for her dark and wavy hair, so long that it came down to her knees. Other women throughout Europe copied her large, full chignons, but most needed the addition of hairpieces to simulate the volume of Elisabeth’s hair.


Despite her dislike for court life her glamour was significant and helped establish the Austrian court as a rival to Second Empire France. Even Empress Eugénie, her greatest competitor as a fashion icon in Europe, noted Elisabeth’s remarkable beauty. Elisabeth was a Worth customer but was often dressed domestically by clothiers within the empire. She promoted nationalistic and regional styles of dress. At an official court reception the night before her wedding she wore a white organdy dress embroidered in green and gold metallic thread with Arabic text from the Qur’an, an excellent example of “Ottoman” influence in fashion. She generated much popularity on a visit to the Tyrol by wearing clothes inspired by traditional dress of the region. When Franz Joseph and Elisabeth were crowned King and Queen of Hungary in 1867 (an act that recognized political equality for Hungary within the empire) she wore a Worth creation in the style of the Hungarian gala costume, white with silver embroidery, pearl details, and a black velvet bodice. She loved the Hungarians, and she was as popular in Budapest as she was disliked in Vienna. Elisabeth frequently retreated to her Hungarian castle where, as she said, “I am not continually under a microscope and where I can fancy that I am a woman like all others, and not some extraordinary insect created for the malicious investigations and observations of the public.”5


Many aspects of Elisabeth’s life – unhappy marriage, strained relationship with her mother-in-law, eating disorder, and media fascination – anticipate the life of a royal style icon of the late 20th century, Diana, Princess of Wales. Elisabeth came to a tragic end when she was assassinated by an Italian anarchist on September 10, 1898.
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Empress Elisabeth of Austria, wearing the Charles Frederick Worth gown created for her coronation as Queen of Hungary, June 8, 1867.





The business operated after the war as the House of Worth, and Worth’s sons Gaston (1853–1924) and Jean-Philippe (1856–1926) eventually joined their father’s business. Gaston was the businessman, while Jean-Philippe was creative, becoming the lead designer of the house when his father retired around 1889–1890. These were years of great success for the House of Worth. The Worth men were influential in the development of Le Chambre Syndicale de la Haute Couture Parisienne, founded in 1868. Gaston served as its president from 1885 to 1887. The association set standards for the couture business and was concerned with issues of design piracy. During this period Charles Frederick Worth affected an “artistic” look for himself, purportedly wearing a loose velvet dressing gown and soft beret even for business; his self-styling helped create the image of the designer as distinct from the dressmaker.


Emile Pingat (1820–1901) began his business at roughly the same time as Charles Frederick Worth. Although a smaller operation, his house created many fashionable toilettes worn at society and court soirées, including tulle gowns that rivaled those from Worth et Bobergh. Pingat’s operation was smaller than the House of Worth but he too counted notable European aristocracy and wealthy Americans among his discerning customers. Many of them revered Pingat’s creations as the finest and most elegant available at any house in Paris, made with unsurpassed construction technique. His work often incorporated elements of historic and orientalist inspiration.


In these years several other businesses were well established and vital to the Paris fashion industry. Maison Félix began operation in the 1860s and the young designer probably provided some of Empress Eugénie’s wardrobe and that of other ladies of the French court. “Even in the palmiest days of Worth... the house of M. Felix could boast a proud supremacy. Its list of patrons included ... the most beautiful women among royalty and the leaders of fashion on both sides of the Atlantic.”6 Félix was a particular favorite with well-dressed women of the stage, and his clients included Lillie Langtry, Ellen Terry, and operatic star Sybil Sanderson. He was known for his quality and for his high prices. Madeleine Laferrière (c. 1825–c. 1900), whose business began mid-century, was recognized for her fine workmanship. Her establishment also contributed to the wardrobe of Empress Eugénie, and her clientele included not only women of the court, but also famous courtesans and actresses, who often sought her expertise for stage costumes. She is credited with having created many costumes for actress Sarah Bernhardt, and the business grew notably during these decades. Dressmakers Mlle. Palmyre, Mme. Vignon, and Mme. Roger all contributed to the trousseau or wardrobe of Empress Eugénie, and were important for other ladies of society. Milliner Caroline Reboux created sought-after hats for an elite clientele that included Eugénie.


The house of Doucet had already played an important role in fashion in Paris for several decades. Founded in the early years of the 19th century, Doucet was also a multi-generational family business that specialized in many areas of clothing, particularly lingerie, accessories, and men’s furnishings. Napoleon III and other European royalty favored Doucet’s shirts. Jacques Doucet (1853–1929) joined the business during the 1870s and in the following years the house of Doucet grew to include ladies’ couture with Jacques as the designer. Jacques transformed the business into one of the leading couture houses of the day.


In England, a drapery house in Cowes on the Isle of Wight, run by John Redfern (1820–1895), made the transition into dressmaking during the 1860s. Taking advantage of its proximity to one of Queen Victoria’s official residences, and to the lively yachting activities frequented by a wealthy international set, Redfern created both sport and dress clothes for well-dressed women. By the late 1860s Redfern was well established and the empire built by the house over the next few decades ultimately rivaled Worth’s in its importance, and had an even greater international presence.


Sailors’ uniforms served as inspiration for Redfern for women’s seaside and yachting clothes, and became a fashion staple. In addition to ensembles for resort wear and yachting, Redfern was a leader in sports apparel including tennis and equestrian outfits.


Redfern created jersey bodices for tennis and other activities, and both Alexandra and Mrs. Langtry were fundamental to introducing this style. The gradual growth of women’s tailor-made ensembles involved fashion trends, royal style setters, sport, and leisure (and the women’s rights movement) and Redfern did more to develop and promote this style than any other designer of the time.


Encouraged by the patronage of his elite clientele, Redfern expanded his empire, and a London establishment was opened in 1878, run by Frederick Bosworth Mims. A Paris branch, with Charles Pennington Poynter (1853–1929) at its helm, opened in 1881, and soon Poynter oversaw the opening of other stores in France. Both Mims and Poynter took the name Redfern for public relations purposes. A New York City store on Fifth Avenue and Broadway opened in 1884 with Redfern’s son Ernest Arthur as its director. The urban branches sold not only the sport and resort clothes that had secured the firm’s reputation, but also Redfern toilettes for afternoon and evening wear. Building on the company’s origins in a resort town, branches of Redfern and Sons opened in Newport, Rhode Island, and Saratoga Springs, New York. They also did profitable mail-order business.


In addition to procuring fashionable clothing abroad, prominent American women patronized private dressmakers. Born into slavery in Virginia, Elizabeth Keckly (1818–1907) was able to purchase her freedom by 1852 and established a dressmaking business in Washington D.C. Her most famous client was First Lady Mary Todd Lincoln and she counted politicians’ wives among her customers, including Mrs. Jefferson Davis and Mrs. Robert E. Lee – representing both sides in the years of great tension between North and South.
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John Redfern’s 1885 designs for the trousseau of Queen Victoria’s daughter Princess Beatrice were widely covered by the press on both sides of the Atlantic. Four of the ensembles are shown here as illustrated in Harper’s Bazar, May 16, 1885.


Fashion Fabrics and Textile Technology


Women’s fashion fabrics concentrated on decorative effects. Historic and oriental inspirations were common in patterns and the paisley motif enjoyed continued popularity. Border prints, also known as “à la disposition,” especially popular in the 1850s and 1860s, suited the edges of ruffles and pagoda sleeves. Moirés and large-scale brocades were popular in eveningwear, especially when flounces were not used. Bold floral patterns reminiscent of the mid-18th century were also common in evening dresses. Ribbon and fringe, manufactured to coordinate with specific fabrics, were important to the luxurious look of fashion. Passementerie, braid, cording, and ball fringe were used. Taffeta and velvets were popular in both day- and eveningwear. Plaids and stripes were perennial fashion staples. The jacquard loom, introduced at the beginning of the century, was in widespread use. In addition to floral motifs, jacquard-woven patterns featured foliage and feathers, swags and arabesques, often in large scale, by the 1880s. Machines for producing bobbinet had been invented several years earlier, and by the 1850s tulle was essential – used in evening, bridal, and summer formal daytime toilettes. The technology of the net machine allowed the manufacture of machine-made lace; however, handmade lace was still a mark of gentility and pieces of heirloom lace were often picked off of garments to be reused on others. Parisian designers, in particular Worth, enjoyed collaborative relationships with the luxury textile mills of Lyons, France. The textile companies had representatives in Paris and consulting services gathered swatches and trim and ribbon samples from leading manufacturers for distribution to other fashion centers.


Innovations in print and dye technology also had an indelible impact on fashion, especially the development of aniline dye. Prior to this time, dyestuffs were derived from plants, insects, and minerals, some of which were unhealthy, even toxic. Bright green dye, in particular compounds known as “Scheele’s green” and “Paris green,”7 was based on arsenic and was in wide use for clothing – even hosiery – and paper and silk flowers used to embellish fashionable dresses and decor. Other dyes, including shades of red and dark blue, also contained arsenic, causing illness with symptoms that ranged from skin eruptions to delirium. In 1856, William Perkin, an eighteen-year-old English chemistry student, synthesized a dye from coal tar. The first color available became the most famous shade, a jewel-tone purple that Perkin named “mauveine,” eventually shortened to “mauve.” Synthesized aniline dyes were colorfast – they would not fade from washing or sunlight – and produced vivid, saturated colors. The mauve dress that Queen Victoria wore to the wedding of her daughter, Victoria, the Princess Royal, was featured in the press and soon England, and the rest of the fashionable world, was caught up in “mauve mania.” Cementing its popularity, Empress Eugénie also wore the color. Perkin was eventually knighted for his accomplishments, which furthered the relationship between advances in chemistry and textiles. John Mercer, another English chemist, had already developed “mercerizing,” using sodium hydroxide to strengthen and add luster to cotton fibers, and refinements to the mercerizing process continued. As the 20th century approached, the example set by aniline dye and mercerizing led to further advances in textile processing.
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Because of societal conventions in the Victorian age, mourning clothes were an essential part of women’s wardrobes. This example, c. 1865, from the collection of the National Gallery of Victoria in Melbourne, combines black taffeta with a Middle Ages-inspired dagging appliqué in black velvet, and was likely worn for the second stage of mourning.


The Cult of Mourning


During the mid-19th century, mourning practices became increasingly precise and prescribed. Black armbands and hatbands, worn with dark clothing, became the norm for men. But a highly specific code governed mourning apparel for women, especially widows. The first stage of mourning required dresses that were often literally draped in black crepe. After the initial period, a widow remained in black but could move on to more luxurious fabrics and trim, with black lace, fringe, and jet beading. In the last stage of mourning, the color palette expanded to include shades of gray, purple, lavender, and white. Accessories, jewelry, trim, and dressmaker details were all addressed in mourning conventions. As pearls, bright metals, and gemstones were considered inappropriate, special mourning jewelry was worn and often included the name or image of the deceased. Other pieces of jewelry displayed “relics” of the departed loved one, most often locks of hair. The entire process exceeded two years for a widow, who was typically expected to spend a year and a day in the first stage of mourning dress. Women were advised not to change into the next stage of mourning on the earliest day allowed by the custom, to avoid appearing over-eager to move quickly through the process. Shorter periods of mourning were also prescribed on the death of other relatives. At the death of members of the royal families or heads of state, mourning was imposed at court, and even the general public was expected to participate in “General Mourning” and dress accordingly. Periodicals, advertisements, and catalogs indicated that mourning styles reflected the general movements of fashion. Many dressmakers specialized in mourning clothes, and some stores sold only black goods.


While the Western world at large participated in these customs, they were at their most extreme in Britain. This was certainly true of Victoria herself. Her mother, the Duchess of Kent, and her husband, Prince Albert, died within ten months of one another in 1861. The devastated Victoria would wear black mourning for the rest of her life and some widows followed her example. While few made Victoria’s commitment to mourning, many people followed the progression from black to gray and purple. Jay’s Mourning Warehouse in London was a prominent purveyor of proper attire. The demand for crepe mourning fabric was a boon to the textile industry in England. The Courtauld Company found great success selling heavily crimped black silk mourning crepe, some of which was even waterproof for outerwear.


In the United States, the Civil War’s 600,000 casualties provided the dressmaking industry with countless widows and bereaved mothers, who typically followed customs similar to Britain. During the war years, President and Mary Todd Lincoln lost their eleven-year-old son William from typhoid in 1862, garbing Mrs. Lincoln in mourning for a child for the second time (they had lost another son, Edward, in 1850). Following President Lincoln’s assassination in 1865, Mrs. Lincoln (like Victoria) spent the rest of her life in mourning. Not long after the war ended, Harper’s Bazar published its debut issue in 1867 – illustrating mourning wear on its cover.


Historic and Exotic Influences


Fancy dress was popular from early in Victoria’s reign and fashion magazines often included masquerade costumes, including neoclassic, medieval, 18th-century, and orientalist modes. European royalty and nobility were often painted in their masquerade costumes, reinforcing the costumes’ importance to fashion. But these tastes were not limited to fancy dress; the interest in historic and exotic modes was strongly reinforced by Paris couture, and these tastes also reflected the historicist and orientalist currents in the arts.


From the early 1850s through the 1880s, 18th-century revival styles were important to women’s fashion in some form or another. Open-front skirts with underskirts, bows on the center front of bodices, and 18th-century-style sleeve ruffles were evident. Most notable was the looping up of skirts to reveal underskirts, reviving the polonaise style, and overskirt styles with drapery on each side were named “pannier” after the 18th-century understructure. The “Dolly Varden” costume, a fad of the early 1870s, was inspired by a character from Charles Dickens’ novel Barnaby Rudge, set in 1780. Though the novel was published in 1841, an illustration of Dolly Varden was among items from Dickens’ estate for sale after his death in 1870 and this widely reproduced image promptly inspired the fashion trend. The Dolly Varden look revived the shepherdess style of Marie Antoinette, with a polonaise-style overskirt. It was often made up in a printed cotton fabric similar to the chintzes of the 18th century. A 1780s-style hat, typically of straw, usually completed the ensemble.


[image: ]


Masquerade balls were so popular that leading fashion magazines featured costume designs for such occasions, with exotic and historic inspiration. La Mode Illustrée presented these ensembles in 1864.
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The “Dolly Varden” fad of the early 1870s (illustrated here on a piece of popular sheet music) was inspired by a Charles Dickens character, and revived styles of the 1780s.


In addition to 18th-century influence, classical ideals were seen, especially in jewelry and trimmings in a Greco-Roman mode. In the 1850s and early in the 1860s, it became fashionable to decorate hems with Greek key borders, usually in large scale to match wide, crinoline-supported skirts, and the motif also adorned the edges of pagoda sleeves. The medieval period was also continually revived with pendant sleeves, scalloping, and dagging, often in the form of appliqué. Renaissance style also made contributions, seen in the popularity of heart-shaped bonnets, called “à la Marie Stuart” in reference to the 16th-century queen.


Cashmere paisley shawls had already been in fashion from the early 1800s, but provide a benchmark for Asiatic taste in Western fashion, which also typically included Chinese and Ottoman elements. But Japonisme – the passion for all things Japanese – surpassed the popularity of the Indian-, Chinese-, and Ottoman-inspired styles. Both sexes adopted loosely draped, kimono-inspired dressing gowns for at-home wear (some made in Japan for export markets) and some women had custom-made dresses that combined a fashionable Western silhouette with imported kimono silks. Japanese motifs such as chrysanthemums, cherry blossoms, and irises were popular in textile design and as embroidered embellishment on dresses, and Japanese fans were a common accessory. Japanese style (both real and imagined) had an enormous impact on popular culture. A delegation of seventy samurai who traveled to New York in 1860 caused a sensation – New Yorkers staged a parade and had their photos taken with the exotic visitors. Gilbert and Sullivan’s The Mikado (1885) used an ersatz Japanese setting and kimono-clad cast to poke fun at the British aristocracy.


European regional dress provided another inspiration. Stylistic features of folk costume, particularly from Central Europe (such as dirndl bodices), found their way into fashionable womenswear and childrenswear. One such example was the Swiss belt (called corsage suissesse or ceinture suissesse), a wide, shaped and stiffened belt or sash, often made of black velvet, that typically had points at both the top and bottom of the center front, and was usually worn with a skirt and blouse combination. Spain also provided romantic and exotic inspiration as fashionable women adopted lace mantillas, tassel or ball fringe and soutache trim, resembling the decoration on torero jackets. Bolero variations were referred to as “Figaro” jackets, after The Barber of Seville, or “senorita” jackets. Spanish inspiration was particularly evident in fashion but also in literature and the performing arts. This taste for Spanish style culminated in 1875 with Georges Bizet’s French opera Carmen.
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Claude Monet’s 1876 painting La Japonaise depicts his red-haired wife, Camille, in an elaborate formal kimono holding a folding fan, reflecting the taste for Japonisme in the West that followed the establishment of trade with Japan.
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A boy in a Zouave-style jacket, photographed c. 1865–1868, indicates that the vogue for European national folk costume included childrenswear, and spread to North America.
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A fashion plate from L’Illustrateur des Dames (c. 1867) shows two dresses with distinctive features: the blue dress at right features asymmetrical details, a decorative apron panel, and a detachable hanging pocket; the apricot-colored dress on the left includes Spanish inspiration in the torero-style trim on the yoke.


The Zouaves, a battalion of Algerians fighting in the French Army, inspired braid-trimmed jackets worn by women and children. Coming from Turkey and Central Asia via the Crimean War, the burnoose, a woman’s tasseled and hooded cloak, came into fashion in the 1850s. From the Italian wars, the revolutionary leader Giuseppe Garibaldi became the most unlikely of fashion icons when full-cut blouses, called Garibaldis, became fashionable. Garibaldi blouses were frequently the vivid red worn by his followers, the Garibaldinis, but were also worn in “magenta” and “solferino” – two vibrant shades of aniline dye named for his battles – and also in white and off-white. A Garibaldi-style pillbox hat also entered the fashion repertoire of women and girls and red Garibaldi jackets trimmed in gold braid came into style. In another fashionable political statement, Italian women wore domestically produced black velvet to vestire alla lombarda – dress in the Lombard style – promoting native material rather than wool imported from Austria or Germany.


Dress Reform and Aesthetic Dress


Opposition to current fashion focused on health, hygiene, women’s rights, and aesthetics. Advocates of dress reform reacted to the possibly unhealthy effects of corsets, weighty layers of petticoats, and trailing hemlines. In the 1850s, women’s rights activists in the United States, led by Elizabeth Smith Miller, Amelia Jenks Bloomer, and Elizabeth Cady Stanton, proposed clothing for women that included pajama-like trousers under a skirt. The ensemble was worn without rigid foundation garments. Bloomer’s support of the new look in the feminist journal The Lily led to the label “Bloomer Costume” for the distinctive pantaloons. Several religious sects adopted clothing that included some variation on trousers for women, but the Bloomer Costume was the first attempt to popularize an alternative to the artificial silhouette imposed by fashion. The loose trousers of the Bloomer Costume vaguely resembled Turkish costumes. Reform dress was also associated with the healthful benefits of therapeutic “water-cure” communities, and calisthenic exercise, especially at schools for girls and young women. Supporters banded together to form various committees including the National Dress Reform Association. Around 1859, Bloomer abandoned the trousers she made famous, not only because she found that a recent innovation – the cage crinoline – made conventional dress more comfortable, but because the focus on her outfits distracted from more important issues.


By the 1870s, reformers on both sides of the Atlantic advocated shorter skirts, more practical stockings and undergarments, shoes with broad soles and low heels, washable materials, and the elimination of veils, heavy hats, and false hair. In a series of lectures given in Boston in 1874, speakers made repeated references to non-Western and antique practices, calling the dress of “Siamese women,” “Greek and Roman maids,” and Hawaiians more pure and graceful. The reform agenda stressed social equality and the costume of the former “Bloomerites” evolved into the American Costume. The American Costume, which was adopted by a small number of forward-thinking professional women – including the physician Harriet N. Austin and the politician Marietta Stow – resembled Amelia Bloomer’s ensemble, but with masculine straight-cut trousers.
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A lithograph by Noyce, c. 1850, illustrates Amelia Jenks Bloomer, along with two young women, all wearing her reform-style dresses and loose trousers.


“Rational Dress,” the British term for dress reform, developed significantly. The 1884 International Health Exhibition held in London promoted a range of Aesthetic and reformist apparel including Dr. Gustave Jaeger’s wool clothing system. As a professor at Stuttgart Royal Polytechnic, he formulated a philosophy of dress that led to a line of garments for men, women, and children. Jaeger ascribed unusual properties to wool – he believed that wool attracts a pleasure-producing substance, as opposed to cotton, linen, and silk, which accumulated contamination. He advocated natural, undyed knitted wool undergarments to be worn daily and simple T-shaped gowns for leisure wear. The Jaeger Company was founded by a British devotee of the professor’s system (not by Jaeger himself) and opened its first store in London in 1884. Through catalogs and stores, Jaeger offered form-fitting wool shirts and other garments, and promoted breeches for men. Jaeger’s visibility – loyal customers included playwright George Bernard Shaw – and commercial success helped legitimize the Rational Dress movement. While the initial impact of Jaeger and other early dress reformers was not widespread, such innovations in dress affected clothing for sports and leisure activities.
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Autumn by G. F. Folingsby (c. 1882) captures a female Aesthete in a high-waisted dress and hair tied up with a Greek-style fillet. The Australian setting of the painting attests to the reach of Aesthetic tastes.
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Oscar Wilde, photographed by Napoleon Sarony in 1882, embodied the ultimate in Aesthetic styles for men, although he wielded little actual influence on menswear.


Aesthetic dress, another reaction to prevailing fashion, originated in England with the artists of the Pre-Raphaelite Brotherhood in the 1850s. Rejecting what they called the artificiality of contemporary dress, they advocated medieval-style dresses for women and a return to knee breeches and blouson shirts for men. Artists including Dante Gabriel Rossetti and William Holman Hunt copied clothing of the past to dress their models in simple, flowing gowns worn without corsets, crinolines or bustles. The Pre-Raphaelites carried this interest into their own lives and wore variations on historic dress. William Morris, his wife Jane, and others involved in the Aesthetic and Arts and Crafts movements, also looked to historic sources for design inspiration. They, too, promoted simpler clothing, softer materials, natural dyes, and simple hairstyles. Aesthetic dress came to show influence not only from medieval and Renaissance style but ancient Greece and Rome as well as peasant traditions, and occupied a niche in fashion favored by ladies with artistic inclinations. The notable British actress Ellen Terry adopted Aesthetic elements (medieval-style gowns, and kimonos for at-home wear) in her daily dress and cropped her hair years ahead of the trend. Julia Margaret Cameron photographed her relatives and friends wearing loosely draped robes and flowing hair to express an Aesthetic mood. Oscar Wilde proved a remarkably idiosyncratic representative for the male version of Aesthetic dress. For Wilde, alternative dress was aligned with progressive social causes, in particular women’s issues and sexual emancipation for men and women. Pushing artistic style to the extreme, Wilde adopted long hair, knee breeches, and velvet jackets, truly dressing the part of the unconventional, witty man of letters.


Devotees of Aesthetic style patronized Liberty of London, founded in 1875 by Arthur Lazenby Liberty. The company began as an importer of Eastern goods and had occasional exhibitions of historic textiles. By the 1880s it had become one of the most fashionable shops in London with departments for carpets, rugs, furnishing fabrics, dress fabrics, embroideries, jewelry, and decorative objects in Arts and Crafts and Aesthetic style. Liberty participated in the 1884 exhibition of Reform Dress in London and in that same year opened their “costume” department offering artistic clothing.


Women’s Sports Clothing


More practical clothing for physical activity became important. Casual dress styles, often with princess-style construction, were given designations such as “walking costume” and “seaside costume.” Croquet, a popular sport for women and men to play together, and other outdoor activities encouraged a new, practical shorter skirt length around 1860. The overskirt was looped up with a series of internal fabric tapes and loops, a device commonly called a “dress elevator.” The looping up of the overskirt placed new importance on the petticoat, calling for decorative bands or trim around the bottom. Skating ensembles also used shorter hemlines. By the 1860s, bathing costume bore a strong resemblance to Amelia Jenks Bloomer’s reform costume (which had been ridiculed ten years earlier) with full trousers and a tunic in the shorter length, as the ideals of dress reform encouraged sensible sport clothes.


Women’s equestrian clothes were typically made by men’s tailors, not dressmakers. Developments in men’s tailoring during the 19th century were applied to women’s equestrian wear, contributing to the development of the “tailor-made” costume for women. Riding costume usually included a jewel-neck jacket bodice with a center front opening over a habit shirt (typically a sleeveless dickey). Equestrian skirts were often cut with long trains to insure an attractive drape when the wearer was seated sidesaddle on the horse. Skirts were frequently so long that a woman required assistance to mount and dismount. The ensemble was completed with a beaver, felt or silk top hat that followed menswear style, but was often adorned with a tulle veil that fluttered elegantly behind as she rode. Both Victoria and Eugénie favored riding apparel from the British tailoring firm Creed, which had served men since 1710. In 1850, Henry Creed, the great-grandson of the founder, opened a Paris branch and soon expanded the offerings of the company to include tailored clothing for women. Equestrian skirts narrowed through the hips during the late 1870s, mirroring the silhouette of fashion. The jackets, while comfortable through the chest with a bit of wearing ease, were usually nipped into a tight waist, often utilizing boning to help achieve the shape.
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In Frozen Out by George Dunlop Leslie (1866), two women wear looped-up skirts showing colorful petticoats underneath, a style especially popular and practical for outdoor activity that also reflected the revival of 18th-century tastes.
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Bathing costume for women and children, illustrated in Der Bazar, June 26, 1871, showed significant resemblance to the reform dress advocated by Amelia Jenks Bloomer.


As tailored costume began to emerge, some dressmakers created jacket and skirt ensembles in lighter-weight fabrics worn for warm weather outdoor activities. Important style icons, including Princess Alexandra, Lillie Langtry, and Elisabeth of Austria, were active in sports and their sport clothes set styles for other women. Golf, tennis, and shooting were all popular. Elisabeth wore tailored coats with matching ankle-length skirts for her frequent recreational hiking, and a similar ensemble could be worn for shooting. Ensembles with full trousers (again resembling the Bloomer Costume) were sometimes worn for tennis but, more often, dresses were seen, frequently with the kilted skirt used in fashionable dress, while the jersey styles advocated by Redfern became more common. While archery was a popular pastime for young women, they often participated in the sport in fashionable afternoon dresses, and not specific sports clothes. Beginning in the 1870s, the word “polonaise” was used again to describe a coatdress, gathered up to calf length in polonaise style, that was worn with a coordinating underskirt, often for skating and other outdoor activities.


Menswear


As women’s clothing grew more complicated, men’s clothing simplified into a columnar shape. Unlike women’s fashion, which was in constant flux, menswear during this forty-year period showed only slight periodic variations and set a pattern for the next hundred years of men’s fashion. Uniformity, quiet elegance, and adherence to standards were important in men’s apparel. High-quality fabrics distinguished better clothing and revealed the affluence and social position of the wearer. While women’s clothing was marked by an abundance of trimmings and an extensive color palette, men tended to dress in darker colors, favoring black, dark blue, and shades of brown and gray. Men of the time wore a standard daytime “suit” composed of coat, trousers, and waistcoat. During the 1850s these three key pieces were usually of different fabrics, but in the succeeding decades one fabric was used, creating a matched ensemble.


The first layer of clothing consisted of drawers and an undershirt (commonly known as a “vest”) made of cotton, linen, machine-knitted wool or, for the very wealthy, silk. Loose, drawstring-waist drawers reached to above the knee. Some men preferred tighter drawers that covered the entire leg, ending in ribbing at the ankle. The vest had short or long sleeves and a round neckline that buttoned halfway down the chest. In the 1860s “combinations” were introduced that joined vest and drawers into one garment.
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An advertising poster promoting dress and casual wear for men for fall and winter 1864–1865, from New York clothier Genio C. Scott. Bold checks mark sturdy, loose-cut sack suits for country walks and outdoor activities, while town wear is delineated by more conservative and formal options.


In general, shirts were white cotton or linen with flat fronts, detachable collars, and slightly gathered sleeves ending in a buttoned cuff; they had very little decorative detail for day. As ready-made garments became more popular, custom-made shirts for evening began to show more detail such as very narrow tucks or intricate embroidery, indicating higher quality and laborious maintenance. When a man was properly dressed, only the collar and upper chest of the shirt were on display. Stripes and colors were worn for sporting activities or in the country. Neckwear, knotted around the collar, took many forms including four-in-hand ties, stocks, ascots, string ties, bow ties, and lavalieres – wide cravats tied in a soft bow. Men of the professional class, including office workers, wore dark ties for day. The best neckwear was made of silk, often patterned with dots, stripes and small foulard patterns. Artists and writers distinguished themselves with original neckwear choices, but most men opted for one of three prevailing styles: bow tie, four-in-hand or, for formal occasions, ascot. Truly fashion-conscious men tied their own neckwear, but by the 1870s pre-tied cravats were available.
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Gustave Caillebotte, Oarsman in a Top Hat, 1877–1878. Having shed his coat, but still in top hat and waistcoat, a young man in a jaunty striped shirt tries his hand at rowing.


The waistcoat (vest) was essential to a man’s ensemble. From 1850 on, double-breasted waistcoats reaching to a little below the natural waist were popular. The desired tight, smooth fit was achieved through precise cutting and with a strap and buckle arrangement, or ties, in back. Usually chosen to contrast with coat and trousers, waistcoats were worn in a variety of fabrics. Wool (in plain colors, checks, tweed, or plaid), silk satin or brocade, and cotton in different weaves and finishes were all popular. With notched or smooth lapels, pocket welts or flaps and, sometimes, embroidery and stamped metal buttons, waistcoats provided color and distinction in the otherwise somber male ensemble.


During the 1850s, trousers were slightly loose around the hips, with pleats at the waist, tapering at the bottom. They were held up by suspenders (braces) and had buttoned fly fronts. From the 1860s until 1890, trousers narrowed to a stovepipe silhouette; in combination with the emerging preference for matching coat and trousers this created a fitted, lean effect.


Several styles of jacket were seen, but the frock coat was the most popular style for day wear. The wardrobe of a fashionable man also included the tailcoat for formal evening wear, and the sack jacket, which began to move from sporting activities into everyday apparel by 1890. The frock coat had a fitted body extending into skirts that usually reached to just above the knee. Customarily made of black or blue-black wool, it had notched lapels or smooth lapels. Later frock coats were made without a waistline; the silhouette was straighter and more columnar but still quite long. The cutaway coat evolved from equestrian wear. This association with riding, a morning activity, led to the cutaway’s designation as the proper jacket for what became known as a morning suit.


The sack jacket or sack coat, also referred to as a lounge jacket, provided a less formal alternative to the frock coat. Shorter (reaching to upper or mid-thigh) and looser, with notched lapels, no waistline shaping, and pocket flaps, the sack jacket was seen in single- and double-breasted variations and buttoned high up the chest. The sack jacket became the dominant form in menswear as the century progressed.


The black tailcoat, cropped to the waist in front with two “tails” that descended from the waist seam to the backs of the knees, was the preferred style for evening. In the most luxurious examples, the lapels of tailcoats were faced with satin or velvet. In their dark eveningwear, men provided a background for the extravagance of ladies’ dress: Le Moniteur de la Mode of April 1869 deemed the dark clothes of men at a ball to be a bit “dismal” – but added that they gave “great relief to the ladies’ toilets.” The tuxedo emerged in 1860 as a daring evening alternative. Edward VII, the bon vivant eldest son of Victoria and Albert, was reputedly the first to wear the tuxedo, created for him by his tailor Henry Poole of Savile Row. The tailless dark jacket with satin-faced lapels was worn with matching trousers with a satin stripe down the outseam of each leg. The tuxedo was accessorized with a black tie, instead of the white tie that was customary with the tailcoat. Originally the tuxedo was worn with a waistcoat, but the vest atrophied to a pleated cummerbund by the 1880s. Also known as a dinner suit, the tuxedo gained its most common name from its association with Tuxedo Park, a wealthy community in New York State, where an American socialite boldly wore the style he had seen in England to an evening at the Tuxedo Park Club, and the new fashion became popular.
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An illustration featuring vests for day and evening wear from 1887 attests to the continued importance of the vest to the man’s ensemble in a variety of fabrics and styles.
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Gentleman’s Magazine of Fashion in March 1877 showed the three dominant coat styles of the late 19th-century gentleman: (left to right) the sporty and less formal sack jacket; black tailcoat for evening; and the frock coat, worn with coordinating trousers.
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Gentleman’s Magazine of Fashion in October 1876 illustrated a man in a casual short overcoat, and riding clothes for both a man and a woman; the military-style frogging on the front of the woman’s bodice was a particularly popular detail.


The ceremonial clothing of male royalty, and for those associated with the court, showed influence from military uniforms, replacing existing forms of court dress based on the styles of the 18th century. For their weddings, royals wore full military regalia with the addition of white satin bows at their shoulders. Queen Victoria instituted uniforms for members of the royal household and for many in civil service, with high collars and quantities of gold braid that signaled the wearer’s rank. In 1854, James Buchanan, American minister to the Court of St. James (and future president), bristled at the formality of court rules. After much negotiation with the master of ceremonies at the court, Buchanan appeared in what he described as “the simple dress of an American citizen ... a black coat, white waistcoat and cravat and dress boots.” In 1869, in an acknowledgment of changing times, the court announced that gentlemen to be presented at Levées were to wear trousers, but for Drawing Rooms, another category of presentation, knee breeches were still expected.


Continuing the tradition developed at the beginning of the 19th century, the best men’s clothing was English. Even in France, the acknowledged center of fashion, English tailors were held in high esteem. Fine wools and alpaca were used for elegant outerwear in tweeds, grosgrains, superfines, and countless other weaves and finishes. Variations in outerwear included paletots, loose overcoats ending mid-thigh; circulars, wide capes often lined with fur; and raglan capes with sloping shoulders. In 1856, Thomas Burberry opened a shop in Basingstoke, Hampshire, England, that grew to become an important supplier of clothing for outdoor activities. Burberry developed a tightly woven, weatherproof wool twill called gabardine that was used in its products beginning in the 1880s.


Accessories completed the look of the well-dressed man. The top hat was the style seen most often in town, but other hats were available: derbys, straw hats, and unstructured caps. Shoes and boots were made of leather, or combinations of leather and fabric, with toes that ranged from broad to pointy and with one-inch (2.5-centimeter) heels. Most were laced or buttoned, although above-the-ankle boots were available with elastic gussets. Gloves were worn in public and watches on chains were common. Individuality was expressed through the great variety of grooming styles for hair and whiskers. While hairstyles were short, very few men were clean-shaven; most sported some combination of beard, mustache, and sideburn.
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In Fops at the Mabille Ballroom (c. 1865–1870) the full skirts swirl up to provocatively display ankle boots, stockings, and petticoats in a public ballroom. On the left is a young man in a sack suit, a remarkably informal style in such an evening setting.


In 1850, ready-to-wear garments for men included unfitted overcoats, shirts, and some trousers. Innovative clothiers such as New York’s Brooks Brothers, founded in 1818, offered off-the-rack suits as early as 1845. By the 1880s, a man could be completely outfitted in ready-made clothing. Catalogs indicated the impressive variety of styles, colors, and materials that added appeal to standard items. For example, a catalog of the New York clothier Brill Bros. described drawers and vests available in “Cotton, Balbriggan, Lisle thread, Merino Wool and Silk.” The company offered an innovative “coat shirt” which buttoned all the way down the front “to be put on and taken off in the same manner as a coat” that they recommended for “Professional men who must dress quickly.”


Blue jeans made their first notable appearance in California as a result of the “gold rush” that began in 1848 and continued for almost forty years. Men who flocked to the San Francisco area to prospect for gold needed durable trousers. Levi Strauss, an immigrant from Bavaria, spent six years in New York where he worked with his brothers at their dry goods business. He continued west to San Francisco in 1853 and set up a business outfitting the prospectors. After selling work pants made by others, in 1873 he began manufacturing specialty trousers that were noteworthy for strong fabric, reinforced seams, and riveted pockets – a detail that was patented that same year. The pants became known as “Levi’s” or jeans, referring to the denim twill-weave fabric, also called “jean.” Many other companies throughout the United States produced work clothes but Levi Strauss & Co. grew into a particularly well-respected and profitable business. The number 501XX was assigned to the basic design around 1890. Strauss’ design for jeans established a standard; blue jeans were fundamental to the development of an American aesthetic in dress.
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The Golden Jubilee Drawing Room at the Court of St. James (as shown in the Illustrated London News, 1887). Queen Victoria presides at a reception, her customary black dress contrasting with the pale court toilettes of the women. The anachronistic court attire for men featured knee breeches and heavily decorated coats.


Children’s Fashion


The Victorian emphasis on family life as well as a burgeoning consumer culture encouraged a focus on children’s clothing and grooming. Children were shown alongside adults in fashion plates, and women’s magazines featured pictures and patterns of fashionable clothes for the young. Illustrations often presented children at play, in games of London Bridge or blind man’s buff in domestic settings. Fashion illustrations and many group portraits of the era show siblings in matching dresses, a visual expression of their familial ties. The convention of matching dresses continued into young adulthood as sisters and best friends sometimes wore “companion” styles.


As with adults, clothing for children was governed by social conventions. Particular styles were associated with specific ages and were based on changes in body shape, activity, and social roles. Infants were dressed in long gowns that facilitated bathing and hygiene. Toddlers of both sexes wore waistless dresses and smocks that were usually gathered from a shoulder yoke. Young boys were “breeched” some time between the ages of three and eight, meaning that they were moved from skirts into pants, usually short pants or “knickerbockers,” loose knee-length pants gathered onto a band at the knee. This transition was obviously related to toilet training children, but it also symbolized the start of a boy’s identification with male society. Boys’ hair was worn short and neatly parted. Tailored suits for boys, including short pants or trousers, waistcoat, and jacket, reflected adult men’s fashion. White shirts and bow ties were worn for dressed-up occasions. Tweed suits with tailored jackets and knickerbockers were worn for outdoor sports and country life. Sailor suits were an established tradition for boys by mid-century and the sailor suit was available in summer and winter versions.
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Children’s styles of 1852, illustrated in the French periodical L’Iris, reflect the continued emphasis on modesty from the 1840s, particularly the pantalettes worn under skirts. The jacket bodices and bonnets reflect adult styles.
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A fashion plate from Le Conseiller des Dames et des Demoiselles, July 1862, shows crinolines worn even by young girls. The dress and blouse combination at right exhibits the taste for clothing inspired by regional costume, while adult hat modes can be seen on the two girls at left. The boy’s two-piece ensemble is typical for daily wear.


Girls always wore dresses or skirt and blouse combinations, never pants. From about six years old, girls wore dresses that reached a little below the knee and had more shape than those they wore as toddlers. Their skirts were bell-shaped from about 1850 to 1870 and more triangular following that period, reflecting the evolution of women’s fashion. For girls out of early childhood, the waistline was often defined by a sash. Petticoats worn under the skirt helped add volume, as did child-sized crinolines when they were fashionable for adult women. As adult fashion moved into the bustle period, around 1870, girls’ dresses responded with drapery at the rear. Throughout the period, ruffles and trim were popular. Many sleeve variations existed, again mirroring the variety of women’s fashion. Teenage girls wore structured, fitted bodices. Long, wavy hair was prized and girls wore their hair long, often accented with a hairband or ribbon, until their late teens, when they were considered adults and put their hair up.


Other influences on adult fashion were seen in children’s clothing as well. Historic inspiration and folk and national styles were particularly favored. The Garibaldi blouse and Zouave jacket were popular for children. Some dresses of the time showed folkloric touches such as gathered sleeves and laced-up bodices. Scottish style also influenced fashion in the form of kilt suits for boys and both sexes wore tartan-patterned ensembles.


Underwear consisted of drawers, with loose knee-length legs, and an undershirt or vest. The two pieces were sometimes attached to form a one-piece garment. Made of cotton, linen, or wool, summer versions were sleeveless and longer sleeves were worn for cold weather. Corsets for children were common. Advertising and books of advice emphasized the healthful benefits of corsets. Their purpose was less to mold the body into a fashionable shape than to provide support for growing muscles and improve posture. During the time of wide bell-shaped skirts, children wore pantalettes, long drawers often finished with decorative edging, that were visible beneath their skirts. Pantalettes also took the form of tubes of fabric that tied on with drawstrings above the knee. Children wore knee-length stockings made of knitted wool or cotton, usually in gray, black or white. Flat-soled, ankle-height boots were common for all ages. Girls also wore thin-soled slipper-like shoes with special occasion dresses. Hats were always worn outdoors and were available in many variations including bonnets, wide-brimmed styles, and soft caps. For dressy occasions, girls had decorative hair ribbons and lace headdresses.
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Alexandra, Princess of Wales, and her children in 1879. Alexandra’s daughters follow the common practice of matching dresses, a convention that continued into early adulthood for both sisters and close friends.
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Maude Jane Kenyon and her brother Guy of Bethany, Missouri, wear their Sunday best for photographer Miles Studios in 1883. Maude’s dress reflects the cuirasse form of fashionable women’s dresses.


Fabric was determined by season and occasion. Dark velvets and wools were used for winter clothes. Spring and summer fabrics included airy cottons in white, pastel colors, and small floral prints with abundant lace trimming for girls. Boys’ clothes were made in lightweight wools, linen and cotton twills, with tailoring details such as soutache braid and topstitching.
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An 1881 illustration from Revue de la Mode/Gazette de la Famille shows a variety of options for a boy’s wardrobe, including the continued popularity of sailor styles.


The Growth of the Fashionable World


Centers of fashion and culture emerged in Australia and North and South America. New York City, Philadelphia, and Chicago continued to grow, as did Montreal and Toronto, Sydney and Melbourne, and Buenos Aires. The upper class of emerging countries yearned for the sophistication of Europe, but confronted frontier situations with surprising new challenges. Ladies of large cities were attuned to the latest developments from Worth and Pingat, while women in the countryside, especially in colder areas of the American West, Canada, and Alaska, actually wore trousers in their hardworking daily lives. In Australia, some of the cultured urban elite fashioned themselves along British Aesthetic lines, while pioneers in the outback were a world away from such affectation. Some cultural standards in the New World had been set by immigrants from previous generations, as in Roman Catholic French Canada and Puritan Massachusetts, and occasionally European traditions clashed with the realities of life in a growing country. An odd instance of such conflict and contrast between the Old and New Worlds occurred in November 1878. Canada’s new Governor General and his wife, Princess Louise, bungled their initial official appearance with the citizens of Montreal. Specifying that female guests attending a reception wear the low-necked dresses expected for such an event in Europe, they did not take into consideration the dress standards typical of this largely Roman Catholic population, and the economic conditions that prevented many local women from owning formal dresses, not to mention the cold weather in November. Women were allowed a slight reprieve if a “medical certificate” could be produced. The press described the incident as a major political faux pas and criticized the couple for their ignorance of Quebec’s culture.8


European fashion influence extended even to Asia. Mongkut, King Rama IV of Siam, made strong efforts toward Westernization during his reign in the 1850s and 1860s that included Western-style dress worn by the royal family. During the reign of Emperor Meiji of Japan, Western styles of clothing influenced the wardrobes of wealthy and fashionable Japanese aristocrats. The Rokumeikan, a Western-style reception hall near the imperial palace, opened in 1883 and served as the setting of European-style balls and musicales. Shortly afterward the empress consort, Ichijo Haruko, known as Empress Shōken, adopted Western dress for her public appearances. Despite some backlash against the Western styles and customs, the empress continued to wear the styles, as did the women of the court, and their clothing choice would influence the future of style in East Asian cultures.


Toward 1890


During these forty years, Parisian fashion was considered the epitome of elegance but ready-made clothing, made possible by inventions such as the sewing machine, was also important. The market for fashion expanded through the growth of department stores and mail order. The evolution from the crinoline silhouette to a more streamlined shape and the development of the tailor-made emphasized an evolving attitude to practicality, and ideas from dress reform had impact on subsequent styles. Menswear reflected standardization in sizes, production, and form. Photography was used to promote celebrity and record fashion and other phenomena of modern life. The Eiffel Tower rose on the Paris skyline in 1889, built for that year’s Exposition Universelle. The Exposition, which included a Galerie des Machines that displayed hundreds of new mechanized inventions, opened one hundred years after French revolutionaries brought the Ancien Regime to an end. The Eiffel Tower became the focal point of the city that had so successfully merged Old World elegance with a spirit of modernity, a combination which represented the fashionable world in general.
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