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INTRODUCTION

Since the beginning of the 1980s, there has been an international
revival of interest in fashion illustration - not just for its
practical function of reportage but also as an art form. The
evidence of this revival can be seen in magazines such as

La Mcde en Peinture (French) and Vanity (Italian) both established

in the late 1970s and which use artists rather than photographers

for the bulk of their visual matter (Fig. 1).

To some extent they are reminiscent of such a journal as the

Gazette du Bon Ton established in 1912 which in the same way was

a showcase for the best of the new and talented artists of the
period. I use the word 'artists' rather than 'illustrators'
since many well known fashion illustrators, both in the past and
bPresent, are just that - artists - having studied fine art and
not illustration. Therefore, there is, in general, an awareness
among fashion illustrators of contemporary art movements from

which they can draw inspiration for their illustrative work.

By virtue of the fact that their work appears in magazines, they
help to bring art, in a more accessible form to the masses. It

is the theme of the relationship between fashion illustration and
contemporary art movements that I shall endeavour to trace through-

out my thesis.

My interest in fashion illustration began around 1983 when I

started to buy Vogue and Harpers and Queen, where from time to

time illustrations were used to depict fashions in the pages
preceding the main features. To me, the strength of image of
these illustrations by such illustrators as Zoltan and Viramontes
(Fig. 2a. and 2b.) stood out much more than the stereotypical
photographs of pretty girls in expensive attire found in the
editorial pages. The sultry smokey-eyed 'vamps' Viramontes
draws are more like sophisticated 'Punk Rockers' than fashion
models, yet possessing as much glamour and more excitement than

the 'pretty girls' mentioned previously.
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At this time I did not know why these illustrations appealed

to me. In retrospect it was probably the shock of the new,
even though fashion illustration is by no means a new thing.

The appearance of these strong stylish illustrations is some-
what reminiscent of the introduction of photography to magazines
in the early years of the 20th century - they catch the eye

and hold one's attention.

During the summer of 1987, I was fortunate to have had the
opportunity to study fashion illustration at Parson's School of
Design, New York. My tutor was Mr. Steven Broadway, a freelance
fashion illustrator who frequently illustrates for American

Cosmopolitan. (Fig. 3). It was his enthusiasm and broad

knowledge of fashion illustration which encouraged me to take a
more active interest in the subject, both in the development of
my own drawing skills and in the researching of its origins and

background up to the present day.

Throughout the course, Mr. Broadway showed the class his work-in-
progress for various clients to enable us to see the stages the
fashion illustration goes through before it appears either in a
magazine, publicity poster or other media form. In this way,

we learned a little about the business side of fashion illustrating,
the dealing with clients, meeting last minute deadlines, methods
of payment etc. which is the side one does not normally see.

Mr. Broadway's relaxed but positive attitude was reflected in his
drawings, (Fig. 3), the striking, confident poses of his models,
drawn mainly with felt markers and coloured pencil, possessing a
surety and ease of line. He stressed that composition and use
of natural props, such as flowers (Fig. 3 - illustration on right)
were very important to him, much of his inspiration coming from
the work of Aubrey Beardsley and Alphonse Mucha (Fig. 15) as well
as the contemporary style of fashion illustrator, Antonio Lopez,
who was one of Mr. Broadway's tutors whilst he was studying

illustration at Parson's School of Design.

The course and Mr. Broadway's tutelage heightened my awareness of




the elements necessary to create a fashion image in illustration
which has the same sort of impact as the first illustration I

saw in Vogue.,

The essence of a good illustration is a basic knowledge of

anatomy - but rules for measurements and proportions can be
learned by anyone. There is much more involved with being a
fashion illustrator: a feel for line and form, colour, light

and shade, texture are all elements which form the artist's own
style and expression of image. In creating a fashion impression,
one can ignore realism to the extent of reproducing every detail
photographically, its point is not that of total recall but of
individual interpretation of the subject. In this way, a drawing
can be more true than a photograph because by selectivity and
discrimination the artist exposes the essential characteristics
of the subject. For example, (Fig. 2b.) an illustration by

Tony Viramontes from 1983 of a fur coat, shows no details such

as fastenings at all. We know it is a fur coat the model is
wearing by the way in which Viramontes has used the medium of
charcoal to indicate its texture. The exaggerated pose of the
model, her dark sunglasses and scraped back hair give a totally
new look to a classic garment - a spirit of the 1980s has been
bestowed upon it by the skilful hand of the artist and his sense

of styling.

The general house styles of Vanity and La Mode en Peinture are

totally dependent upon the artists appearing therein, the more

avant garde, the better. Quite often the artist's work can be

so abstract that no garment can even be detected in the illustration,
the emphasis being more art orientated than fashion as in the

case of La Mode en Peinture, the creation of a mood being more

important than actual reproduction of clothing.

Knowing what to emphasize is the story of fashion, without emphasis
on current lines and proportions there is no fashion news. Thus,
exaggeration such as that found in (Fig. 2b) is all important in

fashion illustration, otherwise they are just pictures of someone
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wearing clothes. It takes a trained eye and knowledge to see .
the subtleties which make the difference between a mediocre

drawing and one of excellence.

An illustrator must be totally in tune with what is happening

NOW in fashion and have a calculated view of what WILL happen

in the future. Aspects which affect changes in trends are
1) Hairstyles
2) The 'fashion face', i.e. expression and features

€.g9. Twiggy was THE face of the sixties (Fig. 4a.)

3) Changes in clothing construction
4) Lines and proportions

5) Stance (Fig. 4b.)

6) Make-up

7) Fabrics

The idea behind fashion illustration is that it appeals to the
buyer. A successful illustration SELLS fashion, therefore,

an item must be 'glamourized' to achieve this. When Paul Poiret,
the designer, engaged Paul Iribe and Georges Lepape to produce
volumes to illustrate his collections in 1908 and 1911, his main
aim was to publicize his inventive clothes in a new way - to

seduce women into buying his designs.

Composition is all important in fashion illustration, particularly
when used for advertising purposes. The debt which illustrators
owe to the influence of the Japanese print can never be measured
with regard to composition and will be dealt with in detail at a
later stage. In advertising, composition relies on simplicity

and directness to catch the reader's attention and the success of
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the drawing itself depends on its appearing effortlessly simple.
Rene Gruau is a prime example of an illustrator who achieves

this.  (Fig. 5).

An illustrator must be versatile in his approach since he may be
asked to draw haute couture or tracksuits. Antonic (1943 - 87)
is probably the best example of a versatile artist. The range
of media and styles he used was phenomenal but the basic element
which he carried through his work was a directness of image and
the ability to pinpoint precisely the fashion story of each item
he worked on. He used many influences from the world of GUSIE, -
from Art Nouveau to Pop Art, as can be seen in these selected

illustrations from the sixties (Fig. 6a. and 6b.)

However, it is the fashion illustrators of the first few decades

of the 20th century who perhaps show most obviously the influences

of contemporary art movements in their work, from the Japanese,

Ukiyo-e prints to Surrealism.

In researching my thesis I was fortunate to have seen actual
fashion plates form the publications referred to in the text,

i.e. Le Journal des Dames et des Modes, 1912-1913, courtesy of

the Chester Beatty Library, and Paul Poiret's volume, Les Choses

de Paul Poiret vues par Georges Lepape, courtesy of the Victoria

and Albert Museum, London.




CHAPTER 1
THE ORIGINS OF FASHION ILLUSTRATION

Before embarking on the subject of my thesis, I feel it is
important to trace the development of the woman's magazine,

which is the prime medium for presentation of fashion illustration
and is perhaps the reason why some critics would categorize such
drawings as throwaway art. This brings about the question
whether fashion illustration is ART or DESIGN, the fact being that
it can be seen as either depending on how it is presented to

the viewer. If a fashion illustration is displayed in an

art gallery, it is seen as art and does not necessarily perform

a function as such since it possesses an aesthetic quality.

If the same illustration were reproduced in a magazine, it serves
a specific function in that it is showing clothing or a style

of clothing to the reader and becomes a part of the overall
design of the magazine. The work of Ert€ demonstrates how

this alternation between art and design occurs sometimes in
fashion illustration since he has had frequent successful exhibitions
of his illustrations on both sides of the Atlantic (Fig. 7) as well
as appearing in many of the major fashion magazines, particularly
Harper's Bazaar in the early decades of the 20th century. Two
contemporary illustrators who have exhibited their work in
galleries are Antonio and Viramontes (Fig. 6 and 2b.), the
difference between their work for magazines and that seen in

galleries being the former asks a fee, the latter a price.

Fashion illustration in general crystallizes and records not only

the mood of contemporary fashion but also the mood of contemporary
society, being therefore an important form of historical documentation.
This is demonstrated in Eric's 'on-the-spot' drawings of society
events in the 1930s (Fig. 8) and consolidating the fact that

fashion illustration performs a specific function as well as

possessing an aesthetic value.

Nowadays we take for granted the abundance of women's magazines

available to us but from the time isolated periodicals began to
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appear at the end of the 17th century, it was 200 years before
they were published in sufficient numbers to justify their

classification as an industry. The Ladies Mercury, established

in 1691, was the first British women's journal and was typical
of the publications to emerge at that time. It was intended
Primarily to amuse and instruct the female reading public, the
contents determined more by the tastes of the author than by

any objective estimate of the needs of the woman reader. There

Were no fashion plates present at this time due to the limitations

of printing methods.

Information on current trends was hard to come by because transport
wWas slow and there was no formal postal system. The most popular
method of conveying fashion news was to buy dolls or mannequins
_dressed in miniatures of the latest fashions in countries around
Europe. Changes in styles were slow due to the time it took to
make the clothes, which had to be hand sewn, and also because of

the limitations of transport.

By the end of the 17th century, Paris was beginning to assert
itself as the dictator of fashion due to the deliberate policy
of Louis XIV of concentrating all political, intellectual,
artistic and social life around him at Versailles. Therefore,
most of the fashion dolls mentioned previously came from Paris.

Fashion was enjoyed only by upper classes who could afford to

purchase the dolls or engravings.

This also applied to periodicals which continued to grow in
popularity during the early years of the 18th century since
economic changes occurred reducing women's domestic tasks to a
minimum, giving them more free time. Potential readership was
limited to big cities and their environs and printing capacity
was sufficient to serve only these areas. One estimate gives
a weekly circulation of newspapers and magazines in Britain in

1704 as 43,000, which implies

less than one paper per person per week.




Fig. 9. Wenceslaus Hollar, "Ornatus Muliebris Anglicanus", 1647
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By 1753, however, this figure had tripled. (White,1970,p.25).

The magazine format at this time was more like that of newspapers
containing material from many literary sources and it was not
until 1770 that the first objective and professional effort to
Create a magazine acceptable to women was produced, The Lady's

Magazine. It understood the importance to women of

the external appearance.
(White, 1970, p.31)

and assigned a special department to fashion, illustrated with

engravings and promising an

earliness of intelligence which shall
preclude anticipation
(White, 1970, p.31)

which was a completely new departure in magazine history.

Although the engravings of this period were of no great artistic
merit they served their purpose in conveying the characteristics

of a dress. It is interesting to note that these first fashion
plates were English and not French. Soon after, similar magazines

and fashion plates appeared all over Europe.

It is important at this stage to distinguish the 'fashion plate'
from the 'costume plate'. The former indicates future and present
trends, the latter indicates garments after they have been in
fashion. An example of a costume plate would be those by

Wenceslaus Hollar in the 17th century in Ornatus Muliebris

Anglicanus, published in 1647, in which he uses fashion accessories

as subjects for his engraving (Fig. 9). An example of a fashion

pPlate would be the Ball dress from the magazine La Belle Assemblee,

1816, (Fig. 10a)

As dress became more elaborate at the beginning of the 1800s,

the women's press paid more and more attention to it (Fig. 10b)

TN
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lc. Modes de Paris, Fashion Plate (1830)

! Fig. 12. Gavarni, Fashion plate for La Gazette des Salons,
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and several publications devoted almost entirely to fashion

appeared, e.g. Le Journal des Dames, Le Journal des Dames et

des Modes. The latter was popular in Paris around the turn

of the 19th century and was the first magazine to show colour

plates of models in a simple lifelike situation, with a caption

underneath. This was emulated by the Gazette du Bon Ton when

founded a century later in 1912.

The need for women to be informed about matters of dress and
etiquette was undoubtedly increasing at this time due to the

new class of consumer emerging - 'the nouveau riche' industrialists
who rose to social prominence practically overnight. They had
plenty of money at their disposal but little inbred tast or social
'knowhow' to guide them. Therefore, the women's magazines had

a wide scope of topics to broach to guide the industrialists'

wives, and many started to supply detailed descriptions with
sketches of what fashionable society women were wearing, an important
service at a time when communications were still unreliable and

fashion news hard to come by. (Fig. 11 (a) and (bﬂ.

As the 19th century progressed the standard of illustration
improved and artists such as Gavarni, who illustrated for La Mode
in the 1830s, crystallized the romantic spirit of the period:
women with sloping shoulders and puffed sleeves (Fig. 12).

It should be emphasized that the drawings by Gavarni and his

predecessors were not designs by the artists but representations

of realised ideas created often by anonymous dressmakers. Their

function was for readers to copy them into dresses for themselves.

Two of the best known magazines to emerge in the 19th century were

Le Follet (1846 - 1900), and Le Moniteur de la Mode. I was

fortunate to have seen actual engravings from Le Moniteur de la Mode

at the Victoria and Albert Museum, London, (Fig. 11b.) Whilst
the attention to detail was superb in the engravings, I feel that
they were lacking in any real character or individual style.

Further plates from Modes de Paris (Fig. 1lc.) look as if they could

made by the same artist as those in Le Moniteur. The colour on the
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plates was very subtle and looked as if it had been applied by
hand, layer by layer, but they would actually have been produced

by chromo-lithography.

Around the 1850s social and economic changes were apparent which
reflected the beginning of the Industrial Revolution and an era
which was to greatly influence the development of the women's
press not only because of the improvement of the printing press
but also due to the women's rights movements (although the leading

magazines only made casual references to feminist activities).

Upward social mobility continued to be a factor affecting fashion
and etiquette articles in magazines, as more business men and their
wives entered the ranks of breeding. Charles Frederick Worth
(1825 - 1895) was a couturier who achieved world renown during
this period, his patronage by the Empress Eugenie elevating him

to the ranks of the rich and famous, a first for a couturier, who
up until then had been regarded only as artisans. He soon became
the dictator of fashion to the highest ranking people in Europe,
'the nouveau riche' flocking to him in great numbers for their

new wardrobes. (Onaters LEis

With the advent of the new inventions such as the refrigerator,
electric bell, electric lamp (1884) and telephone (1876), women's
magazines became popular as a selling medium and advertisements
were introduced. The Industrial Revolution brought about the
advent of the sewing machine, both industrial and domestic,

Elias Singer's machine patented in 1851, becoming the most popular
in both models. Thus the demand for illustrated magazines

increased further - Les Modes Parisiennes, Le Moniteur de la Mode

and Le Follet brought the latest fashions to the most remote
villages. As communications systems improved, the pace of change

in fashion gquickened and fashion journals came and went.

As mentioned previously, the styles of illustration at this time
possessed no individuality. Another factor which added to the
visually dull and clichéd illustrations was the need to convey

with clarity every detail of garment construction - every bow,
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button, tuck ang pleat and also the textures of the fabrics
(Fig. 14). The illustrations lacked atmosphere and re<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>