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Fashion, Market and Materiality
Along the Seams of Clothing

By Therése Andersson

Andy: [seeing Nigel holding an exclusive gowirove that! Will that fit me?
Nigel: A little Crisco and some fishing wire and'livbe in business.

The Devil Wears Prada (2006)

The aim of the ‘Fashion, Market and Materialityt8en is to let fashion / dress /
textile scholars deal with the topic from their owarticular theoretical
perspective and subject of interest. The studylathing, costume and fabrics is,
as such, a field, which crosses established boigsdaretween academic
disciplines. There are no claims whatsoever ofngjvan account of the entire
field of fashion studies, or of dealing with evarybject matter possible within the
sphere. Instead, this section brings together gerari scholarly approaches and
methodological frameworks, and by compiling thedelas the interconnections
between production and consumption of fashion aedsdare acknowledged. As
Joanne Entwistle argues: the relationships betwldrent agencies, institutions,
individuals and practices ought to be consideredafdetter understanding of
fashion and dress (Entwistle 2000:3).

This article begins with a quote drawn from thenfé comedy-dramdhe Deuvil
Wears PradaDavid Frankel, 2006). It captures Andy's (Anne hidatay) naive
hope of squeezing into a dazzling, too expensize,zro designer garment, only
to be undeceived by Nigel's (Stanley Tucci) sarcastmark. Aside from sarcasm,
Nigel's comment reflects the opinion that high fashis only available for a
select few: determined by income, social statug] bady type. Hence, the
concept of high fashion tends to become abstratuaattainable, but at the same
time fashion provides, as Entwistle puts it: ‘th@w material” of daily dress’,
pointing to the transformation of fashion into drdsy individuals (Entwistle
2000: 1ff.). In this section, the concepts of bd#shion and dress will be
considered, applied, and combined. Furthermore, dbete from the film
articulates the connecting threads (fishing wireiween the articles of this
section: the intricate business of appearancanitt materiality. As clothing is
lived and experienced, the encounters with fasimoaveryday life involve not
only the apparent questions of personal taste asthetics, but relate to more
diffuse ideas concerning our own body and identity.

Clothing in the most unproblematic sense is usegrasection against the
elements and, basically, garments embellish they,bodnceal the body, or
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display the body. In the cultural and social cotegexf everyday life however,
conventions of dress transform bodies into recaile and meaningful entities
acceptable within specific contexts (Entwistle 20@B). Dressing the body
consequently concerns dressing the social selfgrput different looks, and,
furthermore, different identities. Similarly to tlise of dress to hide or reveal the
body, fashion can be deployed to conceal or disptaydentity. By dressing in a
particular way something is said about the indigidabout gender, age, social
status, and in certain cases referring directlyatsubcultural affiliation, for
instance regarding music or sport. To dress fasiilyrand/or in accordance with
the codes of particular affiliations is simultansiyuo stand out and to stick with
the group and as Elizabeth Wilson puts it: ‘to tgm to the exclusive and to
follow the herd’ (Wilson 2003: 6), pointing to ardeadictory mode of fashion.

As the body is a site for identity, clothing hagey function in a non-verbal
communication process where appearances are rtegotigor instance, Judy
Attfield calls attention to clothing and textiles &aving ‘a particular intimate
guality because they lie next to the skin and iitht#ie spaces of private life
helping to negotiate the inner self with the outsworld’ (Attfield 2000: 121).
The materiality of garments, the cuts and compmssti are regarded as signs in
communication: as expressions of symbolic meanmigsther it is about football
strips, branding the nation, or interpretations obfaracters in a screenplay.
Clothing and textile also have the quality to evakel mediate emotions (Attfield
2000: 121), for instance the denotations of mouyitiire are grief and loss. But,
in a more complex sense, garments have in theireidgey an influence on how
the wearer feels about herself; for instance, eltbould make one feel totally
confident or totally wrong. From this angle emergesinterplay between fashion
and emotions: the affect of materiality traces btckpinions and experiences of
one's own body.

Hence, as Yuniya Kawamura points out, an understgndf fashion also
involves ‘an analysis of consumers who adopt fastaad their consumption
behaviour because the consumers participate irlyiréc the production of
fashion’ (Kawamura 2005:89). For instance, the twacof shopping is an
immediate engagement between consumers and fashtbar as an experience
visiting a store on location, browsing and touchawjual garments, and taking
advantage of the possibility to try on the favouatiites and decide if they fit or
not; or visiting an on-line store, browsing througfatic images of garments and
trying to estimate the fit before purchase. Withaé act of reception, as
Kawamura argues, the cultural production of fashisnnot complete (Ibid
2005:89). Consumption behaviour and experiencetotties due to body type are
further discussed in ‘Materialised Ideals: Sized &®auty’ by Ingun Grimstad
Klepp, Kirsi Laitala and Benedicte Hauge. Kleppithla and Hauge have studied
today's sizing systems. Their research was based wmeb survey of Nordic
consumers; complemented with in-depth interviewarket analysis of clothing
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sizes, and in-store trouser size measurementsre&ept the clothing industry is
based on systems where clothes are made in reaglgansizes and meant to fit
most people. However, as previous studies havdgabout, many consumers are
discontent with the use of these sizing systemse gimply size designations are
not accurate enough. In their study Klepp, Laitated Hauge identify which
consumer groups fall within these designations, w&hith do not. The results of
this investigation of consumer behaviour indicated a higher proportion of the
consumers who have a body shape that diverges thienexisting beauty ideals
express discontentment with the sizing systemgtagoor selection available.
Shopping and fashion retail as such opens the dfonsual as well as spatial
accessibility to designer garments, and Christopneward describes the store as
a significant staging post in ‘the trail of the guzt from design and manufacture
to the intimate realm of the wearer’. (Breward 20083). In her article ‘Retalil
and Fashion — A Happy Marriage? The Making of ahkeas Industry Research
Design’, Cecilia Fredriksson sets out to analyseStwvedish fashion business as a
narrative of different social and cultural processehe focuses on the narratives
surrounding fashion storeowner Helena Svenssonfasidon designer Filippa
Knutsson. These are used to examine the symbalgssand oppositions between
the creative entrepreneurship of fashion retaileropg a store of one's own;
fashion design; and starting an own-name line othahg. In the cases of both
Svensson and Knutsson, fashion is presented assiopathe realisation of a
dream come true, and success in a tough businas&ré&driksson points out that
the road to success differs, depending on whetberhyave to work and succeed
on your own like Svensson, or if you are born iatoentrepreneurial family with
established connections as was the case with Konut$sedriksson argues that:
‘The inherent paradoxes between design, fashiorretad have to be analysed as
different logics within different systems. Theseltatal systems produce and
reproduce different stereotype identities thatféshion industry has to manage.’
Stores offer, as mentioned above, experiencesstiida staging in everyday
life; nevertheless, the showcasing of fashion evitably associated with the
spectacle of the fashion weeks and the runway showsajor cities. As media
saturated, high profile events, the concepts oigdes collection are broadcasted,
in conjunction with a wider promotion of the cukuand creative economy of the
host cities (Breward 2006: ix). The spatial poirit departure for the article
‘Catwalking the Nation: challenges and possibtitia the case of the Danish
fashion industry’, by Marie Riegels Melchior, is @mhagen Fashion Week 2010.
Due to the event a large runway — named ‘The Werefeatest Catwalk’ — was
built for showcasing Danish fashion design. Rieddisichior understands the
case of ‘The World’'s Greatest Catwalk’ as a malieation of, and culmination
of, several years of joint industry engagement @mmark aimed at strengthening
the Danish fashion industry, as well as an oppdstdar the Danish Government
to invest in nation-branding. In the context of B&nfashion Riegels Melchior
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then examines the mobilization of the nation foshian, based on how the
relationship between fashion and nation unfoldsantemporary fashion research
and in practice, drawing attention to a current leags on national identity in

fashion design as a mark of difference and colleatientity.

Issues of national identity are also implied in tiscussion of competitive
sport and high performance textiles, as internati@uccess in championships
clearly belongs to the arena of nation branding diiference between gold and
bronze medals could, in the case of swimming, bedduction of friction drag by
just 4 per cent (Clarke & O'Mahony 2005: 144). ler tarticle ‘The Fastskin
Revolution: From Human Fish to Swimming Androidshaifer Craik follows the
debate during the last decade surrounding thekiastsvimsuit — well known
from the Sydney 2000 Olympic Games - starting frtdme dichotomy in
perception, as to whether the body suit was a pedoce altering apparatus or a
swimming costume. The story of fastskin swimsu@isaik argues, reflects some
of the challenges facing the impacts of technoliogyostmodern culture. As large
investments have been made in researching perfaemanhancing techniques
and equipment, competitive sport has been placetheatcutting edge of new
technologies that have ‘produced new fabrics axtilés based on state-of-the-art
knowledge about ergonomics, aerodynamics, anthrefrgmbiomechanics, and
other specialisations’. Craik asserts that new «kiatisports clothing such as the
fastskin has been one product of this researchtlaidthis has transformed the
nature of sportswear for competition, recreatiod as casual wear. The article
then deals with different dimensions of the imag¢éhe sport of swimming, as it
has been ‘re-mapped as a technical artefact anfl spectacle based on a
radically transformed concept of the swimming badya material object that has
implications for the ideal of the fashionable bady’

As pointed out above, many of the developments k@t been made in
technical materials — such as neoprene — werenailgi designed for sports.
Textile companies continue to invest in researctl davelopment; marketing
fabrics that combine an attractive look with goedlf where design and tactility
are integrated with properties designated to ptdtex wearer from the elements
and which are beneficial to health and well-beitjatke & O'Mahony 2005:
108f.). Tactile experiences of sports clothing ateo discussed by Viveka
Berggren Torell in her article ‘As Fast as PossiRiher than well Protected:
Experiences of Football Clothes’. Maurice Merleaan®’s phenomenological
view: ‘that we “take in” the world and experiencerselves, as subjects through
our bodies’, constitute the theoretical point opaeure. Berggren Torell has
interviewed Swedish football players — in both nseand women’s teams —
coaches, kit men, buyers of clothes, and sportcitire, about their perceptions
and experiences of football clothes. Since the hsdyth a feeling and knowing
entity, Berggren Torell holds clothes as ‘composewnf body techniques,
facilitating or restraining body movements in a enal way, but also as creators
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of senses like lightness and security; in both waflsencing the knowledge in
action that football playing is’. The content oetmterviews is further discussed
in relation to health issues concerning both bodiig psychological well-being.

Tactile experiences of dress also play a part imstGme Cinema and
Materiality: Telling the Story of Marie Antoinettdrough Dress’ by Therése
Andersson. Instead of examining how certain filmséinfluenced the fashion
scene, or studying film stars as fashion icongomsidering how dress operates in
relation to stardom (Moseley 2005: 1ff.), Andersserperiments with a
materiality based approach for analysing film nées through costumes. Sofia
Coppola's filmMarie Antoinetteg(2006) serves as the empirical starting point and
Andersson argues that costumes, on a symbolic, lexeek as agents: focusing on
the interdependence between costume and intenpretaif the screenplay's main
character. Crystallizing costume as a significaatdre for reading the movie, a
theoretical notion of costumes and materialityxplered. This notion is further
developed in relation to stylistics constituteceasotions materialised in costume.
As costumes are the main object for analysis, theudsion immediately centres
on costumes created by professional costume desidoethe two-dimensional
format of the film frame; costumes made for the reatnfor a specific narrative
and aesthetic expression.

The different takes on fashion and dress in theSeles, the varying topics
analysed and the research questions discussed,ndeate the multi-faceted
subject of fashion and materiality; the continuanterrelationship between the
global and the local, between the exclusive and rtuendane, between high
fashion and everyday practices of dress. And, @aofening quotation fronihe
Devil Wears Pradallustrates, the sometimes all too familiar dilemradoration
of a fabulous dress, and the harsh knowledge offihdBecause clothing is lived
and experienced it generates feelings and emotionshe wearer. As a
consequence the contradictory mode of fashion temttsing about ambivalence
in responses to dress:

Fashion is ambivalent — for when we dress we wesaribed upon our bodies the
often obscure relationship of art, personal psyaimland the social order. And this
is why we remain endlessly troubled by fashionawdr to it, yet repelled by fear of

what we might find hidden within its purposes, nesly the enigma of its Mona
Lisa smile. (Wilson 2003: 247)

Do you dare to open the doors and step into thenobe?

Therése Anderssonis currently employed at the Department of History
Stockholm University. Her doctoral thesis in Cine®tdies is entitledeauty
Box: Film Stars and Beauty Culture in Early 20thn@ey Sweden(2006)
Andersson is currently working on the researchegmtdyelcro, Button, and Zip:
Power and Materiality during Styling and Dressjniginded by the Bank of
Sweden Tercentenary Foundati@amail: therese.andersson@historia.su.se
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Materialised Ideals: Sizes and Beauty

By Kirsi Laitala, Ingun Grimstad Klepp & Benedidtauge

Abstract

Today'’s clothing industry is based on a system wlobothes are made in ready-
to-wear sizes and meant to fit most people. Studiage pointed out that
consumers are discontent with the use of thesersgstsize designations are not
accurate enough to find clothing that fits, andedént sizes are poorly available.
This article discusses in depth who these consum&rsand which consumer
groups are the most dissatisfied with today’s giagstems. Results are based on
a web survey where 2834 Nordic consumers respomdedylemented with eight
in-depth interviews, market analysis on clothingesi and in-store trouser size
measurements. Results indicate that higher shdrdse aconsumers who have a
body out of touch with the existing beauty idealpress discontentment with the
sizing systems and the poor selection availablgaalicular, large women, very
large men, and thin, short men are those who expegiless priority in clothing
stores and have more difficulties in finding claththat fit. Consumers tend to
blame themselves when the clothes do not fit thedies, while our study points
out that the industry is to blame as they do notpce clothing for all customers.

Keywords: Clothing sizes, beauty norms, labelling, finishgdods, obesity,
clothes shopping, clothing norms.
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Introduction

Dressing requires finding clothes that fit our esdand the way we look, as well
as the society and occasions we are part of (Eméw2900: 8; Klepp & Bjerck
2010: 94). The fit of a garment contributes, amotiger things, to the confidence
and comfort of the wearer (Alexander et al. 2005:Kepp 2008: 13). As we will
show in this article, a complex interplay betweéygical and mental structures is
critical for the possibility to appear well dressed

Today’s apparel industry is based on a system wtletkes are made in ready-
to-wear (RTW) sizes. The industry faces challerageRTW clothes are supposed
to fit a variety of bodies while at the same tinaancing economic and practical
limitations in production and profitability. It sostly to produce clothes in several
different sizes, and therefore the industry coneges the selection of sizes to fit
the target customer groups. This means that tharapmdustry has to prioritize
some customer groups over others. Thus, it istefast to study which consumer
groups have the most trouble finding clothes thahéir bodies and preferences.
Further, we want to explore the reasons for appaegiufacturers’ priorities and
resulting consequences for the consumers. In aaeénvestigate this, a web
survey was conducted in three Nordic countriesplampented with qualitative
interviews with selected consumers. To obtain mi@iion about the clothing
sizes, trousers were measured in a variety of idgtstores and market analysis
on the availability of different sizes was perfodne

Development of Size Designation Systems and Readg-Wear Clothing

Ready-To-Wear clothing has existed since the imdistevolution. Previously,
clothes were made to fit each individual eithertly wearer themselves, family
members or professional dressmakers or tailors.fifbiegrading systems were
the proportional dressmakers’ systems used betd@28 and 1838. They used a
single body measurement, such as bust measure,Vituoh the other pattern
dimensions were then graded in equal proportiomdwKll 1979: 20) These were
based on tailors’ experience and not on sciengéifithropometric studies. Wars
during the eighteenth century resulted in expandimgies and the production of
large quantities of uniforms, which created thedneé systemized size grading
and resulted in statistical information about memdgly measurements (Aldrich
2007: 6). Between 1939 and 1940, the first largdesscientific study of women's
body measurements was conducted in the US (O'Bri€heldon 1941). During
the first half of the twentieth century, Britistzisig was often organized by 2 inch
division in the bust, waist or hip size and setsiak designation codes such as
SW (small woman), W (women’s size), OS (outsize] XDS (X-outsize) were
used. Average women’s size W would be fitted for386inches bust. Some
British manufacturers adopted American methods whlmer coding, such as
women’s sizes 10, 12, 14. Already then the differ&me designation systems
were considered confusing, and efforts were madeerater part of the twentieth
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century, both in the US and Europe, to developdstatized sizing through body
measurement surveys and the use of statisticaladet(Aldrich 2007: 41). The
first scientific size charts were published by tBetish Standards Institution
(BS1), including a set schedule of code sizing tesla directly to body

measurements in 1953. In the US, the first standhthing sizes, CS 215-58,
were published in 1958 (US Department of CommerE®velopment of an

international sizing system for clothing startedlB69 and the first international
standard for clothing size designations, includinigfinitions and body

measurement procedures, was finally published i7719ISO 3635). The

European committee for standardization has adoptetbdified version of this
standard in to their work (EN 13402-1 2001) anchasv working to develop a
new European size designation system (prEN 134024y have experienced
problems in reaching a common size code; it hasetanformative and indicate
sizes accurately, but at the same time not too toated for the consumers from
different nations to understand or for the appisuchlistry to use.

. %A
EF 42 D 4017 46) p 47
Ush 10 MEX 9 UK 14 &Mﬁ

il
i
ity

Figure 1 Clothing size labels use several diffestrs designation systems

Fit Problems with Size Designations

Several studies have shown that there are digmntithin clothing sizes used
today. The most obvious disparities are the nalitaieelling differences between
countries. Chun-Yoon and Jasper (1993: 28) andit/etval. (2005: 75) found
that there were significant differences even thocigthing would have the same
size designation. To overcome this problem, intgonal clothing chains often
give several size designations in the same labgu(& 1). The sizing differences
are not only a problem within the international keds, but also on a national
level, as great disparities can be found withinesizSeveral studies have
demonstrated this by measuring both women’s and’'smteousers (Sieben &
Chen-Yu 1992: 80; Kinley 2003: 23; Faust et al. 007; Laitala et al. 2009: 21).

Schofield & LaBat (2005: 2%)ave studied 40 graded patterns and size charts for

women from 1873 up to the year 2000 in the US anihd out that they were all
different. Rather than taking into account the tssiuom anthropometric studies,
they mainly use the proportional grading systenmsilar to the ones tailors used
before anthropometric data was available. Sombaeptoblems are, for example,
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that the different height groups recommended byrapometric data are not
taken into account and the vertical and length omeasents increase as the girth
dimensions increase. Therefore, short or tall woarerforced to select a fit based
on either their vertical or horizontal measuremeiisl.).

More than ever before, the apparel industry isdaggh customers occupying
a larger spectrum of sizes due to both migrati@mfdifferent cultures and an
increase in weight and height of the average westensumer. Today, more
people are considered overweight or obese thaarireetimes (WHO 2006: 1).
In the later years several comprehensive, natiandiropometric sizing surveys
that utilize the new body scanning technologiesehbgen conducted (Meunier
2000: 715; Ashdown & Dunne 2006: 123; Bye et al0o&074; Connell et al.
2006: 84). According to Meunier (2000), the usdloEe-dimensional landmark
coordinates for body type is superior to the usei@umferential measurements
in predicting clothing sizes. The studies indicthiat the population has changed
considerably during the last decades; for examgple, average waist girth of
British women has increased by 15 cm since 19521yBwtrics 2005: 3), and
38% of women and 44% of men are either overweigltb@se. This means that
most old size charts are out dated, and the inier& clothing industry is in
demand for more international, standardized satstifChun-Yoon and Jasper
1994: 81; Stylios 2004: 135).

Today, many consumers express frustration oversiiag systems and the
incorrect use of the system. Several consumerstréponeed to actively seek out
different apparel brands in order to identify branldat sell clothes that fit their
body size and type (LaBat 2007: 103). Such frusinais typical of how sizing
systems are experienced today; it is complicatdohtbclothes that fit the body.

Two contradictory explanations for intentional sgivariations are offered:
The most common is so-called ‘vanity labelling’, ialh means that the garments
are labelled smaller than they actually are in ptddlatter the customers as they
fit into a smaller size than their ‘real’ size (kay 2003: 21; Ennis 2006: 30). The
opposite to this is the claim that fashion manufeasts only produce clothing in
small sizes and mark the sizes too large as a tmagkadvantage for clothes that
should only fit thin ‘trendy’ bodie$,Other explanations give more coincidental
disparities, such as the use of different sizenfibdels, size statistics from
different resources, and the grading from the fibdel to the other sizes
(Workman 1991: 34; Ashdown 1998: 324; Kinley 2008). The anthropometric
data that may be used as a base for size tablesorae from many different
sources. There are variations between the decad#@ens, as well as company
specific adjustments to fit for a specific custortagget group.

The fit of the garment is dependent on more dethis the basic size. As
Ashdown (1998: 324) points out, the size tablesadien based on two or three
body dimensions such as bust, waist and hips. Thpoptions and distances
between these body measures vary greatly betweemdividuals. It has been
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shown that only 47% of the US female populationtig medium hip category,
which is defined as hips being 2 inches greaten titne bust (Cooklin 1990).
According to UK’s national sizing survey performed2004, 60% of shoppers
have difficulty finding clothes that fit (Bodymets 2005: 3; Treleaven 2007:
113). It has been shown that the customer grougishthive most problems are
mainly women, especially those who need largesssiznd the elderly
(Chowdhary and Beale 1988: 783; Peura-Kapanen 2PP0Colls 2004: 593;
2006: 537; Salusso et al. 2006: 96; Hauge 2007: A5tudy of senior citizens
showed that 61% expressed a definite need for &pszing, and 92% mentioned
at least one body location that caused fitting |enmis with ready-made clothing
(Richards 1981: 265). Attention has also been dreoatisabled users who have
problems to find suitable clothing, not only duestpes and fit problems but also
regarding shopping possibilities and service at dtwres (Thorén 1996: 389).
Wearing the right clothes with a good fit contriésitto the confidence and
comfort of the wearer both physically and sociaBging inappropriately dressed
for an occasion can cause feelings of awkwardnedsvalnerability (Entwistle
2000: 7). Therefore, everybody should have a pdggito dress appropriately.

The contemporary western female beauty ideal igacherised by facial
attractiveness, thinness, and fithess (Freedmad: 138 Hesse-Biber 1996: 4;
Lennon 1997: 63; Thesander 1997: 201; Rudd & LenR@@0: 152). This is
described as ‘the cult of thinness’ (Hesse-BibeB61911) or ‘tyranny of
slenderness’ (Chernin 1981: 83; Bordo 2003: 33)ckvlare reported to increase
the stigma of being obese and to create body difsetion in increasingly
younger age groups (Williamson & Delin 2001: 8@)addition to the importance
of female beauty ideals, an increased attentionbkeas reported on male bodies
(Mishkind et al. 1986: 112; McCaulay et al. 198813Dworkin & Wachs 2009:
33). Professor of law Deborah Rhode writes aboetalBy bias’: discrimination
and prejudices based on appearance, especiallyshgaierweight people (Rhode
2010: 29).

As the review of beauty ideals has shown, somepgron particular rely on
good clothes in order to achieve confidence, cotnéord respect. The studies of
sizes have indicated that some consumer groupmaene exposed than others and
more often encounter trouble when trying to findtetale clothing. It has also
been documented that there are variations witlothirlg sizes. However, we are
lacking information concerning the connection betwéhese themes, a further
analysis of the reasons, and the consequencdsef@onsumers. Also, most of the
cited literature is based on studies made in theoU# the UK; therefore, we
wanted to study this in a Nordic context.
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Knowledge Sources for Sizes, Clothes, Labelling, &@e's
Thoughts and Bodies

Our research questions are: Which consumer groape most trouble finding
clothes that fit their bodies and preferences, ahdt are the implications of
today’s sizing systems for consumers? Figure 3tilaies the approach we have
applied for answering these questions. Consumelsas, experiences, and
opinions are symbolized by the thought bubble. Thnan symbolizes the
physical body, the trousers indicate garments,thadize labels indicate the size
designation given for garments. We have examineddlationship between these
four elements by several different methods: a comswsurvey supplemented with
in-depth interviews, market analysis on availapibf sizes, and in-store clothing
size measurements. The consumer survey gave inioorman the relation
between clothes, body, and labelling as the consuiemperience it. In addition,
some in-depth interviews were conducted in ordeskitain more profound data
than could be supplied by the web survey. Markse¢aech of size selections and
in-store clothing measurements contributed with orimfation about the
relationship between size codes and clothing measuas well as on the
availability of sizes. The on-going standardizatwork focuses on the same four
elements, but the working group concentrates onsibhe designations and the
results from anthropometric studies.

Methods 1 and 2: Method 3: Size
Survey and measurements at

Interviews Thoughts, stores

b

Garment size
measure

SIZE CODE
S$-36-27"-10
Physical body
size and shape Standardization work

Figure 2 Relations between the four research aedshe research methods used to
study them
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This paper discusses mainly the first methods de=strthe consumer survey and
in-depth interviews, giving information on how thensumers relate to clothing
sizes and size labelling. In addition, some findinjom the trouser size

measurement study are given. More information abwiproject can be found in

Laitala et al. (2009].

Method 1: Quantitative Data

Data of consumers’ experiences and opinions comggralothing sizes, size
labelling, and perception of the body was colle¢tedugh a web-based survey in
three Nordic countries: Finland, Norway and Swedére questionnaire included
respondents’ social background, information andqmal opinions of their body
types, experiences with clothing purchases inclydhe search for the correct
size, fit and style, as well as experiences wiffetBnt size designation systems.
All of the questions had alternative answers that trespondent could tick off,
complemented with a comment field. Each quotatromfthe survey is presented
with a code that gives information about the resieos: Nationality, gender, age
and reported letter size; e.g., Norwegian femdiesize XL.

Respondents were recruited through three chanmaldia publicity, a Finnish
consumer panel, as well as private and work-relatedacts through e-mail lists
and web pages. A total of 2834 people completedmvisle questionnaire, but the
distribution between the three countries was vergven. Most respondents were
Finnish (1958), followed by 497 Norwegians, 331 8Ses and 48 replies from
other countries. The Finnish dominance may be chbgethe use of a Finnish
consumer panel and a high level of media publicity.

The background variables for the respondents agsepted in table 1. The
values are given as percentage for each country.cikes are not weighed. The
distribution of respondents is uneven and evidetisninated by females (81%).
The two youngest age groups are overrepresenteahiparison to the average of
the adult population, and the oldest age groumdetrepresented. The 60+ group
consitutes 27% of the total population, but only B¥the respondents. The
majority of respondents has higher education aresleither in the capital city or
another large city.

Due to the selected recruitment methods, the redeidata is not representative
of the whole population. All of the respondentswiikered to take part in the
research, and it is assumed that their participathay be caused by a special
interest in the subject, with the exception of dwmsumer panel in Finland. In
addition, a web-based questionnaire excludes relgme that do not have access
to the Internet. Therefore, the results cannot beerplized for the entire
population of each country or for comparison betw#ée countries. However, the
large number of respondents can be compared with ether in the sample and
the sample can be viewed as an example of consumirs Nordic countries.
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BACKGROUND VARIABLE S Finland Norway Sweden
N=1958 N=497 N=331
Sample Population Sample Population Sample Population
[%] ] [%] ] %] ]
GENDER
Male 21 49 16 49 9 49
Female 79 51 84 51 91 51
100 100 100 100 100 100
AGE GROUP
15-24 years 21 15 17 16 16 16
25-39 years 41 22 49 26 42 23
40-59 years 30 35 28 33 33 32
>60 years 8 28 6 25 8 29
100 100 100 100 100 100
EDUCATION
Primary and lower secondary school 10 33 6 28 < 24
Upper secondary education 37 40 17 43 25 50
Higher education (university or college) 49 27 76 26 65 24
Other < 0 1 4 6 2
100 100 100 100 100 1000
EMPLOYMENT STATUS
Employed (full or part time) 62 69’ 73 75 74 75'
Unemployed 2 6’ 1 51 1 2
Non working (retired, homem aker etc) 13 - 7 - S -
Student 2 19° 17 15° 18 18°
Other 2 - 3 - 3 -
100 - 100 - 100 -
AREAOF LIVING
Capitallarge cty 66 - S6 - 60 -
Medium/small city 25 - 23 - 26 -
Villa ge/countryside 9 - 21 - 14 -
100 - 100 - 100 -

1) Figure gives percent of em ployment status oftotal population aged 16-64 years.

2) Figure gives percent of students oftotal population aged 15-74 years

Table 1: Respondents divided by background varsafpieen as a percentage of each
country and compared to population (15 years artkrpl(Nordic Council of
Ministers 2007: 61, 63, 124, 128, 138)

Method 2: Qualitative Data

The survey was subsequently supplemented with pbhdieterviews in order to
gather information about Norwegian customers’ eigoeres with the size
labelling systems: How do the customers keep indornand how do they
comprehend today’s labelling systems? What is ceghias problematic when it
comes to buying clothes and how do they adapt their shopping habits to the
size labelling system?

A half-structured interview guide was used where tibpic was fixed but not
the order of the questions. The questions weredtatad in a manner that made
the informants describe and reflect on their exgpexeés with the size labelling
system in the form of a conversation. We were Iogkfor comprehensive
descriptions and experiences from customers whe gt challenges when
shopping for clothes. The informants’ experiencés whe size labelling system

26 Culture UnboungdVolume 3, 2011



Culture Unbound
Journal of Current Cultural Research

will be presented together with the quantitativetarial in order to better
understand and to exemplify the survey results.

Our intention was to interview people with atypi¢cady types, which may
constitute an additional challenge when shopping diothes. Two examples
would be large or unusually tall persons. We wesgeeially interested in talking
to men because 81% of the respondents to the tptardi survey are women;
consequently, men’s experiences have been lesminfied by the web
guestionnaire. First informants were recruited tores that specialized on
clothing for large and tall men, but this turnedt aa be unpractical as the
customers did not have the time to talk, and loudimmade it difficult to record
the interviews. Therefore, the scope was widenetiaformants were recruited
through colleagues and friends by ‘word of mouffhe qualitative material
consists of interviews with eight people aged 21y&&rs.

Method 3: Market Research and Clothing Size Measumaents

59 clothing stores in the capitals of Finland, Nayvand Sweden were visited in
order to study the availability of clothing in ddfent sizes and to measure the
relationship between clothing size designation taedactual measures. In order to
find out which sizes were available in the diffareshops, we asked sales
personnel at most of the visited stores, and chlibdke studying the clothing
selection available. The dimensions of 152 differeausers were measured in
two sizes, giving a total of 304 trousers. Trouseese selected for measurement
because their form is more homogeneous than mbst garments, such as shirts
that come in many different shapes and fits, whohild make it very difficult to
find points of comparison. Trousers are also usethdih men and women, and
they are easily found in most clothing stores. Maofkthe earlier size and fit
related studies also refer to trousers; thesehagarments that consumers report
having most trouble finding a suitable fit (Sieb&Chen-Yu 1992: 76; Kinley
2003: 22; Shin & Istook 2007: 142). We collectetbrmation on actual sizes,
sizing systems, the relationship between theseeritanand the sizes that were
available in the stores. We aimed for a balancettidution of different store
categories and selected stores based on sevemhgiars, such as country of
origin, type of chain, client target age group,dgmand price level.

The measurements include trousers in size categemell (S) and large (L), or
in matching sizes in corresponding size designasigstems. This was done in
order to see the difference between the sizesmitie same model, as well as to
be able to compare different models with each otMEasurement points for
trousers were waist, length of the leg (both irareat outer seam), thigh (measured
at the widest part of the upper leg), and lengtBazit seam. Some of the trousers
are excluded from the size comparison because lhobadels were found in
correct sizes, and some materials were flexibld, tarrefore, the measurements
became too uncertain.
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Availability of Clothing in Different Sizes

During the market research the personnel of vistiething stores were asked
which size range they had available. Often, thegrarel had problems answering
due to several reasons. One was that they usedabeléerent size designation
systems and did not know which system to refeilte three most common size
designations systems for trousers in Nordic starese numbers such as 36, 38,
40, waist measure in inches (especially for jeaas)l letter sizes such as S, M
and L. In addition to these three, we found sevettar designation systems, such
as centimetre sizes for men, codes like 1, 2, 3n@mumbers used in the UK or
the US. Another obstacle for the store personnadraegneing exact smallest or
largest size was that the stores took in diffesezes in different clothing brands
and could have a small selection of clothing thas wold in larger sizes than most
of the assortment. For example, some jeans storegting women had only up
to size 30” in basic assortment (correspondingpiar@ximately number size 40),
but had some jeans types that were sold in a caf@ees larger than any other
jeans in the store. According to the store perslotiinelimited selection was not a
problem because larger sizes were available inbthes’ section where bigger
girls could choose some trousers that were coresider have a unisex fit.

The availability of sizes varied, especially actogdto the store size. Smaller
stores do not usually have a large stock of eamlsér type and not many sizes
are included in the selection. The largest avalate in these stores for women
was often 42. Some stores for women had a cloth@lgction for larger sizes
(usually starting from size 44) located in a sefgasection of the store. These
were typically the Nordic chains such H&M, KappAh| Lindex and Seppéala
The models that are sold in these sections ar¢gheosame as those sold in the
section for sizes 42 and below. Some stores, ssc@ubus had a different
approach and a wider size selection up to sizef4Beosame garments that are
sold in small sizes.

Sizes between 36 and 40 are easiest to find foremoiBize 34 can be found in
some places, whereas size 32 is quite rare. Fgebgzes it is quite easy to find
size 42, and 44 is not too difficult either, excémt high-fashion stores where
these sizes were often not available. Size 46 agdeb are mainly sold in
specialized stores or separate departments witienchain stores. Mail-order
companies often have a wider selection in largegssiWwhen the sizes are labelled
with letter sizing, it is often easy to find sizestween XS and L for women, a bit
more difficult to find XL, and even more rare todi sizes XXL or larger. For
men, it was more rare to see size XS than XL, akt Was quite common too, at
least in stores targeted for adult customers abiwwage of 30.

Survey respondents selected which size they usually The distribution of
sizes is given in Figure 3. The same figure indisaivhich sizes are usually
available at stores; the red limits are used fomew and the blue for men. This
shows that, particularly, the availability of largees is a problem. This figure
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does not take into account the different fits tméght be required in addition to
the basic size. A large athletic male informantwitoad shoulders described his
problems for finding fitting clothes:

Well you're talking to us big guys, so for us inist always easy to find sizes that fit
in Europe, so | buy most of my clothes in the LAB.XXL in the U.S. might fit me,
while XXL in Europe is far too small. [...] When ibmes to large sizes here, they
are not intended for the body shape | have..nfgbing to buy clothes they are too
narrow on the shoulders and very big here (arotedwaist). [...] Also, | use a
tailor, a Thai tailor who makes suits, and shit$ho measures me. [...] If the sizes
were more uniform and predictable, | would likebtay clothes online. (Norwegian
male, 39, size 3XL)

40 % -

35 %

30 %

25 %

20 %

15 %

10 %

5%

0% 4

o na j
XXXS XXS S vt
Y Y

Women's available sizes Men's available sizes

XXL  XXXL >4XL

Figure 3 Respondents’ reported size in letter cadd the most typical size
availability at stores. N=2733

We saw clear differences between the genders wherréspondents reported
their ease of finding clothing that fits. Figuren#hlights that men and women
have different opinions when it comes to the pabitof finding clothes that fit
their body sizes and body shapes, as well as desired styles. Over 50 percent
of the men think it is very or quite easy to findthes, while 37 percent of the
women think the same. However, there is a greérdifice between respondents
with a BMI below and above 25. As depicted in figgdr, men’s experiences are
similar to those of womens’: men with a BMI below @onsider it easier to find
clothes that are in accordance with their own stgledy shape and size. When
looking at age-related experiences, older womed finmore difficult to find
clothes that fit their style than young girls. Foen, there is no significant
difference between the age groups. The 22 % ofwmight women that have
trouble finding their size corresponds well to tir@sion in Figure 2, where about
20% falls outside the basic size selection of store
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Is it easy for you to find clothes that fit your style as well as size and shape?

70 %

60 % -

50 % -

40 %

30 % A

20 % A

10 % +

0% A

Female Female

Normal or underweight Overweight or obese

@ Yes, very or quite easy
B No, have to use time to find something that fits
0O No, the style | like is almost never sold in my size

Figure 4 Ease of finding clothes that fit desirgdes as well as body shape and size

by gender and BMI. Percent. (N = 2567)
Body mass index is used as a criterion for medidarvention for obese people
and has been criticized for being inaccurate deat not differentiate between fat
and muscle (Jensen 2007: 53). With this in mind,haee in addition to body
mass index also worked out another way of estirgdtimdy types. We asked the
informants to report the clothing size they usualse and to describe their
bodies’ height and build (weight) in comparisorate@rage build and height.

Difficult to find clothing that fits

G WMele 87% 87%

B Female

°7%61%

Average
height

Thin

Average
height

Average
height

Normal body type Large/round

Figure 5 Percentage of respondents that have wiffis finding clothes in desired
size and style. Percentage of each body type catdgo gender. Percent. (N =
2770)
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Figure 5 emphasizes a correlation between ‘norb@ly type and ease of finding
clothes according to style, body shape and sizdedvaith normal weight and
height and women that are thin with average hergport finding clothes the
easiest. Over 80% of the females who describe thless as larger/rounder than
average do not consider it easy to find clothedependent of height. We also see
a similar tendency with large males, but in additihe tall men stand out.
Another category of men that report difficultiesfinding clothing are thin and
short men. The highest percentages of dissatisfied are among those who are
either short or tall. Women are, in general, moresatisfied, and the most
dissatisfied are the ones that have round or laogly types regardless of whether
they are short, average height, or tall.

Many of the respondents on the web survey had chdsewrite in the
comments fields. The comments show with all possidarity that many are
provoked by the difficulties to find clothes thait hoth due to bad labelling or
because the fact that the size is not availablallatThe comments alo made it
clear that the location where the clothes can baddas meaning for consumers.
This is true whether it is adults who need to bidskclothes or women that have
to buy men’s clothing. Separate departments or stioplarge people increase
availability but does not necessarily make the pase situation pleasurable:

My size is exactly the smallest size in the chaores’ ‘fat-department’, which
gives, to say the least, a very limited range.n st forget about the brand and

youth stores. Unfortunately, it seems that all hd@eotten that women have
breasts. | never fit in the clothes and I'm sodiréSwedish female, 32, size varies).

The others implied that they can find their sizesnot in the styles they want due
to poor selection. One Norwegian respondent desdriee had trouble finding
clothes for special occasions, especially ‘...Othantypoutfits except dark suits.
No cool clothes are produced for fat people.” (Negian male, 50, size XXXL).
The shopping will affect the mood and body imagegatieely when customers are
not able to find any clothing that fits. This waesdribed by several respondents.

Clothes are used to highlight and decorate the Jbadywell as to hide it.
Clothes have a double purpose as they reveal aspulagli at the same time
(Hollander 1993: 3). However, when clothing adviEgiven for dressing large or
round bodies the clothes’ ability to hide and rezltiee body is emphasized. Dark
colours and matte surfaces combined with verticedsl are the techniques for
achieving this (Klepp 2010)

| often end up feeling like having a style of ad blag, because I'm plump around

the middle and there are no sexy clothes in biggess! If you're fat, you must look
awful, it seems! (Norwegian female, 43, size XXL)

While ‘everything is permitted’ on the thin andridy bodies, larger people are
discouraged to use many different types of clothimgjuding certain colours,
contemporary styles and fashion items, as welllathiog that reveals the body
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(Klepp 2010). What the magazines and etiquette $@uktray as good advice is
materialised in the limited selection in the readywear market.
Also big women want beautiful clothes, not just sotheer barrel covers’ For
example, in Prisma [Finnish department store] they supposed have big sizes.
When you see the selection, you get really disapedi In smaller sizes you can
find a lot of colours, but in my size only gloomyolwns. (Finnish female, 58, size
XL)
In clothing advice literature an equal sign is plddetween young and slim. A
similar assumption affects the market. This makgmaiticularly difficult for the
young and large. They can choose between two wilysiong ‘wrongly dressed’;
either wrong in relation to their age or wrong @fation to their body (Klepp and
Storm-Mathisen 2005: 337). Young women may them tie&t the only correct
thing to do is to change one’s body, as the follmwiespondent concludes:
Especially when buying jeans all seem to be toollsmad | have to look for my

size at the big girls’ department together with shées personnel. At that point, the
only option seems to be dieting. (Finnish femalg,s2ze S with wide hips).

The problem of finding clothes that fit does notydmave a practical dimension; it
also has deeper effects and influence on the caarsunself-esteenilhe
frustrating search for appropriate clothing and ofsenflattering garments are a
constant reminder that the individual does not ntkeetexpectations of what is
considered a beautiful and successful body type.

Another point of dissatisfaction concerns the deeelling systems’ lack of
relevant information. Numerous respondents comndente this matter, saying
that the length of trousers should be included hia size code more often,
indicating whether they are short, normal or IoAfs0, indications for different
body types were highly desired.

Problems with Size Designations

The results from in-store trousers’ waist girth si@aments show great variations
in waist size between trousers that should be dngessize according to the size
designation. A variation of over 15 cm in circungiece was found in all four
categories (small and large sizes for women and).nidére greatest variation can
be found in large sizes for women; a total of 21. édmsome cases trousers
labelled size small have wider waist girth thanusers labelled size large. It
shows that a size medium will overlap both smadl Emge sizes to a great extent.
These results are similar to the findings of Kin{@p03), who reported 21.6 cm
variations within a size 4 trousers’ waist measw@ein

Measurement results correspond well with the suresylts. Over 98% of the
respondents experience variations in clothing sieiser very big differences or
a least some variations. Less than one percenteofdspondents say they can
always use the same size. The majority of womenp@@bent) say they find big
size differences between different brands or stombereas the majority of men
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(51 percent) only find some variations. Most resfmris don’t care which size
designation system is used, as long as the clothzgg are consistent. There is a
lot of frustration over the sizes and sizing diieces, and several consumers
comment on the impossibility to buy anything withdoying it on first; some
even say the size designation is not even instreietihen trying to find clothing
that fits. Many respondents also comment that thessvary even within the
chain/store:

| always try clothes on. | can never go into aetand look at the size and then

know that it will fit. And it's also because | thirthat the same number is not the

same... Even within the same brand and same stotehBleame pants, but like if |

take one pair of pants, and another next to ifedéht model, then one of them fits

and the other does not. Even though they haveatme 88 or 36 or 40 or whatever.
(Norwegian male, 38, size XL)

Another point of discontent is the confusion betwte different size designation
systems. Consumers feel that it is often diffidoltinterpret or distinguish the
different codes from each other, and it is veryfasimg when one garment is
labelled with several different systems.

A wish to be Thinner

It has been reported that some consumers usergo#is a tool to measure and
control the body size (Colls 2004: 588; 2006: 53®jerefore, it is likely that they
prefer to use small size designations rather taegelones. In order to study this,
we asked if the respondents have sometimes bolgghing that was too tight
because they are planning to lose weight. The idivief answers is presented in
Figure 6.

These results show that women are more likely tp dusmaller size than
needed, as well as the overweight and obese resptmdVe did not specifically
ask the reasons for these purchases, but basdie amomments there were two
main categories; psychological and practical reas®he psychological reasons
included respondents that preferred to select thaller size when possible in
order to feel slimmer or smaller: ‘When the bigbig and the small is just a bit
too small, you get tempted to buy a smaller onpe@aslly if the clothes at big
girls’ stores are too big and too expensive’. (BBhrfemale, 42, size XL). Other
respondents reasoned the act as a goal to losatwéigometimes buy a bit tight
garment (especially if it is a really nice one)get a goal for losing a couple of
kilos’ (Finnish female, 56, size XL).
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Percentage of respondents that have sometimes
bought too tight clothing on purpose

70 % 65%

60 %

50 %

0, 279
40 % 35 %

30 %

20 %

9%

10 %

0 %

Male Female

I @ Normal or underweight B Overweight or obese

Figure 6 Respondents that have sometimes boughtigbb clothing on purpose.
Answers divided by gender and BMI. Percentage. B&12

Some respondents said they felt they had no opéisrnheir own, bigger size did
not exist: ‘I have, but because it has been thgdsgsize. One size bigger would
have fitted better, but | did not find anything eél§Swedish female, 53, size
varies).

Several respondents also commented that they had dobefore, but had
learned from that mistake and did not do it anym&eme, also, had too small
clothes from before: ‘Why would | buy too tight thes when my wardrobe is full
of them from before?’ (Finnish female, 44, size XThese comments indicate
that several of the consumers wish to fit into aléen size, and even retain their
old clothing that is too small in case they managese weight.

Double Pressure

There is a striking correlation between the ide&lseauty and the findings of the
survey. The results reveal that women in generak hea harder time finding
clothes that fit their style, body shape and sisatmen do. Older women find it
more difficult to find clothes that fit their styldan younger women. However,
Tiggemann (2004: 38) has shown that the importasfcappearance including
body shape and weight decrease as women age, giithmdy dissatisfaction
remains rather stable up to an old age. The fonuseauty is stronger for women
than for men and visible aging is interpreted agatige in relation to female
beauty (Rhode 2010).
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The availability of sizes varies between clothitgras, but there is a very clear
tendency that an increase in body size makes iemdifficult to find clothes that
fit, more so for women than men. For men, the caieg with most trouble
finding suitable clothing are small men using SX&&'S, the very tall, and the very
large. The consequence of poor clothing selectsothat consumers can’t get
adequate clothing in many clothing stores. Womengusizes 44 or larger often
have to go to special stores for large sizes carsép departments in chain stores.
Girls that use over 32” jeans size may have tothey jeans in men’s department
if they wish to buy their trousers in jeans stoagmed at young people. These
findings support the earlier studies that the redpats who use bigger sizes are
less satisfied with the available clothing selati@md existing sizing systems, and
hope for a better functioning system (Chowdhary g&al® 1988: 783; Colls 2004:
593; Hauge 2007: 67).

When observing the consumer groups that reportetiniy clothes the easiest,
significant differences between the genders casedea. Women who are thinner
than average found it easier to find clothing tiveomen of average weight,
whereas for men it was easier for those in the abmeight category. The beauty
ideals of today are different for men and womeno@an 2008: 9; Rysst 2010:
22). As for the height, the opposites of tall med short women are favoured as
ideals when selecting partners (Nettle 2002: 1938nrt men are considered less
attractive and regarded as having a lower statackédn & Ervin 1992: 441).
Several studies have shown that the female bede®l has moved toward an
increasingly thin standard (Garner 1980: 489; $di@n et al. 1986: 895; Groesz
et al. 2002: 2; Cortese 2008: 36). The ideal bamtynien is different, as men
should be normal weight but preferably well ton&tishkind et al. 1986: 105;
Mort 1988: 201; Wienke 1998: 255). These resultcate that it is easier to find
clothing that fits for consumers whose bodies nwosely resemble the beauty
ideals.

When examining the beauty ideals and gender sigrestit seems the fact that
small men and large women have a poor selectiatotties is not a coincidence.
The poor clothing selection could be interpretedjiasg lower priority to large
female consumers who differ from the ideals, sitlee clothing selection is
narrower and models are different than clothes sokimaller sizes. The groups
concerned are also those who have the greatestuttifs in appearing well-
dressed even when they find clothes that fit tls&ze. Dressing a body that
deviates from current beauty ideals is more diffitian dressing the ideal body
(Entwistle 2000) Appearing well-dressed, modern, cool, etc., idf@mmatic even
if the clothes in themselves are ‘right’ and fiethbody size. In today's women's
fashion the relationship between the body and tb#hes is crucial. It is on the
slim female body that clothes appear ‘right’. Atetlsame time, a body in
accordance with current body ideals will easily gerceived as beautiful and
modern, regardless of whether the clothes are (KpStorm-Mathisen 2005:
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327; Rysst 2008: 119). Ideally, then, it should the other way around: big
women have the greatest need for a wide selectiolothes.

Both the qualitative interviews and the commenganethe web questionnaire
show that size labelling not only acts as a todirtd clothes that fit the body. The
relationship between bodies and clothes is nattbtra question of body sizes or a
size code but involves deeper individual and sayugistions (Nettleton & Watson
1998: 1-20; Entwistle 2000: 6-12; Howson 2004: 13Billing 2004: 87; Turner
2004: 82; Fraser & Greco 2005: 1-36). For some waess the size code in itself
is important, beyond finding clothes that fit thedly. The clothes measurements
refer to the measurements of the body, which ageenmeasures of beauty and
self-control, particularly for women. Women cary, iiastance, quantify the size of
their bodies by determining if a garment fits theady or not (Borregaard 2004
36; Colls 2004: 588). Statements such as ‘If | déihinto size medium, | refuse
to try on a larger size. | am not large!” (Norwagfemale, 68, size M), shows the
size code in itself has a value. Not only doegjiresent the size of the garment
but also the size of the person wearing it. Howgethgs is not only a feminine
property, as one of male respondents described:

The size is not important, but it is not funny i fgom 38 to 40 for example... Of

course you want to be even smaller, when | wasadt sports | used size 36, and
in a way that feels like the correct size for nidorfvegian male, 39, size 3XL)

This has also been found in other studies, for gtarRysst (2010), where one
informant tells of the discouraging feeling of find her ‘own size’ to be too

small to fit her. Getting into a particular (smallsize thus becomes a goal in
itself. LaBat and DelLong (1990: 47) suggest thas iinevitable for women to

compare their bodies to an ideal when they tryitahleir body to available

clothes, and it is, therefore, inadequate to bagegs systems on ideal

proportions. One consequence of this is vanityllage where the producers can
use the labelling to appeal to consumers’ wishegahinner. The shift of focus

from body weight to a toned and correct body shagieates that clothing sizes
will remain crucial in the struggle to obtain therfect body (Guendouzi 2004:
1644).

Conclusions: Materialised Norms

Size labelling is a communication system betweenufgcturers and consumers.
The purpose of the system is to make it simplettierconsumers to find clothes
that fit. That presupposes three things: the matufers must label the sizes
correctly, the consumers must understand and thgstsize labelling, and the
clothes must fit the consumers’ bodies. The mdteeiaealed flaws in all these

three areas. Producers label the clothes incoyremtle pair of trousers labelled
Large can be smaller than another one labelled ISfhlaéy produce too few

selections, especially in the big sizes, and largmen, small men, and very large
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men have the most trouble finding their sizes atest Consumers, on the other
hand, do not trust the labelling system for gooasoms. Less than 1% of the
respondents could always use the same size. Ini@ddihey attribute intrinsic
value to the symbols used to indicate clothingssiZesystem that was developed
to indicate the measurements of clothes has becamsormative system
connected with body ideals. Results indicate tlghdr shares of the consumers
who have a body out of touch with the existing lgaideals express
discontentment with the sizing systems and the pselection available.
Consumers tend to blame themselves when the clatbesot fit their bodies,
while our study has pointed out that the industyta blame, as they do not
produce clothing for all customers.

Developing a new labelling system that works bettes entails challenges on
several levels. It should be based on the newestrapometric studies and
correspond to the given body dimensions providiagsbilities for larger variety
in size selections with different fits. A main cleaige is, of course, to systematize
information and make it easily available. This moustdone in a way that does not
reinforce the stigmatizing aspects of the sizesdbanot fit the prevailing beauty
ideals. The associations connected to the exiding designations will break
first, but it is likely that this will only be tengpary and the new designations will
obtain similar associations. However, as the nesuggested size designation
system includes a wider selection of body measamdsa more complex code, the
users may relate it to different parts of theiryaothus, the identification between
size codes and body ideals becomes more complext amidl, therefore, take
longer for the numbers or letters to receive sudowble meaning, and at best, it
will not happen at all. It is a paradox that thed® really need good clothing to
make their bodies socially acceptable are those awve the least choice and the
greatest difficulty in finding something that fitfNotions of beauty ideals,
according to which women should be small and megelado not only exist in
our imagination but also in the material structures surround us. Failing to find
clothes that fit supports the further stigmatizatiand materialization of the
judgmental gaze cast upon people whose bodies tdmnéorm to beauty ideals.
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Notes

1 See discussion of thin, trendy bodies in Neurn(@01.0: 33) and Rysst (2010: 18)
2 Report is available dtttp://www.norden.org/sv/publikationer/publikatior2009-503
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Retail and Fashion - A Happy Marriage?
The Making of a Fashion Industry Research Design

By Cecilia Fredriksson

Abstract

Fashion and retail ought to be a happy marriageé s¥eeral entrepreneurs in the
field of fashion speak of a climate that is diflicto penetrate because of econom-
ic and cultural factors. For example, the chairestmoncept is an expression of
the specific and current fashion situation in Swed#emocratic fashion that is
cheap and accessible. At the same time, custonogrsilemand personal, unique
and ethical fashions. However, there are few pdg®b in this climate for low
cost development in progressive Swedish desigrs aticle addresses the ques-
tions of how special trade conditions are refledtedhe relationship between
fashion and retail, and how different interests aaldies are expressed in the cul-
ture of Swedish fashion. To gain a deeper undedsigrof diverse working con-
ditions and strategies, this article analyzes thkure of the Swedish fashion
business as a narrative of different social anducall processes. A conclusion
drawn is that a cultural perspective on the oppmsstbetween different practices
and logics in the fashion business may contriboiteapping and managing these
oppositions.
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Setting the Scene |

When Helen Svensson opened her own fashion stokelnuary, a dream was at
last fulfilled. Clothes, shoes and swimming hadrb@eportant factors in her life.
The girl from H6ganas, who was a swimmer in hertlypalways had a great pas-
sion for clothes. After working in the fashion irsdity for her whole life, this store
will be her greatest challengéidlsingborgs DagbladSpring 2008, my translation)

Fashion and retail ought to be a marriage as hapgite one in this story, which
describes the dream many women have of openinghaofa store of their own.
However, in reality, such an entrepreneurial bussnendertaking may more likely
end in failure than success. Several entrepremeting field of fashion speak of a
climate that is difficult to penetrate because ajremical and cultural factors. In
Sweden, there are some important development®ifahion industry, and fash-
ion today has a strong position in Swedish contemrpaulture. First, while there
is little evidence of higher education among ptamiers in the retail field, the
science of fashion has even entered academia astipaople in fashion design
today have an academic degree. Second, refledangardisation and concentra-
tion, the chain store concept, with its cheap, ssibde and democratic styles, has
gained wide acceptance in Sweden.

Fashion studies is a new theoretical academic fieticalls for constant devel-
opment of knowledge and legitimacy. The world ohi@n has often been de-
scribed as an ‘institutionalised system’ (Craik 49&ntwistle 2000, 2009; Ka-
wamura 2005). In the fashion industry, there hanlee clear development from
powerful fashion influences on standardized readglenclothing to a more dif-
fuse contemporary fashion market where consumers ttee freedom to make
choices. The possibility of identity building thiglu consumption also implies
expectations for active and creative self-fulfilmhéDouglas & Isherwood 1993;
Fredriksson 1996; Brembeck & Ekstrém 2004; Johan2806; Morck & Petters-
son 2007; Ulver-Sneistrup 2008; Gradén & Petersaimiyire 2009). The sociol-
ogist Diana Crane (1999) claims that the formentredized fashion system has
been transformed into a more decentralized fastystem, where fashion editors,
consultants and consumers rule fashion to a fatgrelegree. And far from being
simple distributors of goods, shops and other Ieetsites are active makers of
goods, enactors of consumption worlds (Shove & R2arf005; Warde 2005) and
producers of value (Penaloza 1999; Kozinets, Shetrgl. 2002, 2004; Crewe
2003; Pettinger 2004). How will these new directiaffect the actors in the retall
and fashion industry? What cultural, societal asdnemic conditions are re-
quired to meet these increasing demands by theéofasharket and by consum-
ers?

In the fashion industry, the encounter betweeresffit oppositional forces and
social positions is obvious. Fashion is a dynanald fof power that is connected
by constant storytelling and conversations thaingethe present. How are these
stories incorporated in the fashion organizationRa¥\story does the entrepre-
neur, the fashion journalist, the fashion photogeapthe frontline worker or the
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fashion manager tell? How do these stories cortoesach other and how can the
actors’ increased awareness concerning differeatesfies develop the traditional
structures of the fashion industry?

One significant trend is that the necessities waf ¢ost development in the fash-
ion industry allow little possibility for the growtof progressive Swedish design.
In an industry where a few major players dominag $wedish fashion culture,
most newly graduated fashion designers begin tbetieers at the large retail
chain stores, ruling out the possibility of owniadousiness of their own. The re-
sult is a fashion industry where new design seldwoeaks through (Sundberg
2006).

Two general research issues of interest in thisiecton are the ways in which
special trade conditions are reflected in the i@hahip between fashion and re-
tail, and how different interests and values aggessed in the marketing of fash-
ion. In order to gain a deeper understanding adehissues — the diverse working
conditions and strategies in the fashion industrywl analyze the Swedish fash-
ion industry culture in connection with fashion amethil as scenes of various so-
cial and cultural processes. As empirical datattics study, | investigate some of
the necessary conditions for entrepreneurshipshiém and design. From a start-
ing position in cultural analysis, | examine thesgibilities of a suitable research
design.

Framing the Picture: The Market of Fashion

The fashion market is constructed of various ool forces. These opposi-
tions are the required conditions for, and the ltesfu fashion as an industry that
is in constant change. The spread of oppositionsfiiscted in a constantly grow-
ing lifestyle industry where the very specific ongaation of the fashion industry
can illuminate contemporary working conditions. fidfere, an empirical focus
on the interaction between the actors in the retdiistry and the fashion industry
is an important research avenue.

One method of studying such interaction is to ussamative perspective in
which narrative methods, as a research tool, asshatestories are useful for
communication and sensemaking processes (cf; Adetsvi996; Boje 2001;
Corvellec & Holmberg 2004; Boje et al. 2005; Jotsams2005; Mossberg & Nis-
sen-Johansen 2006). From a management perspdtigre, is also widespread
interest in mediating messages and strategiesghrstworytelling (Czarniawska &
Alvesson 1998; Czarniawska 1999). General fashiginess narratives and spe-
cific sensemaking fashion stories offer an emplrissis for understanding the
specific conditions of the fashion industry. Suchratives and stories are part of
a constant sensemaking process as actors, inotngaing dialogue, make reason-
able interpretations of events in the organisagiod its surrounding world (Weick
1995).
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As already mentioned, in the last twenty years cttesumption of fashion and
style trends has been viewed as a sensemaking;dayelife activity in lifestyle
production, identity building and communication. dhuindividual activity con-
cerns negotiations about the innumerable free ekoavailable in the market.
Furthermore, the market of fashi@considered an important arena for contem-
porary identity expression and identity construttids a result, this close con-
nection between identity and consumption incredgiegpands the interactive
lifestyle industry and changes the working condisiaf actors who must trans-
form commodities into individual lifestyles and lf@ésn experiences (Sennett
1999; McRobbie 2003; Salomonsson 2005). In theatled experience society
(Pine & Gilmore 1999; O'Dell 2002), desidras become an important key sym-
bol of the change in the production of goods amdices

In Sweden there is a great confidence in the futmosvth of the design and
lifestyle industry. The Swedish government prockdnthe year 2005 ¥ear of
Designwith the intention of showing how design could ednite to cultural de-
velopment, economic growth, social welfare and @gichl sustainability (Fred-
riksson 2005). In 2008, Stockholm University creatiee first Swedish professo-
rial chair in Fashion Science and designated fasasoan academic subject.

The recent investments in fashion and design aredsult of a new and strate-
gic cooperation between culture, trade and indudtnys cooperation may be in-
terpreted as a symbolic union between culture aot@my (Lofgren & Willim
2005), a cultural economy (du Gay & Pryke 2002; Ar&i Thrift 2003) or an
economization of culture (Fornas 2001). Even ie ttew economy’ of the 1990s,
metaphors from the world of fashion were used.dx@mple, the ‘Catwalk econ-
omy’ links the cultural aspects of business to thdfed-up fashion industry
(Lofgren 2003), both of which are preoccupied wptiedicting the future. This
design discourse is also an important tool for tifasformation of traditional
work into new trends in labour and production (Westh Thompson & Nickson
2009). Thus, given the consumption aesthetics efttperience society, it is im-
portant to develop a more critical attitude towatttsse aesthetics and toward the
consequences of the new work ethics (Bauman 1388} can these changing
working conditions be connected with a generalatese of fashion industry dis-
course?

The Story of Fashion Industry

While fashion is often analyzed as cultural praci@nd social processes (Steele
1997; Crane 2000; Aspers 2001; Kawamura 2005; dhlsx005; Frisell Ellburg
2008), it has more rarely been studied from anrorgdéion perspective. Accord-
ing to Bourdieu (1991, 1993), however, it is imaottto examine perspectives of
production as well as perspectives of consumptidme connections between
fashion as a social system, a cultural practiceaaggimbolic product are essential
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components in the consumers’ identity constructind in the working conditions
of the fashion industry. One of the most basicdaations in the fashion industry
is the encounter between frontline service worlerd customers. Here, the pur-
chase transaction transforms the abstract faslyisters into specific and critical
factors where service encounter, customer intena@nd experience can be stud-
ied (Gronroos 2005; Corvellec & Lindquist 2005; Bsitom & Johansson 2005).
In the general media and in popular culture, fasis®nsemaking processes are

shaped as scenes that carry a specific meaningrrAnt example of such a scene
is an episode in the well-known filrithe Devil Wears Pradavhere the tyranni-
cal fashion magazine editor (Miranda, played by W&treep) verbally punishes
her new assistant. The very unfashionable assi¢famdrea, played by Anne
Hathaway) giggles scornfully when the editor and bensultants struggle to
choose between two identical blue belts. Mirandtukes harshly:

‘This stuff'? Oh, okay. | see. You think this hagstiming to do with you. You go to

your closet and you select, | don’'t know, that lynippue sweater, for instance, be-

cause you're trying to tell the world you take yself too seriously to care about

what you put on your back, but what you don’t kniswthat that sweater is not just

blue. It's not turquoise. It's not lapis. It's aelly cerulean. And you're also blithely

unaware of the fact that in 2002, Oscar de la Rditaa collection of cerulean
gowns and it was Yves Saint Laurent who showedleanumilitary jackets.

| think we need a jacket here.

The cerulean quickly showed up in the collectioremht different designers. And
then it filtered down through the department staed then trickled on down into
some tragic Casual Corner where you, no doubtedishout of some clearance bin.
However, that blue represents millions of dolland aountless jobs. And it's sort of
comical how you think that you've made a choicd tha@mpts you from the fashion
industry when, in fact, you're wearing a sweatet tivas selected for you by the
people in this room from a pile of ‘stuff.’

This film scene impressively summarizes the enaaubétween different struc-
tures of meaning as well as legitimizes the prazesd the fashion industry. By
explaining all the knowledge behind the blue of Arals sweater, Miranda is
simultaneously justifying the huge cultural and remic importance of fashion.
The message is that no one should believe that bReois indifferent to fashion,
or is better than those who take fashion serioulitye scene also shows how the
fashion industry works as it constantly struggles fespect and exclusivity.
Guardians of the industry, including fashion magazactors, play an important
watchdog function. Additionally, although the fashiindustry is a star system
where the creative designer has the starring Kdevémura 2005), there are so-
cial processes and collective agreements that asl@dsmatic authority to de-
signers in their stereotypical roles as creativeiges. What happens when such
a star system interacts with the retail side oftthginess?
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Fashion Business as Theme Analysis

My methodological approach to the fashion industripased on an analysis of a
number of cultural themes representated in busimedsrial, magazines and pop-
ular fiction like the empirical case above. Classittural analysis often takes as
its point of departure the basic sensemaking themasculture or a phenomenon
(Spradley 1980; Ehn & Léfgren 2001; Sunderland &bye 2007). David Boje
(2001) has developed this eclectic method into k-established qualitative re-
search method in management and organization o¥seBine print media often
publishes exclusive fashion reports, new fashiogammes constantly appear and
new fashion books are published. What is the sulgethose public conversa-
tions? How do these conversations reveal the iciierabetween the fashion in-
dustry and retail business?

After a brief scanning of the research field | itieed the striking element of
different success stories in relation to fashiod egtail industry. Despite the ra-
ther minimal academic interest, | also found tleahfon today is a common topic
of public conversation in Sweden. Through a disgerseading a number of basic
cultural themes, expressed as ‘statements’ in thedB8h fashion industry dis-
course were traced from a number of non-linear feaginented common narra-
tives. Together with 7 indepht interviews with feshshop keepers (Fredriksson
2010), these statements became the empirical @odetiical starting point for the
research design. The isolation of cultural thenessilted in a pattern of story-
lines presented below; units of cultural meanirg} ttonstitute empirical material
for research. The statements reflect briefly somitual values in the public con-
version on fashion, design and retail businesswedgn today. The statements,
which in further research will be turned down oweleped into ‘microstoria
analysis’ (Boje 2001), are as follows:

1) Taste is often disgust with the taste of others.

2) Style is about the things | do every day and lsanncredibly varied.
The main thing is that I'm true to myself.

3) Good design will last for a lifetime.

4) Fashion has always been the art of intuition.

5) Fashion and style have no roots in Sweden.

6) Retailers are mainly ruled by the stock market.

7) The fashion industry is a dirty industry.

1) Taste is often disgust with the taste of otlilersrre Bourdieu)

Pierre Bourdieu (1991, 1993), who taught us theclod distinction, has partly
written the meta-narrative of fashion. AccordingBourdieu, fashion and design
depend on making distinctions. The ability to mdisginctions is one of the most
important assets in a consumption society. The etarkoncern with the cultural
status of trademarks that grow out of distinctioojgcts leads to increasing prices
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and stimulation of demand, while at the same tiocudtural status is based on a
contradictory relationship with the commercialisfrselling.

2) Style is about the things | do every day andlmmcredibly varied. The main
thing is that I'm true to myself. (Siemens’ kitclagivertisement)

We often describe ourselves in terms of styleetasid identity. The aesthetiza-
tion of everyday life is a modern competence, whiolcomparison with evalua-

tive aesthetics, can be analyzed as individualssiéleatherstone 2007). Aestethi-
zation skills are established in a society tha¢rsfindividuals many ways to de-
sign and express their own lives. The aesthetizaifoceveryday life includes our

attitudes to our surroundings, to our homes andptwple and objects we live
with. Old hierarchies are turned upside- down, kieolge transforms into experi-
ences and nothing is really good or bad any maretdther a matter of interest.

3) Good design will last for a lifetiméYear of Design 2005)

‘But it shouldn’t be possibly tduy an identity today’, the Swedish Minister of
Culture argues.

Today, design is often described as something yoldchave more or less of.
Good taste is harder to price. The cultural capeguired for making the ‘right
compositions’ can’t be purchased as a lifestylevkibout reflection. Instead, con-
temporary consumption culture offers different ploifises for turning life into an
aesthetic total project where clothes, habits axukeences together create an
entire lifestyle. The possibility toreatea lifestyle toenjoypresupposes an ability
to choosefrom the offered abundance. These possibilitiepasisme of the cul-
tural imperatives that modern consumers must handle

4) Fashion has always been the art of intuitiorat{dhal Council for Architec-
ture, Form and Design)

Fashion processes are often understood as pres@ntmiore or less glamorous
obscurity, and no one seems to understand how &yddvfferent trends occur.
However, the longing to reveal the secrets of faskare not new since the magic
of fashion has been in the focus of disclosureafaentury. The Intuition Story is
a specific gendered story, following the discouose passionate consumption
practice. Fashion is a phenomenon for predictioasfarecasting, and this inher-
ent dynamic is a crucial part in the forces of faststructure.

5) Fashion and style have no roots in Sweden. (BWvéashion journalists)

Some fashion journalists claim that the conneclimky between our clothes and
our creative history is missing in Sweden. Sinae‘feople into design’ clarified
that design is just a question of form, fashion wategorized as ornament and
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decoration. When clothes turn into design, fasthas to be something that is
‘fair, rational and non-commercial’.
‘People in fashion have to stop apologizing fomdpiashion’, a journalist says.

6) Retailers are mainly ruled by the stock markeational Council for Architec-
ture, Form and Design)

Small entrepreneurs in the field of design indicitey have total exposure to
market forces. Retail business fails as a chammeddmmunication with consum-

ers. Fashion is unfortunately regarded as a mittenarket forces and this idea
persists in the marketing area. It is almost imjixdsgo establish a smaller design
business, and fashion entrepreneurs are constadiilged to the chain store con-
cept. A turning point for ‘fast fashion’ is oftensdussed, as well as the lack of
foresight and planning in the retail business.

7) The fashion industry is a dirty industry. (Svekdiashion journalists)

‘Sustainability issues are not trendy, they areever’, says fashion researcher
Mathilda Tham. The Sustainable Fashion Académ@y an executive division for
educating Swedish fashion and textile companiesustainable branding. The
explosion in over-design will, according to somentt analysists, be replaced by
simplicity and quality.

‘But consumers want more and more’, says a retafager, and adds: ‘We
can’t know what consumers are thinking, but we measiow much we are sell-

ing.’

Setting the Scene Il

After this presentation of some cultural themethmfashion and retail industry, |
next focus on some of the the research questiams.sdciologist Patrik Aspers
(2001) has exhaustively analyzed markets from aqinenological perspective.
In a study of Swedish fashion photographers, Aspleosvs that the fashion mar-
ket consists of two different logics: ‘the logic afts’ and ‘the logic of economy’.

The cultural meaning of these two logics is theid&s my interpretation of the

isolated themes. | return to the opening quotaiticthis article and in accordance
with my chosen research method, | trace a narrétbre the newspaper article on
Helen Svensson’s passion for clothes and her doédrar own fashion store:

A dream was fulfilled when she opened her own dasstiore.

This story describes a young woman'’s success aughtfashion market. Several
of the cultural themes are present in the story ttmanmunicates the meta-
narrative of fashion and its mechanisms. In spitéhe tough climate for entre-
preneurs, Helen Svensson dared to realize her dieamsing a dream metaphor,

50 Culture UnboungdVolume 3, 2011



Culture Unbound
Journal of Current Cultural Research

the implication is that this goal is unattainabde most people; such a success
story, achieved in such a climate, shows the ekdtysand impact of fashion.
This distinct gender-narrative (Mérck & Petters0007b; Gradén & Petersson
Mclintyre 2009) also has to be analyzed in the cdniéthe feminization of the
fashion industry and the image of fashion as a ‘“aowmtrap’ (Kawamura 2007).

Another story has the same theme. In the receatlpded Swedish magazine,
Passion for Business magazine for career women, the ‘queen of Swefdish-
ion’ Filippa Knutsson (Filippa K) expresses herugbts about ‘the crisis, the new
family and her plans for conquering the world’:

| have always been looking forward, aiming at thextnlevel, and then | have

worked hard to get us up there. To me, it has avieen a matter of course that we
should establish ourselves in Europe.

Filippa K, as a trademark, is often described hasSwedish ‘wonder of fashion’.
The trademark and Filippa Knutsson herself areiiagpns for many women
entrepreneurs in the fashion industry. Filippa ksonh describes herself as a
‘barefoot designer’, meaning she is not a traddlatesigner. In the context of
Swedish fashion, Filippa Knutsson combines theedkffit logics of fashion and
retail business. As one of the fixed stars in thedsh fashion heaven, she is an
important success story for design, fashion andgilrdtier long-term thinking is
part of her success story. The ‘dirty fashion induss cleansed by her personal
confessions of how she ‘lost her foothold during thshion boom’. But with the
advantage of an international background in a fawiflentrepreneurs, Filippa K
is as an unattainable icon for most young womeBweden with an interest in
fashion. Filippa Knutsson describes her entrepnealesprit:
To me, it has always felt strange to apply forla jeor people with an entrepreneur-

ial background, doing things in their own way istjsomething that runs in the
blood. That's just the way things are.

The contrast in these two different success steriekelen Svensson and Filippa
Knutsson — is evident in these narratives. The toasliccess differs, depending
on whether you are born in an entrepreneurial faonlif you have to succeed on
your own. The success dream in these two storigsiie different as well: Helen
Svensson dreams about her own fashion store aipgpd&iKnutsson dreams about
European expansion. However, both women share dhvanon attitude of pas-
sion. For example, the article about Filippa Knotsss illustrated with a red de-
velopment curve labelled ‘Filippa’s line of passiomhich is an illustration of the
gendering of stories. Fillippa Knutsson also stdtes importance of an active
attitude towards the feminization of the fashiodustry:
And I'm honest when | tell you that | have nevelt feat | was in an inferior posi-

tion as a woman. Maybe it has something to do tithwomen-orientated fashion
business. The world of fashion is after all a pedal.

There is a constant interaction between art, ceilltund the economy in contempo-
rary fashion industry. The culture of retail busisés a traditional and bureaucrat-
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ic service organization that is often forced ingtf-seflection because of the rela-
tionships between results and tensions (Korszy2§i32; Korszynsky & Lynne

Macdonald 2009). Although the changing culture ofkuvinto the ‘creative indus-

try’ produces new possibilities for self-expressitims industry is still character-
ized by low wages and insecure terms of employnférgdriksson 1998; Leslie

2002; Mc Robbie 2004; Amossa 2004).

Looking for the Microstoria of the Fashion Industry

In the world of fashion, a cultural and creativentlty is often more highly val-
ued than money earned; it is obvious that the dashidustry produces a specific
practice of self-expression. A cultural perspectivethe interaction between dif-
ferent practices and logics in the fashion industontributes to mapping and
managing these oppositions.

In this article | have identified some of the cudtluthemes that will guide the
continuing research process. When choosing thenr#ots, designing question-
naires, preparing observations and collecting odepirical material, it is im-
portant to isolate and problemize the emerging teenThe inherent paradoxes
between design, fashion and retail have to be aedlas different logics within
different systems. These cultural systems prodacereproduce different stereo-
type identities that the fashion industry has toagge.

In practice, those cultural stereotypes that predelaims on natural inherent
characteristics, are often expressed in fashioigues ‘the art of creation’ and in
retail as ‘the art of selling’. Those charactecistrepresent two opposite logics
that, as mentioned earlier, Aspers defines asltpe of arts’ and ‘the logic of
economy’. But those characteristics imply even mmoeaning. As noted above,
from a consumer perspective the art of creationb@amterpreted as both a possi-
bility and a cultural imperative. A cultural undensding of creation and selling as
competences requires some contextualization beazfudes fact that the act of
creation and the act of selling produce differersicpces in contemporary con-
sumption culture. A positive pre-understandingle idea of creation is connect-
ed to a more negative pre-understanding of the adeselling. In the process of
examining an appropriate research design, it isonapt to reflect on this rela-
tionship.

Cecilia Fredriksson is a Professor of European Ethnology at the Depart of
Service Management, Lund University. Her researuth @aching has revolved
around new directions in the cultural theory of lamption, fashion and retail
management. She is also in charge of several ds@aoject on sustainability,
retail and tourism. E-maiCecilia.Fredriksson@ism.lu.se
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Catwalking the Nation: Challenges and Possibilities
in the Case of the Danish Fashion Industry

By Marie Riegels Melchior

Abstract

This article discusses the mobilization of the orafior fashion, based on how the
relationship between fashion and nation unfoldghia case of fashion design
practice and the fashion industry in Denmark. Theewvise globalized fashion

industry is equally involved in what | term “catwadg the nation,” both as a way
to construct a cosmopolitan nationalist discoutsdte post-industrial nation and
as a strategy for local fashion industries to prtaromllective identity in order to

strengthen potential market share, which is thedaaf this article. What may at
first appear in the Danish case as an absurd anepromluctive relationship is

actually significant, |1 would argue, despite itgrgmexity. It has the potential to

stimulate critical fashion design practice and diaghion designers a voice, al-
lowing them to take an active part in contemponauplic debates on important
issues such as nationalism and cosmopolitanistreiage of globalization.

Keywords: Fashion, design, nationalism, cosmopolitanism, Dekm
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Introduction !

“Ladies and gentlemen! Welcome to the World's GesaCatwalk”
(speaker at the fashion event on August 2010)

The built stage rising from City Hall Square in tenter of Copenhagen is totally
pink — shocking pink, as the legendary'2@ntury fashion designer Elsa Schiapa-
relli would say. Thousands of people have gathandtie square on a Saturday
afternoon in mid-August 2010 during Copenhagen ieashVeek. Despite the
rainy weather forecast, people have come to géise-wp view of next season’s
fashion, hip celebrities, and the glamour of theéhfan industry, paid for with lo-
cal tax money to promote Denmark through Danishitasdesigrf It is a true
day of celebration. The Copenhagen Fashion Counailjoint committee of the
Danish fashion industry’s major organizations amdependent fashion fairs — is
about to the break a world record. According to\terld Records Academy, the
longest catwalk to date had been 1.3 kilometetength, at the Centro de las Ar-
tes Centenario in San Luis Potosi in Mexicbhe World’s Greatest Catwalk is
1.6 kilometers long. It presents more than 20Gitas models walking on the
elevated, pink-carpeted catwalk on Strgget, theegteidn street running between
Copenhagen City Hall and Kongens Nytorv. It is edie@ high-profile event of
artists, politicians, celebrities and professiomasnected to the local and interna-
tional fashion world.

Following a live music performance, the show begiaghe Danish Minister of
Economic and Business Affairs, Brian Mikkelsen iffrthe Conservative party in
Government) enters the center stage, sharply dtéssa cosmopolitan, tailored
black power suit, crisp white open shirt and no ltles attire signals that this is a
fashion event, not a formal event. Broadcast irtgonally by CNN and on huge
screens in New York’s Times Square, Mr. Mikkelsealaemes everyone by
praising the success of the Danish fashion industeycalls it one of the coun-
try’s most visible export and creative industri&Sopenhagen Fashion Week and
World’s Greatest Catwalk bring fashion to the dtie®d bring unique opportuni-
ties to Denmark’s fashion businessédfelena Christensen, the former interna-
tional supermodel and patron of the event, follamsstage and expresses her
pride in Danish fashion and its recent developmdiétena Christensen declares
that Danish fashion is “functional and unique, deratic fashion, built on values
in many ways characterizing the Dan@s\iext, the stage is given to another per-
sonality of the international fashion and celebvityrld — Ali Hewson, the found-
er of the ecological and ethical fashion brand Edod wife of U2 lead singer
Bono. She is in Copenhagen not only to celebragefabhion week, but also to
express gratitude for the donation of one percéSaturday’s revenue by a large
number of Copenhagen fashion boutiques to her ©bglnChildren’s Project
International Foundation. With her voice full oftlbasiasm she salutes the cat-
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walk event by declaring, “Let's make fashion chatige world!” The first fash-
ion model enters the catwalk dressed in fall-wiri@10 Danish fashion, to the
sound of the legendary 1974 Danish pop song hitulSimg dejlig” by singer
Anne Linnet and the band Shit & Chanel. Despitertiie, Denmark is making a
fashion statement — not only at home, but justngsortantly, to the rest of the
world!

To me this event is the literal materializationndgfat | term “catwalking the na-
tion.”” The World's Greatest Catwalk is the culminatioryefrs of joint industry
engagement in Denmark aimed at strengthening tmesbdashion industry, fol-
lowing its deindustrialization during the 1980s a@#90s. Since the beginning of
the 2£' century, the fashion industry has been of keyrésteto the Danish gov-
ernment’s creative industry policy, which promoties economic development of
the postindustrial nation through design and intiomaby supporting the creative
industries, improving conditions for business inaitian, and promoting invest-
ment in nation-branding (Melchior, Skov & Csaba PP1Still, it is a relatively
small industry, consisting of approximately 620 @amies as whole-sellers of
clothing and approximately 11 000 local full-time@oyees. Yet, in combination
with the textile and leather goods industries, digmificant export revenue of the
fashion industry makes it Denmark’s fourth biggegborter among the country’s
manufacture industriés.

It would be misguided to perceive the World’'s GesatCatwalk event as a tra-
ditional way of flagging the nation in the manneagiiced at World Fairs for
more than 150 years. Indeed, the August sky isdfjilhot with red and white na-
tional flags, but rather with pink balloons! The Wis Greatest Catwalk is a per-
formance informed by a cosmopolitan nationalistaisse of the Danish post-
industrial nation. On one hand, it can be seerméncbntext of nationalist move-
ments currently emerging in numerous countries dvade. At the same time, it
should not be conflated with the fierce nationatisbvements orchestrated in
Denmark by the right-wing nationalist party, Dafskkeparti (English: The Dan-
ish People’s Party), whose political agenda is arisby an anti-immigration
stance and a defense of what they consider truéesDamlues. Nationalism has
many faces, as Michael Billig demonstrates in thekBanal Nationalisn(Billig
1995), and its broad scope encompasses more thaacentrism. In Denmark,
through the lens of fashion, two contrasting versiof contemporary nationalism
stand out — a cosmopolitan nationalist discourseg am insular nationalist dis-
course. The first version has evolved Denmark’&saiception beyond that of a
distant country in the north of Europe, proud sf2f" century social democratic
welfare state, its dairy export, and cultural icensh as Hans Christian Andersen,
Karen Blixen and the Tivoli Gardens. Denmark maysball, but on the day of
the World’s Greatest Catwalk, it perceives itsdfimternationally important and
trendsetting beyond national borders in the arédashion, lifestyle and design.
It demonstrates an interest in fashion consumedsaadesire to invite tourists,
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knowledge workers and investors to spend time (aodey) in Denmark. Of
course, this vision could be seen as hypocriticdiight of the recent strict Danish
immigration law — “green light for the tourist, réight for the vagabonds,” to
borrow Zygmunt Bauman'’s slogan for the current alomobility across borders
(Baumann 1998: 93). At least the invitation is teei to resourceful individuals
ready to spend money, share their knowledge andagagh tax bill to redistrib-
ute wealth in the characteristic manner of the Blarsocial democratic welfare
state.

Returning to the term “catwalking the nation,” tighby my intention here is to
emphasize the double meaning of cosmopolitan raltsm unfolding with the
globalization of the fashion industry and the pciit interest of governments in
the fashion industry. This process of globalizataow how it is locally negotiated
is taking place not only in countries recognizedkey international fashion cen-
ters for creativity and trade, but also in courstlike Denmark with no distinct or
commonly acknowledged fashion history (Melchior 201in order to increase
market share and sales figures in a highly comypetihternational market, the
articulation of cultural distinctiveness has becampivotal business strategy for
many fashion brands and local fashion industries. @kov 2003, Palmer 2004;
Brand & Teunissen 2005; Goodrum 2005; Skov & Maicti2011). The Danish
fashion industry is no exception, exemplifying t@mplexity of and challenges
to this strategy.

When Copenhagen Fashion Council stages fashiomghrthe nation on the
pink catwalk, the purpose is to attract the attentf local and international buy-
ers and consumers. The 220 fashion models, drasshd Autumn-Winter 2010
collections of mainly Danish fashion brands, haeerbstyled by design agency
Femmes Regionales to communicate unequivocallyoKlat’'s Danish!” The
overall look is attractive and appealing, consgtmostly of streetwear crossed
with the latest 1950s retro style, popularizedddguision series such &ad Men
from the U.S. Yet, apart from the soundtrack ofshew (highlights from the last
fifty years of Danish pop music history), the umifeed Danish navy officers es-
corting a number of models, and several icons efTiivoli Gardens universe (Pi-
errot, Harlequin and Columbine) taking the catwaditween the models, it is ac-
tually difficult to pinpoint the Danishness of Dahifashion design on display.
One can only wonder what the foreign spectatorsogetof it; can they see the
cultural distinctiveness in the fashionable clotbrghe catwalk? It is almost iron-
ic that, in mobilizing a new image for the natidmaugh fashion (as in fashiona-
ble clothing), the government intends to distartee itlentity of the nation from
the very national icons needed to communicate #necplarity of Danish fashion
on the catwalk! The concluding song of the catvslkw — “Copenhagen Dream-
ing”® — says it all, perhaps. The Danish fashion inguiststill dreaming about —
and searching for — what makes its products pdaticin order to create a sense
of place as a key selling point. This is a centlitdmma to the Danish fashion
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industry. On an institutional level, governmentipplencourages the promotion
of a collective identity, but on the individual bdalevel, nationality is not ad-
dressed. The substance of the vision of Danishdasippears to be unclear. It is
called “democratic fashion,” but the meaning oktls rather generic for interna-
tional fashion brands in the mid-price range, mgkiinineffective as a mark of
particular Danish distinction.

The effort to “catwalk the nation,” put forth byettDanish fashion industry’s
institutional bodies, highlights the challengesqubto the industry and especially
to the work of its designers. It refers to the glelocal nexus arising within the
globalization process. The view of fashion as bgilog to some “far-flung cos-
mopolitan sites elsewhere,” as Jennifer Craik (2C0®) describes the popular
understanding in Australian culture, is no londe horm in the traditional pe-
riphery of global fashion centers. However, | wemstress that when mobilizing
the nation for fashion, the so-to-speak “natioraian” of fashion, is not aimed at
creating uniform looks and forcing fashion designgr channel their creativity
into strictly defined design formats. If treated sagh, its potential to boost the
industry would be short-lived. Instead, it is diext at a reflective form of nation-
alism that I, together with Lise Skov and FabiamurRalt Csaba, have termed
cosmopolitan nationalism (Melchior, Skov & Csabd 2D It enables fashion de-
signers to use their awareness of cultural heritagereative inspiration, enabling
openness towards others and the negotiation ofamtiotory cultural experiences.
The mobilization of the nation for fashion encowsghaving ‘roots’ and ‘wings’
at the same time,” to quote Ulrich Beck on the abtaristics of cosmopolitanism
(Beck 2002: 19). My argument, considering interoraai examples of fashion
designers engaging with and questioning their calltheritage, is that current
Danish fashion designers are not sufficiently awsrthis possibility; if they em-
braced it, they could have a meaningful voice instaicting an alternative dis-
course to the dominant insular nationalism thawés not only in Denmark but
also elsewhere (in the U.S., the Netherlands, eramd Sweden, for example).
This voice is needed from such a significant pagapular culture as the fashion
world, as it already has the attention of many jpe@p there anyone who honest-
ly has no interest in fashion and clothing whatso@). Fashion design need not
merely respond to political issues — as in the iolietashion mirroring society —
but could just as well take an active part in shgphose issues via the clothes on
offer.

To clarify my argument, the following text will unitd the challenges presented
to the Danish fashion industry by the governmewisson that the creative indus-
tries hold the key to the country’s future. Frorarthl will discuss the possibilities
of mobilizing the nation for fashion, from the peestive of cosmopolitanism.
That is to say, this article uses the case of taeidh fashion industry to call for a
more activist and idealist fashion world.
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The Problem of Belonging — Danish Fashion, Past arftresent

The development of the Danish fashion industry esitiee late 1950s has been
characterized by a constant struggle to stay imbas for many of the industry’s
companies, with different causes over the years f&s led to arguments within
the industry for strategic moves to improve thagtesf the clothing produced. In
the 1960s and early 1970s, the increased impatottiing threatened the Danish
producers’ leadership of the home market. Tage ¥artj the leading manufac-
turer of women’s dress in Denmark and chairmarhefdothing manufacturer’s
trade organization, made it clear in the industaglé journal that the competitive
resources of the Danish fashion industry’s futuerenvquality and design, not
price (Kleeder Skaber Folk 1970: 39-40). Tage Vaaghavas an example of a
company collaborating with a professionally trainieghion designer, Margit
Brandt, to give an edge to a range of his prodactoned at young women.
However, from the perspective of the governmerdayts call for design is in-
tended to promote place-making, not dress-making.

The paradox and complexity of the Danish fashia@usgtry is evident: although
the industry’s dominant argument revolves aroursigie the current three largest
Danish fashion companies in terms of market shack revenue — Bestseller,
BTX Group, and IC Companys — focus instead on cditiyee prices combined
with fashionable designs, as well as on the integraf fashion retailing for two
of the companies. Their role models in this respeetSweden’s H&M or Spain’s
Inditex. The three companies that define the Dafashion industry in terms of
size have limited engagement with the industry'stitational activities, which
instead concern the many small companies and fagivends that define the in-
dustry in numbers.

As the World’s Greatest Catwalk event demonstrdtescurrent ambitions for
Danish fashion are high. The Danish fashion ingustrsubject to the govern-
ment’'s policy of stimulating the country’s creatiredustries, using innovation
and design to boost the “experience economy” -otnesextent informed by the
American economists Pine and Gilmore (1999) — hdpefeading Denmark
through otherwise tough prospects as a postindusiation. In 2005, the Danish
fashion industry received its first specific faghipolicy, built on the vision of
Denmark/Copenhagen as the fifth global fashiontemysafter the four existing
centers of Paris, London, New York and Milan (FORB05; Melchior 2011).
Previously seen as a diminishing sunset indusftytdets own devices, the fash-
ion industry was called upon as never before. AS2f#port recommended the
increase of internal industry collaboration to gadthe original divisions be-
tween, on the one hand, manufacturers in the miftie2dtury textile and clothing
production center in the provincial town of Herniagd on the other hand, manu-
factures of the predominant design-based fashionpanies located in the Co-
penhagen area. In other words, the policy wouldeuhie industry around a single
vision by erasing the history and culture thattitsl internal myths and beliefs. It

60 Culture UnboundVolume 3, 2011



Culture Unbound
Journal of Current Cultural Research

suggested that so-called network architects bedntred to the industry, leading
to the establishment of the Danish Fashion Instisinortly after the launch of the
government’s 2005 fashion policy. The report argbiather the importance of
user-driven innovation in the fashion industry,ugb it did not explain what that
actually meant in a fashion design context, aparhfthe integration of the fash-
ion industry in the overall Danish industry poligf/the time. This policy focused
particularly on user-driven innovation — not only an innovation method, but
also as a characteristically Danish consideratioih@ user/consumer when mak-
ing things and solutions. User-driven innovationsvieelieved to strengthen the
competitiveness of local industries in global méskealling for more focus on
specificity and projecting a stronger and more paelent image of Denmark
(Christensen 2006). In reality, it is debatable thbethe government fashion pol-
icy was intendedor the industry or if the nation merely wanted todssociated
with the luster of fashion (Melchior, Skov & Csab@l1).

With this in mind, one of the first initiatives tfe new Danish Fashion Institute
was to commission a report on what it called thé&lADof Danish fashion.” Due
to the doctoral research | was doing at the timéhenconcept of Danish fashion
and the Danish fashion industry from 1950 to thesent, | was asked to take part
in writing the report, summarizing the history oéaidsh fashion, formulating the
conclusion, and identifying the common denominatafr®anish fashion design
as accessibility in terms of wearability and motenarices (Rasmussen 2006).
Both now and historically, it is actually difficuld define Danish fashion in terms
of specific style preferences, design methods eart} defined cultural values
that inform the design. To put it another way, Barfiashion has had an identity
problem, a problem of belonging, historically andan increasingly global world.
Taking into account the sum of the industry’s otitianish fashion does not
seem very distinctive. Danish fashion designerstma a rather silent creative
endeavor, which has no tradition for outspoken laggp among designers, manu-
factures or company owners. A common ground in sgibaity is hardly enough
to differentiate Denmark internationally, posingtallenge when the government
demanded nation-branding through the creative tniéssand indeed the fashion
industry, as the World's Greatest Catwalk eventalestrates. Part of the difficul-
ty could also be that the economically dominant ganies of the industry relate
more to the image of Danes as good trades peopkind to the era of the Vi-
kings (800-1050 AD) as traders and not just briigditers. In heated discussions
during Copenhagen Fashion Week in February 20E)diversity of the indus-
try’s companies was publicly exposed when the h&fadommunication of the
industry’s trade union stated in a radion intervidvat Denmark is a rather a
trades nation, not a couture nation, as she feltthnish Fashion Institute was
claiming (P1 Business, February™.2010).

Perhaps for the same reason, a collective braredmtegy has never officially
been made since the 2006 report on the DNA of Dafsishion. Even though it
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remains on the agenda of the Danish Fashion Itestittiis continuously post-

poned due to a lack of money and time. Yet the SlaRiashion Institute and other
spokespersons of the industry continue to labelidbafashion as “democratic
fashion” in the sense given in the report, while itthdustry itself is rather silent on
the issue of the cultural distinctiveness of Darfigsthion (Melchior 2008).

In other similar “second-tier” fashion centers, d.iSkov observes that fashion
designers often find themselves in a dilemma wlognefd to focus on cultural
distinctiveness. She suggests, based on a trgantitdel of culture, that fashion
designers are often at ease when engaging with dutibre (e.g. the inspiration
from art on fashion) and popular culture (e.g. itlgpiration of street style on
fashion), but uneasy when it comes to folk culture.

For many fashion designers, this brings out a ééaverdoing cultural stereotypes,
exacerbated by the common perception that folluoailis the opposite of fashion —
rural, static, backward and soaked in nationali§he discomfort many Europeans
feel with this kind of self-exoticization is irordt because fashion in the twentieth
century, with its long-standing tradition for exa$im, has had no qualms about in-
corporating all kinds of colorful elements from Rdfestern, including Russian, folk
culture. The new demand is that designers engatfe their national culture and

dress tradition, but in such a way that it can thaetive to outsiders. (Skov 2011:
149)

Fashion designers should pay attention, | argu¢h@¢ocosmopolitan nationalist
discourse invoked by the Danish government whemesddhg the fashion indus-
try as important for the branding of Denmark. Aso®Kurther stresses, it has
proven creatively productive to international fashdesigners such as Alexander
van Slobbe of the Netherlands, who adopted thenatf abstraction from Flem-
ish art and crafts into his then Dutch-informedhfaa design (Skov 2011). Fash-
ion researcher Alison Goodrum’s study of BritiseHen is also relevant, show-
ing how fashion brands like Vivienne Westwood, Panlith and Mulberry, each
with their own image of Britishness, use their otdt heritage productively to
stimulate creativity, make critical comments oniavality (particular in the case
of Vivienne Westwood) and consequently produceucaltdistinctiveness (Good-
rum 2005).

The question, then, is what causes the hesitatimartis articulating cultural
distinctiveness in Danish fashion design and thi#akzation of cultural heritage?
One answer can be found in the history of fashioa Danish context. To begin
with, fashion was not considered to have roots @mark until the late 1950s.
Until then, new fashions in clothing were seen adusive imports from great
cities abroad. This perception was strengthenetheyl9" century National Ro-
mantic movement and the building of the independemhocratic nation-state in
Denmark since 1849. The contemporary public dismsaw fashion as the an-
tithesis of the nation-building process, in corntrtasparticular local peasant fes-
tive wear, viewed as static in style and theretmmesecrated as national folk dress
(Lorenzen 1987, Stoklund 2003). This distinctiotmezn fashion and folk dress
fed into an understanding of two kinds of clothaagxisting in Denmark; the first
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was oriented historically backwards, while the secevas future-oriented and
neutral in terms of national significance, and axtad Danes with the rest of the
world (Melchior 2011)"° For the same reason, the living use of folk dteday is
limited to the minor folk dance community — in gharontrast to Denmark’s
neighboring Scandinavian countries, where many leespll dress up in folk
dress for National Day celebrations as well asgtevfestive occasions (particu-
larly in Norway).

The nationalization process of fashion design alehging for a reason. How-
ever, when the term “Danish fashion” came into lnge¢he late 1950s and 1960s,
this corresponded to general changes in the fashostd. Often described as the
democratization of fashion, it was a time of chafrgen “class fashion” to “con-
sumer fashion,” to use the terminology of Dianer@réCrane 2000), or from a
monocentric fashion system to a polycentric onepating to Fred Davis (Davis
1992). The perception of fashionable clothing amething elite, socially exclu-
sive and instigated by Parisian haute couture déashouses was transformed into
something youthful and mass-produced. The fashioridalbecame decentralized
(Lipovetsky 1994). Newspapers and magazines bemgamclude popular writing
on fashion, observing and acknowledging fashiongdefrom many different
places of the world (though mostly from the Westarorld). Danish fashion
emerged in this context, and the export adventafegputh fashion brands ap-
peared in newspaper headlines at home and abtoadhighlighted the independ-
ence of Danish fashion, no longer a copy of inteonal fashion, but something
new and independent. It is difficult to determihany of the fashion designers at
the time worked with the revitalization of folk deor national cultural heritage.
Instead, fashion design seemed more engaged witbréisent, creating a dress
identity for the young international youth cultur@vement. At the time, the gov-
ernment noticed the growing visibility of Danislslféon and did occasionally use
it to promote a modern Denmark abroad, but otherwas already mentioned; the
government did not pay any specific attention ®itidustry**

Another problem for the expression of cultural idistiveness is that, generally,
fashion designers communicate only a direct desonpof their designs in the
context of upcoming trends and what the consumeeggect to find on the sales
racks in the coming season. There is no traditiopublic speaking or even de-
bates on design values among Danish fashion desigmbich | think feeds into
the hesitation to handle issues such as cultuséihdtiveness. In complete opposi-
tion, the mid-28 century environment of Danish modern industriaigie includ-
ed very outspoken designers and architects, whoesesed their view on the pow-
er of everyday design to foster the good life ia yloung social democratic wel-
fare state. It is remarkable how silent the youaghfon designers were at the
time. Perhaps, though, the two are related, asdshamodern design was per-
ceived as the antithesis of fashion (Davies 2008)at could the fashion design-
ers have to say? A critical newspaper article fA®89 quite accurately compared
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the Danish fashion scene to a silent film, showtmgt the industry capitalized
from image-making and creating lifestyle dreamd, ai@llenging the consumers
to listen, learn or reflect, but to absorb and sgp@€istrup 1969).Some designers
might have had something to say, but it was diffitar them to get a word in the
heated political climate between socialists andrhks that took place at the time.
The fashion industry was strongly associated wapitalism, and the success sto-
ry of the new Danish fashion told in newspapers mragjazines centered on the
sales and earnings of the fashion companies. 169A& book with the telling title
De nye millionaere(English: The new millionaires), the couple behihd (at the
time successful) fashion brand Dranella is intew@é and, by exception, speak of
their views on money, politics and society. Thegldes, though, minor interest in
earning money, support for equal earning in alsjand their conscious choice to
produce collections at small manufacturing sitegrovincial Denmark in order to
support the local work force; but they also makeletr that they feel typecast (as
liberal capitalists) and therefore have limitediops to express themselves with-
out being misunderstood (Elleman-Jensen 1971: 98)-1

Though 1971 is a long time ago and the politicahate and public views on
millionaires and people earning money has (at leatite Danish case) changed
dramatically, the silence of the fashion industgs Iprevailed. It is a problem
when the goal is “catwalking the nation,” as on tlag of the World's Greatest
Catwalk. But what could the solution be? In thédwing | shall try to provide an
answer to that question.

Making Danish Fashion Cosmopolitan Danish

It is of utmost importance that the fashion indysgalizes its voice for a cosmo-
politan nationalism. It would thus avoid being “ked in nationalism” or produc-
ing souvenirs of “cultural stereotypes,” to quoisd_Skov. Let me therefore first
explain what should be understood by cosmopolittionalism®?

In the last ten to fifteen years, many philosophg aociology scholars have
taken an intense interest in cosmopolitanism. Is@en as a new world order,
meaning a new moral and ethnic standpoint, suiti@leontemporary global life,
but also as a descriptive way to distinguish betweesmopolitans and non-
cosmopolitans (Roudometof 2005). To sociologidts Wirich Beck, the interest
in cosmopolitanism is twofold. Firstly, as a metblagjical concept, it has the
ability to overcome the methodological nationaligrat has dominated social sci-
ence studies until recently; it can do so by bagdon a so-to-speak “dialogic
imagination,” as opposed to the “monologic imagmat characteristic of meth-
odological nationalism (Beck 2002: 18). This anabit approach is suitable for
understanding what Beck terms “internal global@afi meaning how globaliza-
tion is experienced in the everyday lives of peppistitutions and national gov-
ernments engaging in transnational activities. 8élgp Beck campaigns for a
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“cosmopolitan nation” built on the idea of a sogidtat is open and tolerant and
embraces the otherness of others. The idea of quditamism should not to be
mistaken with multiculturalism, as the latter does acknowledge the individual,
instead positing him as “the epiphenomenon of hltuce,” whereas cosmopoli-
tanism “presupposes individualization” (Beck 2082).

Using the term “cosmopolitan nationalism” drawstba ideas of Ulrich Beck,
but puts a stronger emphasis on the fact that matoeatter, and still have an in-
fluential “afterlife” in the age of globalizatiof€raig Calhoun is a social science
scholar representing such a view, as he suggestsopmlitanism and nationalism
are mutually constitutive:

Globalization has not put an end to nationalisnot-ta nationalist conflicts nor to
the role of nationalist categories in organizindioary people’s sense of belonging

in the word. (...) Nationalism still matters, stitbtibles many of us, but still organ-
izes something considerable in who we are. (Callzdy: 171).

Fashion may seem more appropriately linked to cgsitanism than to national-
ism. As a catalyst of material change (changeyte sif clothing), fashion is de-
cidedly fluid and border-crossing in charactertres Danish case demonstrates, is
has produced an understanding of Denmark positiondte fashion periphery of
fashion centers. With globalization, particularhprh a Western worldview, the
fashion industry is now generally seen as a glghaterdependent, transnational
operation. Design is conceptualized in one coumgrgduced in another country,
shipped to a third country and perhaps even conduma fourth country, though
international and bilateral trade agreements stifjulate these flows. Because
outsourcing has been ingrained into the Danishidasimdustry for decades, it is
no longer realistic to nationalize fashion throulé label “Made in Denmark” or
the idea that certain production qualities revhalnational identity of clothes. Of
course, a few exceptions exist, and, significartigy are perceived as beacons of
Danish fashion, though solely in a Danish contéie example is a very plain,
cotton jersey long-sleeved T-shirt made by Ngrgaemd Strgget, included as a
Danish design icon in the Danish Museum of Art &sig@. First made in 1967, it
has been in production ever since, the designyratelnging beyond the selection
of colors and their combinations; it was sold by @f the first youth fashion
shops in Copenhagen, which has become an institutidgtself, due not only to
the T-shirt but also to its selection of avant-galolcal and international fashion
brands. Another example is a range of so-calldiefrean sweaters of bubble-
pattern knitted wool, made by the company S.N.Sidegrsince the 1930s. These
sweaters achieved international acclaim when Revakabo, the cult Japanese
fashion designer of Commes des Gargons, discovkessiveaters and collaborat-
ed with S.N.S Herning to sell their sweaters in $tfewps — not because they were
Danish, but because they were retro chic.

For the majority of Danish fashion brands with heitlocal production nor a
long heritage, however, cultural distinctiveness ba expressed through the de-
sign of clothing and the values that inform thetlods. Again, significantly for the
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situation, the label “Designed in Denmark” has pet caught on, though it fre-
guently occurs among fashion brands in other castihe trade organization of
Danish fashion and textile industry may be to blaméhis case, as until 2007
they did not recommend that Danish fashion compange the label; they saw it
as a vestige of the domination of the industry nafacturing companies, and
likewise were reluctant to confuse the consumer idyed to buy Danish-made,
as labor unions had fought endlessly to keep joliee country. Again, the histo-
ry of the industry can be seen as adversarialstenge of belonging, the desire for
the future. A national awareness and engagemebianfsh cultural history will
hopefully strengthen the cultural distinctiveness &rand value of Danish fash-
ion design, but the fashion industry will have tansform its self-perception and
designers their way of working.

Cosmopolitan nationalism argues for reflective klemlge of one’s cultural
heritage, not cultural diversity within one’s cogntin order to understand and
appreciate the cultural heritage of others. Itriscisely not either/or, but allows
the individual to appreciate the rootedness of agmtitanism, the participation
in a national context, and the shared past thadtitates a ballast for understand-
ing what Beck terms the “otherness of others” (B2@&2). From this perspective,
the hesitation of designers towards cultural destweness is ultimately a choice
for ignorance. To strengthen the cosmopolitan Dar@ss of Danish fashion, |
ask Danish fashion designers to be more reflettwards their cultural heritage,
to discuss and define it. Distinctive national fashdesign can do more than gain
market share; it can also become an ethical-palificoject, taking part in the
public debate of nationalism and providing an aléive to the publicly dominant
discourse of insular nationalism in Denmark anceogblaces in the world. Nu-
merous Danish fashion designers seem to have tleat@d for such an ethical-
political engagement. Brand names such as HenrilskRdv, Vilsbgl de Arce,
Baum und Pferdgarten, Wood Wood and Soulland shetvamg sense of crea-
tivity. As | see it, this goes beyond wrapping kdalinaked fashion models in
the national flag for the purpose of image. Theamai flag should not be seen as
a necessary design solution or color-code. Britéstion designers have a habit
of using the red, blue and white Union Jack in meotexts — as fabric, decora-
tion, and lining — to the extent that it becomesdband confuses the intent. Fash-
ion designers need not address national identitthis limited way. Their ap-
proach must be more intellectually sophisticatext avant-garde. It should identi-
fy and study dress traditions in order to revitlirem, make new eclectic mixes,
and critically and outspokenly address what thei€raress of Danish fashion is.

It would be fair to ask why this is not already ttese. From a researcher’s
point of view, | think that the explanation lies tine way fashion designers are
educated and the resources to which they havesagtesiltural institutions such
as museums. Again, there is no tradition in Darféstion design education of
studying local fashion and dress history. Fashiot dress history is allowed to
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play the role of international narrative, perhapppemented by an elective short
course on 18 century Danish regional dress.

When asked, the heads of fashion design departmegntee main design
schools admit that local dress history has not lzepriority; they aim to educate
fashion designers to respond independently to ingluseeds, and hopefully to
strengthen the individual student’s creative, tictiand professional skilfs. Stu-
dents should, in other words, feel free to fincpiretion, and through their educa-
tion they will learn how to achieve good and, ifspible, experimental design
solutions in terms of process, method and appeardnche past ten years, the
design education in Denmark has gone through atleatia upgrade, entailing a
stronger emphasis on design theory and intellecgikgction throughout the edu-
cation. The education has changed dramaticallyjrotitis case it has yet to take
into account local fashion design history as dditinom general design history.
Furthermore, good reasons for this can be fourttiencurrent scholarship in the
field. Who should teach and what should be includettie curriculum? Academ-
ic fashion and dress research at universitiedlig/sting. In the past, it has exist-
ed in museum contexts, but for that reason it hasti;mwbeen limited or restricted
to the collections, of which none could be saithave a convincing fashion focus
thus far. But as the interdisciplinary researchiremment gradually matures, the
situation may change. The future is promising, tiedlatest initiative to develop
a fashion museum (in relation to the Danish Musefidrt & Design), the first of
its kind in Denmark, has the potential to makeféeddnce. Not only will it give
students access to its collection, but it will gilsovoke critical debate on Danish
fashion and dress history through exhibitions ashatational programs. If fashion
designers are asked to critically engage in importhscussions of our time of
nationalism, cosmopolitanism and globalization elidve they must develope a
culture of discussion, with the support of impottastitutions, such as the design
schools and museums, in their endeavor.

Conclusion

Upon the World’s Greatest Catwalk, Denmark madashibn statement to the
world, calling for the support of the fashion inttysand encouraging its consum-
ers to make “fashion change the world.” That dayied a big message. It chal-
lenged the Danish fashion industry and particulagyashion designers to fulfill
the well-intentioned ambitions of the industry ahd government supporting the
fashion industry — mostly out of self-interest, withstanding the donation of
money from Fonden til Markedsfaring af Danmark (Estg The Foundation for
the Promotion of Denmark). | have framed the ewsntthe materialization of
what | term “catwalking the nation” and focused layw fashion designers must
engage with cultural distinctiveness in order tobitipe the nation for fashion.
However, my argument goes further; such engagesiemild not be misinter-
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preted as promoting insular nationalism or guarddagish values as if they were
static and could be protected from any kind of iolgtsnteraction or possibility for
transformation. Instead, by understanding the gowent’'s motivation to align
with the fashion industry as stimulating a cosmapolnationalist imagination of
Denmark, | argue that fashion designers shouldtbfrtheir design endeavors in
a cosmopolitan nationalist context. It is essentidtnow one’s local roots before
setting off to engage and understand the outsidédveamd make one’s statement.
Nations matter. In politics, they sustain and depelemocracies. In popular cul-
ture, the nation can be a back-drop for developamgong other things, a cultural
critique within fashion design. But a cosmopolieamd enlightened outlook must
not be forgotten. In the case of Denmark, the ntafkefashion goes beyond na-
tional borders, and it is big, complex and compegitOne must make a differ-
ence with what one offers for sale. Yet, as | hangried, it is equally important to
make a difference by taking part creatively andallgan current debates on vital
topics such as nationalism, cosmopolitanism andajipation. Otherwise, fashion
merely lends its luster to the nation and not teioway round, which is equally
necessary to succeed in “catwalking the nationaugust summer day.

Marie Riegels Melchior is a part-time lecturer at the Department of Etbgyp,
University of Copenhagen, and Research Fellow aigdenuseum Danmark. In
2008 she did her PhD on Danish fashion 1950-2008€@tly she is engaged in a
study of fashion in museums. E-maiirm@dkim.dk

Notes

' The article is primarily based on research cotetliin relation to my PhD dissertation — a

cultural analysis of the Danish fashion industrd éme concept of Danish fashion 1950-2008
(Melchior 2008).
2 The cost of the World’s Greatest Catwalk is eated at 2.5 million DKK, paid biFonden til
Markedsfgring af Danmar{English: The Foundation for the Promotion of Denk) a cross-
cutting initiative launched in 2007 in the actidampfor the global marketing of Denmark.
http://www.worldrecordsacademy.org/society/longeatwalk_world_record_set_by
The_Copenhagen_Fashion_Week_101822.August 18', 2010.
Field notes August 14th, 2010.
Field notes August 1% 2010.
Field notes August 1% 2010.
Orvar Lofgren has introduced the concept of “cdkweconomy” as a contemporary mode for
many kinds of businesses, as well as in the reguiblic discourse of packaging and launch-
ing novelties (Léfgren 2005). | find great inspiaat in this way of thinking and drawing at-
tention to the technology of the catwalk as a meaagor the production of the new and the
fashion industry.

~N o g b
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8 In 2010 the total revenue of the Danish fashimustry was approximately 24.1 billion DKK

(3,23 billion Euro). 93.5 percent was gained frorpat (www.dmogt.dk February 18,
2011).

“Copenhagen Dreaming” by the Danish pop-band L$kep, 2004.

This distinction resembles Joanne Eicher and &@arlSumberg’s notion of “world dress” as
opposed to “ethnic dress,” the first transnatidnatature, the second informed by the tradi-
tions and dress practices of ethnic groups (Eiéh8umberg 1995).

This was particularly significant in 1969 where tBanish Ministry of Foreign Affairs pub-
lished its magazin®enmark Revievdedicated to celebrating and promoting young Danis
fashion designers and the quality of Danish fashiesign (Melchior 2008).

| try to develop this concept further from itc@ption in the article | wrote with Lise Skov
and Fabian Faurholt Csaba. In analyzing the fashidastry’s involvement in the Danish
government’s creative industry policy, we introdditee concept to describe the new way of
representing the nation through a cosmopolitaronatist discourse via the connectedness of
the fashion industry and government policy (Melchigkov & Csaba 2011).

As part of my research for my PhD | made intemgeavith key persons at The Danish Design
School, Designskolen Kolding and Teko in Herninge{thior 2008).
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The Fastskin Revolution:
From Human Fish to Swimming Androids

By Jennifer Craik

Abstract

The story of fastskin swimsuits reflects some @ thallenges facing the impact
of technology in postmodern culture. Introduced 899 and ratified for the Syd-
ney 2000 Olympic Games, fastskin swimsuits weregebuas revolutionising
competitive swimming. Ten years later, they weranaa by the world’s swim-
ming regulatory body FINA (the Fédération Interoatle de Natation), with the
ban taking effect from January 2010 (Shipley 200%) reason was the contro-
versy caused by the large number of world recdneds were broken by competi-
tors wearing polyurethane swimsuits, the next garar of the original fast skin
suits. These suits were deemed to be providingté#itial advantage by increas-
ing buoyancy and reducing drag. This had been areisver since they were in-
troduced, yet FINA had approved the suits andethgrunleashed an unstoppable
technological revolution of the sport of compegtiswimming. Underlying this
was the issue about its implications of the trams&dion of a sport based on the
movement of the human body through water withosetald of artificial devices
or apparatus. This article argues that the advéetiteofastskin has not only trans-
formed the art of swimming but has created a neagenof the swimmer as a
virtual android rather than a human fish. In tuhe image of the sport of swim-
ming has been re-mapped as a technical artefacs@sfdspectacle based on a
radically transformed concept of the swimming baedya material object that has
implications for the ideal of the fashionable body.

Keywords. Bodysuits, swimming, technology, sportswear, corsuroulture,
spectacle, fashion.
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I ntroduction: Re-fashioning the Swimming Body

The development of the fastskin swimsuit coincigeth the lead-up to the Syd-
ney Olympic Games held in 2000. It was also the pé#he new millennium and
considerable debate about the consequences dfraéinattion had dominated the
previous decade. This produced a conjunction betvpesblic interest in devel-
opments in sporting excellence and public debateitathe representation of Aus-
tralian identity in staging the Games. Of particidancern was the re-working of
the traditional concept of the Australian body atbkematic of national identity
and character. During 2000, three competing coscefpthe ‘Aussie’ body came
to the fore: the fastskin swimmer, the embodimdruwstralian identity in fash-
ion, and the popularity of ‘outback’ or rural dregebally. Each concept involved
the intersection of the body, clothing and gestarproduce different ideas about
the truly Australian social body — the body of tietion. Perhaps because of the
pending Olympics, of the three concepts, the fastekdy became enshrined as
the quintessential Australian body of the momentilding on the stereotype of
the surf-loving Australian. As fashion journaliaggie Alderson, observed: ‘If
there is a positive stereotypical image of Ausaralstyle it is spunky Bondi life-
savers in small Speedos and way-cool salt-bleasheddudes in cord board
shorts and wild printed shirts’ (Alderson 2000).isTfongstanding image of the
true Australian body exemplified the relationshgiviieen body and space in Aus-
tralian culture, but this was challenged by theemd\of the fastskin. As swim-
ming commentator, Brent Rushell noted:

No swimsuit has made this kind of splash since [giager] Brian Hyland immortal-

ised a certain yellow polka-dot bikini in the 196@&d, unlike that itsy-bitsy num-

ber, Speedo’s fastskin isn't raising a ruckus bseeaiti risks anyone’s modesty. A

throwback — at least in silhouette — to the ergesfteel seaside bathing, the new suit
encases swimmers from neck to knee. (Rushell 1999)

Instead of revealing more flesh, as successiver@egrsies about swimwear had
agonised about, the fastskin covered most of tlg boalthough this supertight
cocoon in fact produced an equally provocativecsi#tiite that highlighted mus-
cles and genitalia. The suit attracted widespreatroversy — partly about its
technical attributes and partly about its creatba new body. The fastskin unset-
tled commentators, whether professional or pul@wimmers largely embraced
the suits as enhancing their performances andftranisig the sport of swim-
ming: “You feel so streamlined through the watés like you’re cutting through
the water like a hot knife through butter,” [Gramtackett said. “This suit is a
real advancement and evolution for the sport” tgddy Kogoy 2008).

Some swimmers, though, expressed reservations atloether the fastskin
created an unfair advantage and turned the artvohreing from a sport to a
technical performance:
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Australian swimming star Libby Trickett told the BB'It [the fastskin] has taken

the limelight from people’s performances and thats right. | don't think the sport

should have headed in the direction it has, in seahneoprene and polyurethane
suits. | don't believe that is right for our spattall and it's disappointing it's gone
in that direction and it's disappointing that Fiabowed it to progress the way it
did.” (quoted by BBC Sport 2009)

However, it could be argued that the horse had amdl truly bolted and that the
sport of swimming had been changed forever. THisparse, was to be expected.
In recent years, competitive sport has become asangly more competitive as
athletes and their minders seek new ways to impparéormance and gain that
extra edge on opponents. As a result, considerabéstment has been made in
researching performance enhancing techniques angdregnt, putting sport at the
forefront of new technologies that have producew fabrics and textiles based
on state-of-the-art knowledge about ergonomicspddgramics, anthropometry,
biomechanics, and other specialisations. A new kihdports clothing has been
one product of this research and this has trangdrtine nature of sportswear for
competition, recreation and as casual wear (O’Mgh&nBraddock 2002). In
short, sportswear has become centre stage in tiiequa of fashion.

Since the invention of nylon, there have been am®rable improvements in the
design of swimwear for competition but, whereasnswear had been getting
briefer and briefer, experiments with designs ttaatered most of the body revo-
lutionised the sport (Craik 1994). In 1992, at Barcelona Olympic Games,
Speedo introduced the S2000 which it promoted aswbrld’s first ‘fast suit’
followed by the Aquablade for the 1996 Atlanta Garaad worn by 77% of win-
ners (Parnell 2008). However, the real revolutiame with the Fastskin that was
approved in November 1999 by the international leguy body, FINA, for use
in the 2000 Sydney Olympics Games (Farlex 2000ik@05).

The Fastskin suit was modelled on the way a shakiis aids its propulsion
through the water via tiny ridges. By designingid siade of Teflon-coated lycra
that was moulded to streamline the body’s contopesformance was promoted
as improving by 3 per cent. The full body suit wesigned to streamline the
body’s silhouette, cut down drag and resistanceutjin the water, compress the
muscles into performance and control bodily degrai from maximum perfor-
mance (O’Mahony & Braddock 2002: 119-124; Naturgdtbty Museum 2008).

The Controversy: Equipment or Performance Enhancer ?

In the lead up to the 2000 Olympic Games thereaviasated international furore

as to whether these suits broke FINA’s own regoitetithat banned any ‘device’

or equipment that aided a swimmer’s performanadgefised in the regulations:
FINA rule SW 10.8: ‘No swimmer shall be permitteduse or wear any device that

may aid his speed, buoyancy or endurance duringnapetition (such as webbed
gloves, fins, etc). Goggles may be worn.’
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The issue was whether the body suit was a perfarenatiering apparatus rather
than a swimming costume (Coach Sci 2000; Fastdki®R). Indeed, Adidas ex-
plicitly advertised its suit as: ‘the EQUIPMENT BQBUIT a recognition that it
is not a costume but equipment that falls intoghme category as fins, paddles,
etc. ... allowing swimmers to be faster and motfecieht through the water’.
Speedo also advertised the fastskin as ‘custonpeetbrmance-enhancers that
give a swimmer a competitive edge’ (Rushell 1999).

Four criticisms were levelled at the fastskin. &itke mimicking of shark skin
by ridges designed to reduce drag and turbulenairbgting water flow over the
body was deemed to constitute a device. Secondsupper stretch fabric and su-
per tight fit compressed muscles and reduced musiatation artificially. Third,
the effectiveness of the suit depended on whetheas a generic suit or custom-
ised by using body scanning technology to deterrtheeplacement of seams and
contours. And fourth, a ‘gripper’ fabric was inggttinto the forearm to mimic the
skin and maximise the swimmer’s feel for the water.

Outstanding issues about the type of fabric, fato@tings, bodily compression
and buoyancy were central to the question of whetie suits were the key to
improved performances and thus in breach of FIN®Aa rules (Shipley 2009).
Many leading swimmers and coaches were convincaditlltonstituted ‘a piece
of equipment’ rather than a ‘costume’ (coach Pagiig@n quoted by Coach Sci
2000). American swimmer, Bill Pilczuk lobbied foban, saying:

‘The whole suit floats you. The more buoyancy yai, ghe less you have to pull
through the water,” he said. ‘When you put matettialt floats on people who have

more muscle, they can float better. | don't thik ia very level playing field.’
(quoted by Coach Sci 2000)

The manufacturers defended the suit with Speedas president, Stu Isaac ar-
guing that the suit constituted the ‘managemerxigting forces rather than gen-
erating active forces’ (Speedo 2000). The inteomati debate intensified during
the Australian National Swimming Titles and Olyngiselection trials held in
May 2000 with debate about whether the suit coetnad national regulations
about costumes and specifically whether the diffeeebetween Speedo Fastskins
and generic fastsuits exacerbated the hierarcltstaf versus ‘squad’ swimmers.
By the time the Sydney Olympics took place, thetimyersy had abated and the
smashing of numerous world records proved the &ffmtess of the new swim-
suits. Overall, times were faster and 83% of redwehking swimmers wore the
new suits (Fastskin 2010c, d, h, i).

Despite the furore, swimmers were quick to adoptghit and they quickly be-
came the norm for competitive swimming. Howevee, $hiits were not the robust
costume some might have wished for. They were trghy — two sizes less than a
swimmer’s usual size — and difficult to put on. Yiveere also prone to tearing or
filling up with water. Opinions were divided asttee full length design and soon
other models were devised — sleeveless, toplesskaee-length — to suit the
needs of different swimmers. Despite initial comnsy, the suits quickly trans-
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formed the sport of swimming. Fastskins had arguabdated a new body tech-
nique and inevitably, perhaps, the controversy inoetl to simmer away. Re-
searchers around the world performed studies a@hatbtermining whether the
suits did in fact reduce drag and create buoyahough the results have been
indeterminate (eg. Toussaint 2002).

While scientific testing continued, fastsuits beeaatopted by amateur swim-
mers too and the technology adapted for leisurenswgiar. The new look of the
swimming body had become normative. This in turadpced new ideas about
the ideal swimming body with some commentators laing the trend towards
full body suits as ‘very sad for the viewing public[who] love seeing the healthy
bodies of the sports stars — they've got sensdtlmrdies. Why would you go and
hide them?’ (Max Markson quoted by Katrina Beik®@00). In other words, the
cultural debate centred on the loss of ‘sex appmathe ‘perve factor’ — that is,
the desire of spectators to gaze voyeuristicallyhat bronzed, toned and oiled
athletic bodies of competitive swimmers (Harari @00The new body was less
recognisably human — more like a fish or perhapsrairoid — a shiny capsule
gliding through the water like Mr Condom or Dartladér (Harari 2000), or, as
American swimmer, Amy Van Dyken quipped ‘like spaesn’ (quoted by Brooks
2000). A new swimming body was born.

Raising the Stakes: How Fast istoo Fast?

Speedo — quickly joined by other manufacturers rtinaed to experiment with
improvements to the design, releasing the FastBEH for the 2004 Athens
Olympic Games (Fastskin 2010g; Swim-Faster.com R0OMI@is drew on compu-
tational fluid dynamics to follow the flowlines anod the body; different suits
were designed for women and men, and for diffestrikes. Speedo promoted
the suits through an aggressive advertising camphigt featured leading swim-
mers portrayed as human fish with shark gills sated on their necks. This
proved to be a promotional coup and the majoritgwimmers at Athens wore
this Speedo. Body suit, although it was not asgoerance improving as hoped —
more a revision than a revolution in design. In20®peedo launched the FS-Pro
and in 2008 the LZR Racer.

The LZR heralded a major improvement in designdiiporating 50% polyure-
thane) using fused panels that streamlined the battigr like a corset to keep the
body high in the water and reduce drag and turlwelé®ayton 2008; Swim Info
2008; Kogoy 2008; Fastskin 2010e, f). Prototypesewested in NASA’s wind
tunnel and the water flume at the University ofgataSome were impractical and
even the final design required 15-20 minutes togmuiand could ‘only be worn
half a dozen times before the compression is godeitaloses its effectiveness’
(Parnell 2008). Bizarrely, the new suit was likerteda corset which ‘improved
posture and buoyancy’, ‘better use of oxygen’, Hegewater and had the psycho-
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logical effect of making swimmers feel ‘they couddim faster’ (Parnell 2008).
Australian swimmer Alice Mills said: ‘these suitsake the Fastskins feel like a
normal pair of training togs. These ones are inbtgdmooth and fast’ (quoted
by Parnell 2008).

Despite the enthusiasm of swimmers for the LZR, dhi¢é was denounced by
rival brand, Arena, as ‘technological doping’ (Ral008). Other brands (in-
cluding TYR, Nike, Mizuno, Asics, Blueseventy, Deste and Adidas) soon
matched the LZR and a fierce advertising war ensug@te new brands prolifer-
ated keen to capitalise on the potential benefitgotdd medals and sponsorship
deals.

By 2009, brands other than Speedo were the winsung. ‘Rapidly evolving
swimsuit technology [was] influencing results so amuhat sports newspaper
L’Equipelisted the French team for the world titles byt sthen it was announced
this week’ (Jeffery 2009). At the same time, mantifeers and national swim-
ming bodies lobbied FINA to ban the suits or atstedarify the guidelines for
permissible suits in the light of FINA’s existinggulations in order ‘to avert an
irrecoverable loss of credibility for swimming spr(Cristiano Portas, head of
Arena, quoted by Parnell 2008).

The issue came to the boil at the 2008 Beijing Qiya® when a record number
of records were broken mostly by swimmers in thd&RL(#atheson 2008). The
manufacture of 100% polyurethane suits — espediadyitalian Jaked JO1 (Jaked
2010) and Adidas Hydrofoil suits — inflamed the alebstill further and led most
national swimming bodies to ban polyurethane suitheir competitions (Molo-
ney 2008a, b; Moloney 2009; Jeffery 2009; Swim @o&@ools 2010). Further
pressure was put on FINA to ban the suits. Austnaswim coach, Forbes Carlile
commented that: ‘All FINA sees is the glamour andrla/ records. They see
themselves as entrepreneurs, not as the custaafigims sport’ (Quoted by Parnell
2008).

The stakes were high with the growing number of ufiacturers and the exten-
sive investment in research into refining the degigastskin 2010a-j). Advertis-
ing and marketing campaigns strove to bleed magkate from rival brands and
secure sponsorship deals with swim teams and higfilgpswimmers. Myths and
counter-myths wire rife while the public (aided $gectacular media coverage)
remained mesmerised — if somewhat sceptical — albheutvonder suits and the
record breaking feats of swim celebrities.

Even the swimmers were critical of the implicatioofsthe new generation
suits. British swimmer, Rebecca Adlington commented

| think it's a shame to be honest. Swimming alwagsd to be a level playing field.
| can remember watching when they were just inkisuand 100% textile suits,
whereas now it's very, very different. The techmgyldias just taken off in the last

year, it's come from nowhere. We need to go bacjutbing rules in place, just to
make it a fair playing field for everyone. (Adlirgt quoted by BBC Sport 2009)
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The Ban: Putting the Genie Back in the Bottle

After more than 130 world records had been brokeless than a year after the
launch of the LZR, FINA’s congress, comprising es@antatives from national
swimming bodies — as opposed to FINA’s bureau edidb ban suits that were
full length and/or made from polyurethane (Shipk&®99). Permitted were waist-
to-knee suits (‘jammers’) for men and shoulder-eé suits for women, however
these must be made from ‘allowable textiles’ (alhjio that was not defined)
(BBC Sport 2009; see also Shipley 2009; Swim Cokmbis 2010). In 2010, al-
most 500 suits that met these conditions were apirFINA 2010). Critics have
responded that by focusing on the length of théssand not defining ‘textiles’,
FINA has ‘circumvent[ed] vexing questions of falsricmpermeability and buoy-
ancy’ as issues that still need ‘to be hashed @hipley 2009). So, rather than
ending the controversy, another debate has endomat avhether the sport of
swimming has been irrevocably changed and lamemtiagneffectiveness of the
international regulatory body (Fastskin 2010a, j).

A study of the use of fastskin swimsuits by elitalenswimmers at the 13
FINA World Championships in 2009 shows that swimsnereferred to use
swimsuits that covered the torso and the leg “@sbbaontributing [to an] ex-
tended body compression and a higher drag decréldse’a et al. 2011: 91) and
mainly chose two types — the Powerskin X-Glide famidl the JakedO1 Full which
they thought produced a better performance (Neiv 2011: 92). However, the
authors concluded that “further investigation cob&ldone to know the mecha-
nisms of performance related [to] the polturethaswemsuits” (Neiva et al. 2011:
92).

Of course, FINA is in a bind since it realises ttieg health and wealth of the
sport of swimming is inter-linked with the fortune$ the swimwear industry
which makes a significant contribution ‘to the feateons and athletes in terms of
promotion and financial support’ (Cornel MarculesfU=INA, quoted by Parnell
2008). FINA also faces the enormous task of testgg suits as they come on the
market to determine whether they meet the new fiflesly to stop manufactur-
ers acting like snake-oil salesmen as they sphekhidden powers of their suits’
(Parnell 2008). And, of course, the suits are hetdnly technological develop-
ment changing the face of swimming; there are eddibbrated cameras, computer
simulations, and various types of monitors, scah@aad sensors. Swimming as a
sport is undergoing major transformations of whtieh body suits are just a visi-
ble symbol.

Conclusion: The Technical Body versusthe Humanised Android

The impact on swimming as a sport has been toe@aulf between elite and
non-elite competition swimmers, as well as betwdleese and recreational
swimmers. The fastskin suits have also fuelled alevimew market segment of
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high tech swimwear and accoutrements that haslédo#town to the design and
look of swimwear for everyday consumers, using f@wics such as 75% poly-
ester and 25% elastane to create ‘a fashionablé (fastskin 2010c; see also
O’Mahony & Braddock 2002; Salazar 2008). Increalsingpo, consumers want
everyday sportswear ‘to be manufactured in perfoceanaterials that were easy
to care for, stretchable and comfortable’ (Quin®20186). Sportswear has be-
come ‘so chic it is virtually indistinguishable frocasual wear’ while perfor-
mance sportswear has been influenced by everydayssmgar and become in-
creasingly stylish (Quinn 2002: 186). Quinn conelsithat:

As sportswear and fashion slowly fuse togetherwbek of [Fashion Active Labor-

atory and Nova USA] and other designers revealerptex relationship between

them. While we question where the boundaries betweem now lie, the axis be-

tween the two reveals a mutual concern for aesthetnd performance, and an ap-
preciation for new design methods. (Quinn 2002186

So, while the debate appears to have been abdutdiegical and biomechanical
matters, computer aided design and inter-discipfim@search, it has also become
a cultural debate about body techniques, the oglshiip between the body and
clothing, the power of promotion and marketing, ty@amics of consumer cul-
ture, the agenda-setting role of the media, the eblspectacle (and voyeurism) in
contemporary society, and the politics of perforogaand success. Swimmers in
body suits look excessively streamlined and segedemito pieces — a little like
the recommended cuts for a carcass in a butcheog. 8odies have become a
collage of body pieces and a play between the @ment and revelation of the
natural body. The suits also create androgynougebadith the aim of ‘smooth-
ing out’” bumps and lumps, especially of female smins. Photographs of the
suits posed swimmers in heroic stances like sciénoten super humans; the na-
ked body squeezed into a shiny sausage skin oooconBhotos of swimmers un-
derwater emphasised the efficiency of the suitsmagasured by the extent to
which they assisted the body to be propelled thnahg water like a mechanical
plesiosaurus.

Implicit in this debate has been assumptions abbmyt swimming bodies
should look as much as rules as to how the bodyldheork as a swimming de-
vice. Until the fastsuit, debates about swimming awimwear had focused on
the tension between revelation and concealmene-n#tked versus the clothed
body. Swimwear had become more and more brief tiwer with accompanying
moral panic about how far could this trend go? Tdmskin suit however was
based on the reverse logic, namely using the nbrictto cover up as much skin
as possible. As American swimmer, Jenny Thompsbsemwed: ‘People thought
that the less material the better, the skimpiersthiensuit the faster. Now it's the
opposite. Now because the material is so fasttliésmore material the better’
(quoted by Brooks 2000). Spectators have been etivid their reaction to this
trend with some denouncing it but others embratitegsuits as enhancing ‘all
their bits. These are completely full on. They’'setight as can be, really’ (quoted
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by Harari 2000). The resulting look is slightly aogynous although the compres-
sion of bodily lumps and bumps also signals gemdieibutes as imprisoned ra-
ther like S & M gear or transvestite costumes. Emdiguous look inevitably has
provoked a revised set of guidelines about swimvdesign and its relationship
with the body. The concept of modesty has beencasaalty as a ‘warts and all’
silhouette has become the norm.

While the spectacle of the swimming body has reethia potent symbol of
contemporary culture and its discontents, this ©malso references other cultur-
al discourses such as the obsession with winninvgesstern culture, the power of
marketing and lobbying, and the emerging develogneémew techniques of
swimming produced by the efficacy of the body swWit, these issues have been
strangely muted in the decade-long controversy tabiwai fastskin. The under-
standing of bodysuits as a voyeuristic — if nottiere habitusfor the iconic post-
modern body demands further attention. Nonethetbsse is evidence that there
have not only been applications of the body suittteer sports (such as athletics,
gymnastics, football, basketball) but there are wewcepts of swimwear design
and its relation to the body as a consequenceeofasiskin revolution. The jury
remains out as to whether the fastskin has beeosiéiye or negative develop-
ment for the sport of swimming and images of trealcdhuman body.

In the context of Australia national culture, timeaige of the swimmer as na-
tional icon has been re-worked to accommodateasisKin body. Once the basti-
on of the image of masculine prowess, sun worshgaed outdoors healthiness,
the new Aussie body is now encased in neck-to-lswegnming costumes —
whether children, life-savers or beach go-ers. Béaunburn, melanoma, and sea
stingers has re-invented the Aussie body thatothet in globally successful surf
wear brands like Mambo, Billabong, Ripcurl, Quiksil and Brothers Neilsen.
These have created a new ‘image of freedom, hdaitbss and a frisson of rebel-
lion’ (Alexandra Joel quoted by Rhonda Payget 1999)

In the national celebration of the body in the aatd, casual and irreverent en-
vironment, the Aussie body has long been regardelealocus of personal identi-
ty whose body techniques are elided with the sehself. Champion swimmers
have always been national heroes in the panthedwstfalian icons. They epit-
omised the migrant nation’s control or masteryhaf kand. As well as more recent
champions, the success of long distance championmeer Annette Kellerman in
Hollywood cemented this national obsession. In thission, the natural body is
given precedence over the artificially-aided ons.swvimmer, Susie O’Neil said
after breaking the 200 metre butterfly record iarmal togs’:

| really wanted to do it in short swimmers just fay own piece of mind. | thought

that if | got it in the longsuit | might just havaeaybe thought it was the suit that
swam the time. Now | know it was me. (quoted byr8pbhlews 2000)

In short, the swimsuit is an extension of the bedsface due to the play between
flesh and fabric that creates a tension betweeglagon and concealment as well
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as orchestrating the performance of the body. Kassuits manipulate how the
body feels and behaves — both in and out of the Aacording to swimmers who
have worn the fastskin, this is both a sensoryrigeind a sensual one, once again
raising the dynamic between partially revealed amcealed bodies, on the one
hand, and sensuality and sexuality, on the othke HAistory of swimming and
swimwear is a history intertwined with conventioo§ and discourses about,
modesty, manners and sexuality and how these ameeged, embodied or exag-
gerated by the partially clad body and the wet bimdyhe complex process of
constructing different versions of the social boltythis sense, the fastskin suit
has become a decisive technique of the postmodw®iyn &dnd role model for cul-
tural discourses about the body of the future.dative of this, the updated ver-
sion of Speedo’s TLZR Pulse used nylon and spandero-fibres that are super-
lighweight and water-repellent in a collaboration:

With one of the most forward-looking fashion desigg) Rei Kawakubo for Comme

des Garcons. She transferred a calligraphic pgiftinJapanese artist Inoue Yu-ich

onto the suit; the graphic print realderoro, which means ‘heart, mind, spirit, feel-

ing’ (Calderin 2009: 246).
If confirmation that the fastskin suit has involvibe transformation of the human body,
this is surely proof.
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As Fast as Possible Rather Than Well Protected:
Experiences of Football Clothes

By Viveka Berggren Torell

Abstract

With Maurice Merleau-Ponty’s phenomenological vidvat human beings ‘take
in’ the world and experience themselves as subjgotaugh their bodies as a
starting point, players in both men’s and womemants, kit men, purchasing
managers, sporting directors, and a coach from BWwddotball clubs have been
interviewed about their perceptions and experientésotball clothing. Since the
body is both a feeling and knowing entity, clotlaes seen as components of body
techniques, facilitating or restricting body movensein a material way, but also
as creators of senses, like lightness and secumitippth ways, influencing the
knowledge in action that playing football is. Ingttarticle, the content of the in-
terviews is discussed in relation to health. Whiethes are primarily related to a
biomedical view that health means no injuries dimgsses, warm pants and shin
guards are mentioned by players, who are rathenvahehnt to both, since these
garments counteract a feeling of lightness thatoisnected to the perception of
speed. Players want to be fast rather than wetepted. If clothes, instead, are
interpreted as related to a broad conception oftthemcluding mental, social,
and physical components, the relation body—spateiween—clothes seems to
be an important aspect of clothing. Dressed inatspuniform, unable to choose
individual details, the feeling of subjectivity iislated to wearing ‘the right-size’
clothes. Also new textile technology, like injuryepenting and speed-increasing
tight compression underwear, is perceived by pEayased on feelings that they
are human subjects striving for both bodily andcpsyogical well-being.

Keywords: Interviews, phenomenology, football clothes, aptons of health,
subjectivity
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Introduction

Signs Creating Unity and Belonging — But Also Mateaality Sensed by the
Body

Match kits and training tracksuits are sports umif® (Craik 200&: 140). Ana-
lysed with semiotic theories by which garments nbickes of clothing are seen as
signs of communication and expressions of symbuobkanings, they can be inter-
preted as tools for symbolizing group identity, tyunand belonging.Traditional-
ly, a rather loose jersey, shorts, and knee-higtksare the garments for foot-
ball> That combination has probably been maintainedesihds important for
each sport to uphold a specific dress code witthes of a certain style and ico-
nography in order to be recognized (Burgoyne 199Bjs underlines that semiot-
ic aspects are relevant. But to grasp the full ichpé clothes, it is necessary to go
further and research material and embodied aspéctisess as well (Breward
1998; Entwistle 2000: 4-5; Miller & Kuchler 2005; dvdward 2007: 23)How
clothes are cut and made or how different textitgamals touch the skin must be
considered to understand how dress shapes thedmbtywhat meanings clothes
convey to the body in a material way. Then, spegfrments can be interpreted
as components of body techniques (Craik 2002) and the way players dress
for football can be seen as situated bodily pradiEntwistle 20005.

Research Based on Qualitative Interviews

This article aims at contributing to such clothiegearch ‘beyond semiotics’ by
discussing aspects of how football clothes are maipeed by players and others
active within top-level football clubs in Swederd&y. Players from seven men’s
teams and five women’s teams in the Premier Dinigidlisvenskan)- in total,
twenty-four players (twelve men and twelve womer)ave been interviewed. |
have also spoken to four sporting directors, fiitarken, four purchasing manag-
ers, and one coach.

An equal number of male and female players weervigwed, but the starting
point of the research was that if they, irrespecov their sex, were allowed to
speak, first and foremost, as football playersnttiee theme ‘football and cloth-
ing’ could lead away from discussions about gerttiéerences. Thus gender is-
sues regarding football clothes will hardly be elaed heré.Mostly the sport-
ing directors or purchasing managers suggestedhwbiayers should be inter-
viewed. There were, however, various reasons fopgsing certain players. One
sporting director mentioned that one player wasaknto be frank and talkative.
Some players said themselves that they probablg wkosen since they were
interested in fashion and clothing, while othergevsuggested since they were
able to stay after training for the interview. Thigans that a broad range of play-
ers were interviewed, some rather new membersarfitst teams of the clubs,
and others who had been elite players for manysy€ame exception in the varia-
tion though is that only Swedish-born players hiagen interviewed.
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But, in other respects, the players do not repteasey different groups. Their
stories about football clothing can be seen asopeitsyet not individual, since as
the sociologist Joanne Entwistle (2000) tells usssl as an embodied practice is
always embedded within social relations, and ciglpractices are formed in the
intersection between discourses ascribing spewi@anings to bodies in different
contexts and embodied experiences of dress. Ir @tbals, personal talk about
clothing practices and clothing experiences conweyairal themes and is influ-
enced by the person’s social relations. Thus, is dticle, quotations have been
selected to discuss some perspectives which hgyeaggd in several interviews.
The quotations express rather clearly, or, in soases, in an especially interest-
ing way, things that also others spoke about inlaimways. But even if the article
is based on common traits in the interviews, it sbnveys qualitative research
which aims at presenting many different aspecexperiences of football clothes
and understanding how such experiences are madegtinbodily perceptions.
The intention is not to make statements about hemernl these experiences may
be among players today.

Phenomenology of the Body as the Starting Point

The research is phenomenological in the sensdltbanterviews aimed at getting
thorough descriptions of perceptions on footbaitleés and understanding expe-
riences of the clothed body from the interviewgas'spectives (Kvale & Brink-
mann 2009: 26-27). The same themes were discussddaf the interviews, but
not in the same order and only some questions wlergical from one interview
to another. | tried to be open-minded and listewltat the respondents wanted to
talk about and posed lots of follow-up questionkesn more about their perspec-
tives. But rather than keeping my prior knowledgenrtyself in every instance, |
sometimes shared it with the respondents instelael rdther sophisticated method
Hammersley and Atkinson (1989: 115) propose, wiscto pose questions that
lead in an opposite direction from where you exghet answer to be, was not
used. But reading their text made me less hegibgmbse leading questions. Thus,
this was sometimes done when trying to confirm thaad grasped what the re-
spondents meant in ways they could recognize. &t fgbint, we were already
having a good exchange of views, and the intervesweere straightforward
enough to tell me if they thought | had misundesdtthem.

The research is also theoretically informed by pineenology. Maurice Mer-
leau-Ponty’s view that human beings ‘take in’ therid and experience them-
selves as subjects through their bodies is thérgiguoint. The body is the acting
complex from which perception, and thus existemcéhe world, emanates. Hu-
mans perceive themselves as subjects related sutheundings by what they do
with their bodies. The body itself is both a fegliand knowing entity. Human
subjectivity is not best understood based on thee€ian claim that what makes
us human beings is that we think, because evdreibbdy is where thinking re-
sides, it also has sensomotoric abilities which enidkpossible to treat ‘being in
the world’ without cognitively conceptualizing andtegorizing it (Merleau-Ponty
1997, 2004; Entwistle 2000: 28-29; Engelsrud 2086-34; Allen-Collinson
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2009: 282-283). All of us have stored bodily exgreces. Our bodies can perform
tacit knowledge (Polanyi 1983).

A sportsperson often has to limit the time betwdgmught and execution to ze-
ro so when it comes to a series of movements, lsh@r. . . reduces the thought
required between individual movements to habitat #hto nonreflective actions’,
according to the sociologists of knowledge JosephsBan and Robert Lilienfeld
(1973: 62—-63). Thus, body movements execute a psrkaow-how, for instance
knowing how to play football. And as parts of bddghniques, clothes can either
facilitate or restrict body movements and therefijuence such ‘knowledge in
action’ (Molander 1996).

These phenomenological perspectives were starbimgpwhen | began to in-
terview. But theoretical lessons from Entwistle @@ also influenced the re-
search. She suggests that to understand dressitaatad practice, what is needed
is a combination of phenomenological perspectives iasights into representa-
tions and discourses of body and clothes (Entw@0: 39). Thus, when analys-
ing the interviews, | connected things that werd sath the growing medializa-
tion and the aesthetization of everyday life — s@goiocultural processes going on
in society today. Listening to the interviews, aatlthe same time, thinking about
the medialization and aesthetization of sportindié®, | understood that aesthet-
ics, achievement, and health are three importdatea categories involved in
shaping experiences of football clothes today.

Skilful, Beautiful, and Healthy Sporting Bodies inConsumer Culture

As visual consumption has become more and moreoprednt (Schroeder 2002:
4-5), the importance of unique actions by individathletes has grown when it
comes to producing sport stars (Smart 2005: 19&ctators want to see the stars
express competitiveness, joyfulness, and strongtiens) but also body power,
speed, and technical skill (Smart 2005: 194). L&thelin, a forward for the
Swedish national football team, confirmed this wipdiotographed by a Swedish
tabloid. Doing stylish volleys in a photo studiopdelling Puma underwear, she
said: ‘You cannot be just a footballer today, bat acrobat as well’ (Mravec
2007).

Highlights from matches can be seen over and ogainson TV, and when at-
tending an Allsvenskan game, you can see replaysigpecreens. Since photog-
raphers often try to catch moments of ‘the beautfame’, these practises of
highlighting skills, at the same time, contribubetihe aesthetization of the body in
contemporary consumer culture (cf. Featherstonet)198nd it's worth noting
that the skilful, beautiful body also very ofterpisrtrayed as healthy. Healthy and
beautiful bodies construct each other in much efttilk about the body today.
For instance, the expression ‘radiant with healtplies that a person looks dy-
namic and therefore beautiful. Clothes can helpshzodies according to preva-
lent norms of beauty and materially construct spgrbodies as healthy and/or
high achieving. The accentuation of the body’'slskild look during the game
makes football clothes more important than eveorgefs a functional ‘working
outfit’, allowing players to perform to the besttbkir ability.
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Both aesthetic aspects of sports clothes and, nwestdegree, the impact of
clothes on achievement have been discussed inrdigitature and in ethnology
and cultural studies (Andrew 1998; Busch 1998; Qibtaey 2002; Craik 20@5
200%; Petersson 2005). In particular, ‘Fastskin’ swiitsshave been discussed as
an example of performance-enhancing garments biuthie border between body
and clothing (Craik 200§. But when it comes to health, protection is omtyga-
sionally referred to within qualitative researchaage function of sports clothes.
Instead, the impact of protective garments whileyiplg football has been dis-
cussed in medical research conducted using quiavditaethods (Sandelin et al.
1985). How well shin guards made of various malenaotect against a tibia
fracture (Fransisco et al. 2000) and the effe@duflescent players’ use of protec-
tive headgear (Delaney et al. 2008) have, for nmt®#abeen studied. However,
neither in medical research nor in the humaniti@gehexperiences with football
clothes ever been interpreted from the point olwaé how clothes can contribute
to health if a broad understanding of that conceppplied.

In order to cover this gap in the research, theidaaf this article will be inter-
pretations of how football clothes relate to heatibth medically and broadly (cf.
Andersson & Ejlertsson 2009): What views on fodtloddthes, as expressed in
the interviews, can be discussed if clothes amagmily interpreted as related to a
biomedical view that health means no injuries ailtksses? What aspects of
football clothes, as mentioned in the interviews, accentuated if the clothes are,
instead, seen as related to a broad conceptioeadtrtwhich includes mental and
social as well as physical componefits?

Protection against Injuries and the Cold — ClothesSeen from a
Medical Conception of Health

Connections between Lightness and Speed

When one player was asked if he had ever expedefoceball clothes as obsta-
cles stopping him from achieving, he suggested gingnsubjects, namely from
clothes to boots:

No . . . yes, clothes if you include boots. Themme boots are made of material that
tears more easily, like if they are a little thBo, of course, in that case, it can be
like that — it can be an obstacle. . . . And maglstud can fall off too. And then you
get a worse grip. So you have to go and change.

From that moment, | decided that, based on theepdaypwn emphasis on boots,
my research, which initially was meant to be jusbwt clothes, would also dis-
cuss boots.

One prominent feature of both the Adidas and Nikethdall boot ads in the
Swedish magazin&oal during 2008 was the idea that boots can help irgro
precision when shooting. The players interviewe@008 and 2009, on the other
hand, spoke more of lightness than of precisionnmiiscussing boots. One of
them said: ‘If you compare boots today with those years ago, there’s really a
big difference; first of all, when it comes to weigthickness of the leather, and
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all that . . .. Some made a connection betweenute of lighter boots and the
feeling of speed.For example, one male footballer said: ‘You wabbat as light
as possible. You feel a little faster and you fi€sl a little easier to run’. That
clothes made of thin, light fabric often felt nisdaen training was also discussed:
‘You must not feel that your clothes are chockiogyinstead, they must be loose

fitting and can sort of breathe . . . fairly liglaioric and thin!” One kit man said
that already in the 1980s some players wanted 9baks. He particularly men-
tioned one of the club’s stars: ‘. . . he had t@meery light ones if he was to run

faster, he thought’. The trend has been towaraménisocks, so most players are
content today, the kit man explain&d.

The combination of lightness and speed that plagense is an example of the
important point in Merleau-Ponty’s theories thag #enses simultaneously let in
different perspectives on the world, and togethey tconstitute a totality of per-
ception. Introducing a series of Merleau-Ponty'stuees, Baldwin (2004: 19)
makes this clear when he writes: ‘. . . our peregiworld is structured by a plu-
rality of overlapping perspectives within which fdifent aspects are somehow
seen together, as aspects of just one world’. Ttings footballer’s lived bodily
experience is made up of mixed sensations. Inaheegnstant as he perceives his
body moving faster than ever before from one poimtthe pitch to another, he
also ‘brings in’ the (compared to earlier modelsrmased weight of his very
light boots (and his thin sock3)Sensations go together and they are blended, but
since one statement comes after the other in lgggwehich is linear, the whole-
ness of a bodily experience is not easy to exprea®rds. When interpreting the
interviews though, now and then | sensed that geplevas returning to a totality
of aspects on clothes, which she or he has expedethrough the body. This was
manifested as a rapid change of subject, from dfng one sensual impression
to instantly talking about another sensual peroeptias if the interviewees
brought additional perspectives of their embodiggdegence into our conversa-
tions to make me understand the totality of thetity experience bettef.

Most players saw the combination of lightness geed, which the lightweight
material of many football boots nowadays seemsotdribute to, as a positive
experience. But when a midfielder brought up thparteance of speed in his per-
formance, some negative health-related aspectsdiagaboots also came up. He
emphasized that lightweight boots lack other priogsr

. . . they may not give as good support to the toat the risk of injuries may in-
crease a little. [They are] not as sturdy if yott @evhack. Then it's like you get it

full on, the whack . . . instead of the boot peshtgking a little bit of the load oth-
erwise when it is the bigger, sturdier boots.

Shin Guards: A Questionable Piece of Protective Egqoment

Another piece of equipment valued by players thhotigeir experiences of con-
nections between lightness and speed is shin gu®ildgers claim that shin
guards give a feeling of extra weight, and, thersfthe ones used by many elite
players today are so small that they can be hetddrpalm of a man’s hand. To-
day, the protective foot part, made of textile mateand extra ankle padding, is
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fastened with Velcro so you can easily rip it afirh the hard part over the shin.
One purchasing manager said: ‘Since it [the foat] paakes their feet a little
stiffer, it's nicer to play without them. It's virally only youth players who use
them’. A player told me: ‘Well, having as small slguards as possible has be-
come a bit of an issue because . . . some plalymisit's annoying, too annoying,
if your shins are covered a I&ctually, | can understand thdt.can be annoying
sometimes. So we . . . well, usually . . . | alwagsn without shin guards’. These
sentences are interesting since the content goes @eneral observations and
other players’ possible thoughts to what this plakenks himself, and then, after
some hesitation, finally, also to what he actudibgs. During the interview, | felt
he sensed my astonishment that he and his teamulidi@s consider this gar-
ment’s protective function more. But he certainigirdt have to reveal to me his
own habit of training without shin guards. | thihk did it to convince me that,
from his point of view, the natural standpointhatt ways of protecting the body
must not interfere with the sense of the optimditgtio perform as a footballer.

He gave further arguments why shin guards are wssacy, but when he con-
tinued talking, there was, nevertheless, some aaidice:

Actually, it is very seldom you get a whack on #fen. Mostly, it is on the thighs
and the feet. So, it's strange really . . . butbatdy these shin guards are a relic
from the past. But certainly they are — the shimsgan — they can géadly injured
easily, break your leg and things like that . . .

Most likely, a nasty injury that a player in anatieub recently picked up was the
reason for the last sentence. Another player $edin the injured player’s club,
the coach decided that shin guards had to be akst when training. Such a deci-
sion can be interpreted as an example of how a clnés about the employee’s
health, but the interviewed player was not thaitp@s ‘Well, but we are not thir-
teen, you know. Actually, we have to take respadhsilourselves’.

My impression of the calm tone used when injuriesendiscussed in the inter-
views is that taking risks and getting injured aeen as a necessary part of the
game if you want to be successful. Both the denthatdyou shall be individually
responsible for your body but also the habit of estpg your body to rough
treatment and giving little consideration to heditwve been linked to construc-
tions of masculinity (Whannel 2002: 68-70, 157)t Bardly any difference be-
tween male and female elite players’ attitudes mated™ ‘I suppose you don't
think much about protection. Instead, it's more whihat it must be small. You
have to be light'pne female player, for instance, said about har ghards. She
continued: ‘It is impractical and a little bulky. &\ton’t see it as if they have to
protect us; instead, it is more that it is a littigoractical’. And what she said ech-
oed what the male players thought. According to roaée player, the habit of not
thinking much about protection had to do with dedsafor speed made when
playing at the elite level:

The higher the level of football you play . . . lwéhere must be no obstacles for me
to be as fast as possible. And nothing annoys mmwsh as large shin guards,
which don't feel comfortable; instead, as smallpassible and as light as possible.
And you must be as fast and as flexible as possiilen you may have to cope with
injuries later.
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Shin guards are obviously different from ordinalgtites since they are meant for
protection. So | asked one player: ‘But do you khafi clothesas protection for
the body when you play?’ He took his time and lagsd a bit before answering:

No...well...itis...yes, actually. On..when you play on artificial turfike in
the winter, at least when you train, then you camehlong underpants underneath
your shorts and socks because it hurts quite & yatu slide tackle. Then, you can
really get huge burns. So then you do [think otlds as protection] . . . well, you
can get such burns. Also, wearing shorts, you lgemtwhen training indoors on
those parquet floors.

Thenhe was asked if he ever wore long underpants dumatghes on artificial
turf: ‘No. It's strange really. You don’t’. He labgd and seemed confused, maybe
because he felt that | found it a bit odd that fEted to incur injuries when he
actually knew of a way to protect his body. (Evkeaugh, I, of course, didn’t say
that, maybe my facial expression told him so.) Hectuded by saying: ‘Well . . .
you probably feekhat you can sacrifice yourself a little more dgria match.
That's probably the way it is’.

Warm Pants for Protection

The garment players themselves first mentioned@gqtion against injuries was
warm pants. In Sweden, they are calieadhskbyxor which includes the name of
the part of the body this garment is meant to ptdtpimskeis the Swedish word
for groin). Ljumskbyxorare a broad category since the term can denoketbiok
and thin warm pants, totally or partly made of btic rubber material (neo-
prene), and thinner polyester tights. ‘I think @svin the 1990s they started wear-
ing those’, a kit man said, and he continued: htttime, often everyone used so-
called Vulcan pants, such really thick, disgustwam pants . . . but nowadays
not many use them. Today, they’'ve got these pantssome of them want these
tights all the time’. When | said that sometimesvdguld be very warm wearing
them, he answered: ‘It has to be warm!” He meaat Warmth protects the mus-
cles against injuries. One player didn’t mentioa tieed to protect his muscles by
keeping them warm as a reason for wearing leggihgegh. He said he uses
them instead of ordinary underpants because theyni&er, more elastic, and
simply feel better.

Vulcan pants are also still used today. Both playard others see them as a
protective garment that helps prevent injuries. Migathem can create a feeling
that you are taking care of yourself; you are dawigt you can to avoid injuries.
They produce warmth, but none of the players dagdpants give a feeling of
well-being. On the contrary, the thick warm pargstrict movement: ‘But these
very thick underpants, in them you feel a littl@ilited. It is rather hard to move
in them and so on. So | don’t use them much. Betettare those who do’, one
player said. Another man always used warm pantgdoring, but never during a
match:

| take them off because you become a little lightben you don’t wear those thick-
er pants. They are a little heavier . . . hardlifaeable, but, to some extent, it is psy-
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chological. You take them off for a match and fedittle lighter because you don't
wear that much.

This is another example of a player who is readgaicrifice more during match-
es, and, at the same time, his statement is phadthe sense of lightness must be
there if he is to feel that his capacity is atitteximum level.

Dressed to Keep Warm

Talking about the need to protect the body agaimstcold to prevent injuries

draws on the biomedical view of health. But wheaypls mention that you must
dress warmly for your own well-being, it is, ratheonnected to health in a broad
sense. And, actually, players talked more aboutkepting themselves against the
cold in order to feel good rather than to avoiduiigs. A noticeable change of
materials came during the 1990s. A female playdéerwasked about functional
changes to football clothes, said the following#hoatch jerseys:

You sweat a lot and they absorb it so you don’tthat wet and cold. That has be-
come better, it really has. . . . They breatheniotler way and it is somehow anoth-
er material, so you notice a difference, yes, you d

Clothes soaked with sweat were highlighted as atgrgroblem in cold weather
than in warm.

That Swedish elite players, above all, think aljwotection against the cold is,
however, not surprising. Cold, rain, ice, and sren& weather conditions that
even players in the south of the country mentiomae player had been testing
special underwear also used by hockey playersadt avlong, tight-fitting, sweat-
absorbing turtleneck jersey. He described the ¢adsi equivalent to ‘wetsuit ma-
terial’ and stated that he certainly didn’t feeillghin it:

In the winter, when you get sweaty and it [the oady thermal top] gets soaking
wet, then actually you get very cold. If you weoestand still for a little while, well,
you would become kind of cold. As long as you amvimg, there’'s no harm. But
that jersey actually made you feel dry, and youn skas dry all the time. And |

suppose that's really the purpose with . . . weillh clothes, that you will feel as dry
as possible.

Cold Feet with Blue Nails

The thought that you must protect yourself agaihstcold apparently does not
apply to the feet. Instead, players’ choice of ba#ems to be determined by the
idea that the sock and the boot must be thin laydth as little space in between
them as possible so that the foot can easily intérfne tacit knowledge, con-
veyed by the tactile sense, when the foot meetbdhelt seems they see the foot,
just like Merleau-Ponty might have seen it, as pérthe sensing and knowing
body. Thus, the boots are very tight: ‘Becauséheffeeling, they want boots that
are virtually too small. So, if you see a foothaHyer, he always has blue nails?
a kit man said, and laughed a little, as if he knewas an exaggeration, even
though there was also some truth to it.

A twenty-nine-year-old male player explained thdtew he was young, he al-
ways wore very tight boots, but now, a bit older hHad changed his habit:
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Well now, | use one size larger so that some moreaam perhaps get in and it be-
comes a little warmer. Because if you have verkttlipots, then you often get in-
grown toe nails, and especially in the winter itsgextremely cold.

This shows that experience can be important foygetd decisions about how to
dress for training and matches. As a child, yoerofh accordance with the dress
code within youth football have to fully protectwself by, for instance, using
big shin guards. When you become a junior player willingness to dare to take
any risks seems to increase. After some years atetite level as a well-
established professional player, knowing that yane ‘someone’ in the Swedish
world of football, the players interviewed seem e@nxious to take care of
themselves, to ‘still be going strong’, but alsorem@nxious about their well-
being, about feeling good. And maybe years of gaatan train the ability of the
foot to interpret the meeting with the ball, so yzan experience the same feeling
even though the shoe is a little bigger?

Being ‘Me’ in the Right Size — Clothes Seen from &road Per-
spective of Health

Absent Clothes for an Absent Body

The difference between heavy warm pants and ligimelerwear during matches
was felt by some and when asked about the impatancolour, a few men-
tioned that the colour of their teammates’ socksddde helpful when they were
surrounded by opponents and needed to pass thevitiadiut looking up. But,
otherwise, most of the players didn’t say anythatgput experiences of clothes
related to their performances during matches. Astamation for this can be that it
has to do with the disappearance of our body frararaness, which occurs now
and then in everyday life. This is an importanteasof embodiment elaborated
by Leder, working in the phenomenological traditioh Merleau-Ponty (Leder
1990). That the body ‘disappears from awarenessinsi¢hat it ceases to be an
object that awareness is directed towards, anteadsit is used to ‘bring in the
world’ (Toadvine& Lawlor 2007: 86). It functions as the perceivisigbject and a
tool for action-oriented existence — a function baing-in-the-world (Csordas
1994: 12). It is open to the world so impressiamsnf the senses flow through it
and changing sensations are balanced by body mangnexen though people do
not think (cognitively) about what they are doirfy Polanyi 1983).

From what was said in the interviews, it seems tbatball is at its best when
every player's own body has disappeared as antologu his or her awareness.
Then, instead, perception can be directed at alhtbvements and events on the
pitch. And because clothes are so closely conndcteéde body — since textile
fabrics touch the skin — clothes that are not @vriin any way are a material
condition that must exist to make ‘the disappeagawicthe body’ possible. Your
clothes have to be so comfortable that they daeratnd you of your body.

The early ‘backstage’ work when players tried oat theason’s kit later made
them confident in their clothes. For example, adknplayer said:
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So on match day, when you dress, you do your reutaking your clothes . . . you
have your exact size, you know what you will be s for training or matches.

And, at that time, you will not be focusing on th@hen we just know it is perfect,

everything is the way it ought to be, and we hatatwe want. So when you start
the game, you really do not focus on that.

A male player said the same: ‘You try everything gou are comfortable in it
and so you order it. So you know what you get. It has never been an obstacle
for me, nothing too tight and nothing else’. Butemhwe continued talking, new
aspects of clothes occurred when he seemed tdlstdgng of material garments
as physically stopping him from doing different reawents, and, instead, ex-
panded the meaning of the concept of comfort gatither, denoted the immaterial
psychological state of well-being that clothes cantribute to. Then he discussed
comfort as something that had to do with subjeigtivi

| think it is important that you are comfortablevimat you wear and that you feel,
well somehow, this isne | really wouldn’t want to wear a very baggy majelsey.

. .. That might restrict my performance becauder’'t feel comfortable and | don’t
like what | am wearing.

Design researcher Judy Attfield (2000: 121) writ€othing and textiles have a
particular intimate quality because they lie nexthie skin and inhabit spaces of
private life helping to negotiate the inner seltwihe outside world’. This player
gives an example of that negotiation. To make gsgae for him to accomplish
top performances, a feeling of ‘being me’ must dleaealized when he starts the
game and enters the (discursive) position of ‘beirfigotball player'. In this nego-
tiation between (outer) materiality and (inner)lifegs, the size of the clothes is
very important. He probably could move well in agbg jersey; the garment
would hardly be a material obstacle to moving. Betause of the interplay be-
tween material and immaterial aspects when praog$ss being-in-the world, he
would be dissatisfied anyway with the size of adyagrsey since he has made a
habit of wearing quite figure-hugging garments at jgd his subjectivity — his
sense of ego.

Problems with Sizes and Brands

In May 2008, one purchasing manager said that heldveoon be going to a
meeting with the sports brand his club had a cohiséth. At this meeting, they
were going to discuss clothes for the next seasticl in Sweden started in the
spring of 2009). Just a little while after thatfdye he knew which players were in
the squad for next season, he had to order theedoSome players would be sold
and others bought during the transfer windows. e leaving and coming do
not always have the same body sizes. So the immpataf getting the right-size
clothes was seen as a problem from this purchasargager’s point of view.

In connection with the transfers of players, praidewith boots were also men-
tioned by some of the players and the coach irderil. One man said: ‘Well,
you can say that boots are really our td6ISo they play a great role. You really
have to be happy with them. And it's like the fagliis there when you hit the
ball. So it's very importantThe words some players use are that they are secure
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or safe in their shoes, which accounts for a pdyghical state of well-being.
Thus, suddenly being forced to play in another thrahboots than what you are
used to can be experienced as a problem:

Some players like a specific brand. Then they chaigbs and get a totally differ-
ent brand which, for example, doesn’t make boots titathkir feet. Then it's a
strange situation because you have to learn toiplyem. And it may sound like a
luxury problem, but it isn’'t. Because to play wethu really have to feel good.

Only some successful players can get individualtreats with a football boot
manufacturer. And if you can show that you haverymun contract when you
change clubs, you can continue to play in that dbi@ffootball boots. But, other-
wise, you just have to accept switching to anottrand. | asked if exemptions
can be made:

Yes, you can probably get it if you have a doctodse and medical reasons, etc. . . .
But | think it's rather difficult anyway, becausewadays even every brand has a
fairly good selection of different sorts of boots.

Since it leads to some players being insecuretdmsiand frustrated, and thus to
their well-being deteriorating, the demand to usetb from only the brand the
club has an agreement with doesn’t go very welhvlie spirit of the broad defi-
nition of health, which includes psychological farst But if football clubs were
to carefully consider every player’s health in adal sense by letting them choose
which boots to wear, this would have economic cqueaces. For instance, the
clothing sponsor of one women’s team discussed henet should take back
some of the money because not all of the playdiewed the contract to the let-
ter. Some of them played in another brand of fdbtlmzots: ‘. . . and that may be
because they don't think they are comfortable, they't have enough models
that fit us’, a player explained, and added: ‘Ogaahes claim that our players
must be able to perform. They cannot have sorethen feet'. Her statements
about boots show that apparently not all medicablgms which are the result of
playing in boots of the brand the club has choesad to exemptions.

The Compressed Body

Now back to clothes again: more or less aware,qgblétyers use the categories
‘body’, ‘space in between’, and ‘clothes’ to compead the feeling of comfort.
Every player seems to have a preferred experierslation between body and
football clothes, and for him or her to feel contédale, it has to be sensed. Nowa-
days, however, when it comes to the design of icrgdtinctional sportswear,
guestions about the dissolution of boundaries batvmmdy and clothing are rele-
vant. More and more sportswear is no longer beinghwoosely, allowing the
body to move in a ‘natural way' underneath. Instesubrts clothes affect and
shape the body and with such clothes the categmgce in between’ loses its
meaning.

Earlier in this article, for instance, it was memid that clothes function as a
second skin, absorbing the sweat and thereby lgetpiensure that the cold is not
felt so often. Synthetic fibres created from sdraéite used to make such close
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connections between body and clothes possible. rdoayp to the anthropologist
Kaori O’'Connor (2005: 46), making these fibres @ ttulture being laid on the
surface of nature’ as when textiles are made fratural fibres, like cotton or
wool. Instead, culture and nature are intertwinetha more fundamental level,
where certain characteristics are built into theefi

Being able to feel lightweight and sufficiently wais apparently valued posi-
tively by players today. But textile technology fimotball clothes also goes fur-
ther than just creating a second absorbing skinl¢hs sweat through to the sur-
face of the fabric. Some textiles nowadays eveecathe internal biological func-
tions of the body. According to the Adidas advamntiscampaign launched in Sep-
tember 2008, using football players as modelsyeétsion of so-called compres-
sion underwear, Adidas Techfit TM, speeds up trecgss by which energy is
created in the muscles by compressing musclesissukets and thereby making
the blood flow faster. This is said to prevent neisojuries and also improve
footballers’ performances, especially their spegte other major sports brands,
like Puma, Nike, and Craft, have their own formsapression underwear too.

A footballer dressed in compression underwear figoorse, nothing like the
picture of the Cyborg — the man-machine hybrid p@srayed in Puma’s market-
ing campaign for football boots in conjunction witre 2008 European Champi-
onship, where Fredrik Ljungberg’s upper body wasgd with artificial legs
looking like the robots from the Star Wars film. tBactually these compression
garments are a real example of clothing technoltmpt creates a human-
technology symbiosis which wouldn’t have existedhiére were only natural fi-
bres available. They are also an indication oftteed that medical health today is
often created through connections between the hupmoaly and artefacts. But
while the popular culture Cyborg is driven by teslugical mechanisms and pro-
grammed to be a sharpshooting, effective, and siskncreature, footballers in
their clothes are still ‘taking in’ events arourttetn through their sensing and
knowing bodies. And even if Adidas ads tell us thigjective measurements show
that they increase the player's speed, it seentsthieavery tight compression
clothes don'’t create the feeling of air touching #kin, which some players asso-
ciate with the desired sense of lightness and liyenath the perception of rapid
movement.

When one player was asked what compression underfigkdike, he said:
‘First of all, it is very tight, it really fits lik a snakeskin!The snakeskin is an
outer layer that sometimes when you see a slousfiadaying in the road can be
understood as separate, but usually belongs tbatie. So, in all its ambiguity, it
seems to be an excellent metaphor for very tighthek that influence the body’s
internal processes! This player said that at hib @ majority used this type of
underwear. A kit man at another club said thatatht players were a little dubi-
ous, then they tried wearing it for matches and fawv or five on his team used
compression underwear regularljhis was in May 2008, in a squad of about
twenty players. So this kind of underwear was aelgently being used in Swe-
dish top level football clubs in 2008.
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One player at the same club kept an open minddepting the new underwear,
but his first impression of it was not positive ahdvas not totally clear to him
what it was supposed to be good for: ‘There are some new jerseys which are
very tight. And | don’t know if they are designedgull up your chest so you can
breathe better in some way’. He explained thabtia@d of jersey used at his club
pulled the shoulders back so that you had a steidgack and chest. He also con-
firmed what the kit man had said by adding thatlide’t think many players used
them. He was asked how it felt to wear these jaeraeyl he stated:

Well, they arevery tight. It almost feels like you get a little comdid in it. | don’t
like it when it's too tight during matches, etc...It is probably to do with the fact
that when | feel terribly confined | almost feditle panicky.

For this player at least, dressing in compressiuietwear — however medically
healthy — cannot be seen as a situated bodilyipeacbntributing to health in a
broad sense, which includes psychological well-4pesince wearing it creates a
sense of discomfort. But when asked if he wouldis¢ it a lot then, his answer
revealed an interesting ambivalence between thativegsense of the garment’s
materiality and a positive attitude towards nevinireg clothes: ‘I don’'t know. |
think it's a little bit of a habitoo. If you wear it for a while, then maybe you Iwil
start to like it. But instinctively it was not nice

Brief Concluding Remarks

The anthropologist Thomas Csordas underlines tleative in a historical mo-
ment when ‘we are undergoing fundamental changésw our bodies are orga-
nized and experienced’ (Martin 1992, cited in Casrd994: 1). The borders of
the human body are questioned by plastic surgethyttammanufacture of artificial
body parts and organs (Wilson 1995). But also ifigetiew injury-preventing and
speed-increasing compression underwear againstbauy can be seen as a tan-
gible example of these changes. Interpreted by Imasan theories, these clothes
could, first of all, be discussed as items takiag m dissolving ‘the human’ since
they blur the borders between technology and ‘huneare’. But the interviews
in this project show that new textile technologyeigperienced by players based
on the feeling of being a human subject striving bodily and psychological
well-being. Therefore, | hope that the phenomenplofythe body — Merleau-
Ponty’s theories — will be used for further studishe experiences of technolog-
ical changes, including future development of dlagh(cf. Allen-Collinson 2009).
The textile technology ‘revolution’ goes on (Fari&rHutchinson 2004; Quinn
2002; Shishoo 2005). So maybe those hoping fong t@reer as a professional
football player today will have to remain receptteethe continuous changes to
whatever sensations and feelings new body-altepagprmance-enhancing tex-
tile technology may bring about in the near futyust like the pragmatic player
interviewed who thought he would get used to thathels. But there’s also the
possibility that manufacturers of football clothedl take players’ experiences of
clothes and their perceptions of relations betweedy and clothes as starting
points for products that, to a greater extent, dambealth-related medical alter-
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natives, like functions that prevent or protectiagainjuries, with features, like
lightness, thinness, and airiness, which means-lveatig for players. Wearing
such clothes, players would probably individualgciie to protect themselves
even if their clubs didn’t regulate what they weBnat would strengthen the con-
nections between football clothes and health inbitead sense, including medi-
cal, social, and psychological factors.

Viveka Berggren Torell, Ph.D. in Ethnology, is working on a project abtagdt-
ball and clothing at the Department of Food andriah, and Sport Science at
the University of Gothenburg. She also works at3inedish School of Textiles at
the University of Boras, where textile craft anchmmporary children’s clothes
are research subjects in two different projectgvidusly, she has studied dis-
courses on children’s clothing in twentieth-centudyveden. E-mail:vive-
ka.berggren_torell@hb.se

Notes

1 In the interviews, travel tracksuits worn wheringpto an away game by base also men-

tioned as a means of creating team togetherness.n@ie player said regarding the reason
for having travel tracksuits: ‘Everyone must weda same clothes. Look like a team!’

To avoid confusion, it must be said from thetsthat football in Sweden is called soccer in
American English.

When Craik discusses body techniques, she drawdauss, who uses the term ‘techniques
of the body’ (Mauss 2006: 77-96).

Different experiences that were actually discdshering the interviews and can be interpret-
ed as related to gender will be dealt with in aaptirticle. A draft of a text regarding con-
structions of femininity related to football clothevas a distributed paper in the Research
Committee on Sociology of Sport (RC 27) at the X\8A World Congress of Sociology in
July 2010, held in Gothenburg.

Anorexic supermodels are, of course, a remarkexdeption to this.

According to the World Health Organization detfiom from 1948.

This seems to be a perspective that the spatglbhdidas has picked up on in its advertising
in 2011, where the football boot F50 Adizero iswhaogether with the text ‘all light, all
fast'.

Three of the interviewed female players were hayipy with the socks though. They espe-
cially complained that they were not elastic enoagtl that the feet were too big. One male
player had had problems with his shoes rubbing.rapal turns he performed repeatedly dur-
ing a game gave him blisters on the bottom of é&.fTo avoid this, he used bothatho-
paedic sole, which stabilised the position of thetfin the shoe, and special socks. ‘Running
socks’ suited his needs better than ordinary fdbfimeks since they had two layers of fabric
that move towards each other, and the movementeeetihe foot and the sock caused no
friction. He cut the feet off of his football sockad wore his special socks underneath. Most
of his special sock was hidden in the shoe, anth$tened the tops of the rib-knit football
socks with tape to make it look as if he had threesaocks as all the other players.
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It could just as well be a she. What is writtemehis valid for both men and women. But the
person quoted is a man. Therefore, | have writtehand ‘his’.

Another example of such a blending of sensatiass given by one player who very quickly
went from talking about smell to weight. When speglabout his T-shirt, soaked with sweat,
he said it was both nasty smelling and heavier thery one.

Opinions, however, were not expressed in thenies with the female players about
whether it is good or bad if the use of shin guahasng training is regulated by the club.
Someone else, instead, claims that legs andfedhe tools of a football player.
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Costume Cinema and Materiality:
Telling the Story of Marie Antoinette through Dress

By Therése Andersson

Abstract

In ‘Costume Cinema and Materiality: Telling the $§toof Marie Antoinette
through Dress’ a materiality-based approach folyaiay film narratives through
costumes is examined. Sofia Coppola’s fikarie Antoinettg2006) serves as the
empirical starting point and the theme of dressamgl redressing is pursued
throughout the film, crystallizing costume as angigant feature for reading the
movie. The article argues that costumes, on a slmlevel, work as agents. It
thus focuses on the interdependence between costncthénterpretations of the
screenplay’s main character. A theoretical notibrcastumes and materiality is
explored, and the idea is further developed intiaiato stylistics constituted as
emotions materialised in costume. As costumeshaarain object for analysis,
the discussion immediately centres on costumesugemt by professional cos-
tume designers for the two-dimensional format ef film frame. In other words,
costumes made for the moment: for a specific nagr@nd aesthetic expression.

Keywords: Film, Costume design, Dressing, Materiality, éon, Emotions.

Andersson, Therése: ‘Costume Cinema and Materidliiling the Story of Marie Antoinette
through Dress’Culture UnboundVolume 3, 2011: 101-112. Hosted by Linkdping UaTsity
Electronic Pressttp://www.cultureunbound.ep.liu.se




Culture Unbound
Journal of Current Cultural Research

| start with the original source: then move awdyam not a teacher.
I am a Costume Designer.

Milena Canonero
Costume Designer dviarie Antoinettg2006)

Introduction

The opening scene darie Antoinettg(Sofia Coppola, 2006) is set in Austria: a
static image of a young Marie Antoinette (Kirsteari3t) sleeping in a dark room.
The darkness is driven away as an attendant dfaseavy curtains apart, letting
the sunlight pour in. The establishing shot théibfes shows Schénbrunn Palace
in the early, grey morning light, before reverthoga close-up of Marie Antoinette
waking up. The sequence is accompanied by a vaieetelonging to Marie An-
toinette’s mother, Maria Teresa, Archduchess oftdaigMarianne Faithful) an-
nouncing her plans for her youngest daughter: fidship between Austria and
France must be cemented by marriage /.../ My yostrdgughter, Antoine, will be
Queen of France’. Completely unaware of what tharéuhas in store for her,
Marie Antoinette allows the attendants to dresgumdras on any other day. While
she waits for them to lace the corset and finighhaér, she appears unconcerned
and plays with her little pug. Dressed in a soélvety and lavender blue two-
pieced dress, she then meets with her mother,dbfing sent off to France.

The theme of dressing and redressing, which isrdigcated in the opening sce-
ne, is pursued throughout the filMarie Antoinette crystallizing costume as a
significant feature for reading the movie. In thrsicle | will argue that costumes,
on a symbolic level, work as agents; focusing am ititerdependence between
costume and interpretations of the screenplay’'snroharacter. Thus, | will ex-
plore a theoretical notion of costumes and maigrjaand further develop this
idea in relation to stylistics constituted as emsi materialised in costumé&his
is an approach not commonly used in cinema studeshe study of dress often
engages with how certain films have influenced féghion scene, or studying
film stars as fashion icons, or considering howsdreperates in relation to star-
dom (Moseley 2005: 1ffj As costumes are the main object for analysisdise
cussion centres only on those designed by profesisastume designers for the
two-dimensional format of the film franfeFor Marie Antoinettea stylised look
for the movie was created, and the costumes wearsecuiently worked through
with both a historical understanding and with tih@on to give them a distinctly
modern flair. The costumes designed by Academy Awainner Milena Can-
onero,were based on ¥8entury originals and then further modified foppart-
ing the narrative and creating a specific looktfa movie: a look that only exists
inside the frame. Exhaustive references to thesemesorical context of Marie
Antoinette — as a historical figure and fashiomiecare thus not considered hére.
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Clothes are a key feature in the construction oémiatic identities, and one of
the tools filmmakers have for telling a story. @wsé design is intentionally
made to support the narrative, and everything dpgears on screen is carefully
selected — every costume and accessory is a daibenoice made by a design-
er® Hence, costumes are designed to appear on one aotmne set, lit and
framed in a most specific way (Kurland & Landis 208). Each costume design-
er's approach to designing clothes for filmic cludees is of course individual, but
they share one common objective: they study hurhamacter and then translate
their observations into fabric (Wyckoff 2009). Fhetmore, costumes provide
features as colour, silhouette, balance and symyrtetihe film frame. As Debora
Landis puts it: ‘each frame of the film provideprascenium for foreground and
background action; cinematographers, productiomgdess and costume design-
ers collaborate to fill those rectangular dimensian/ (Kurland & Landis 2004:
5). Actors’ movement in the proscenium then altees symmetry of the frame,
emphasising the action and directing the gaze. cdstumes, their colours and
configurations intervene with the actors’ movemeat®wing further characteri-
sation on a more associative level.

Clothing subjects the body to continuous transfaionaand as Patrizia Calefa-
to stresses, a garment can limit the body, ‘condiegnin to the forced task of rep-
resenting a social role, position or hierarchy’ lgfao 2004: 2). As such, clothing
can be a device for controlling the body, authogza system of correspondence
between surface appearance and social order @bi#: 2). Applied to costume
design and film, a character’s story is visualifeugh clothing. At first glance
the attire of a filmic character connotes time perisocial status, and whether or
not the cinematic world refers to fantasy or rgalft closer examination reveals
more subtle details: a character’s state of minokjvations, and how the charac-
ter wishes to be perceived (Wyckoff 2009). In #uiscle | will explore this notion
of character portrayals in relation to how the fdrpresentation oMarie Antoi-
nette through the cinematography, mediates emotions. fdrrative function of
costumes is thus the starting point. The movieoisamalysed as a transformation
film,® even if this does have some affinity with dresstéad the more complex
theoretical notion of emotions materialised in aost will take centrestage.

Marie Antoinetteis Sofia Coppola’s third feature film, followingirgin Sui-
cides (1999) andLost in Translation(2003), and is based on Antonia Fraser’s
biographyMarie Antoinette: The Journg2001). Coppola’s filmic style is in gen-
eral fragmented and episodic, where symbolic afettife elements are left with
scope: she is, in other words, using an approahisireading affect through cos-
tume design and mise-en-sceMarie Antoinetteas such corresponds to the fea-
tures of the filmic melodrama mode, referring teamewhat loose category of
films linked together by an engagement with ematiassues and dramatic regis-
ter (Mercer & Shingler 2004: T)Coppola’s objective to depict the inner experi-
ence of the teenage quéerprresponds neatly to the melodramatic sensibility
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identified by Christine Gledhill as a mode with ‘@rtense focus on interior per-
sonal life’ (Gledhill 1986: 46). The complete aegibs of Marie Antoinettefol-
lows Geoffrey Nowell-Smith’s view on melodramassasries not primarily con-
cerned with action, but rather with emotion (Now®thith 1987:72). Julianne
Pidduck calls attention to the stylistic devisecohtemporary costume drama, as
dramas of personal conflict, anguish, or desir¢gh&n emphasis on intimate con-
tained spaces (Pidduck 2004: 5). She refers tacestilm as ‘increasingly prob-
ing the folds and inner recesses of the bouddaitd(i2004: 157). As a costume
drama — enacted in a historical setting and filmmedocation at Versailles Ma-

rie Antoinetteis not a standard period piece, rather an impressio and up beat
take on the early years of the protagonist Mari¢orette’ As Pam Cook points
out, clothing is employed as creative reinventioiMiarie Antoinette where per-
formance and personal style play a vital role. Qo and set design thus operate
in various ways in this film: to capture an atmacsghof the period, to suggest
mood, to reinforce and comment on character, amutdject the state of mind of
its heroine (Cook 2006: 38).

Cakes and Colours

In Marie Antoinettecolour is used in a nuanced way, not only to dbscthe
characters? but applied in order to facilitate a specific lofmk the whole movie.
A colour palette with bright, light, pastels isluzted, and the range of colours
goes from very pale and soft to more shocking,torga vast pastel bubble sur-
rounding Marie Antoinetté' Allusions to macaroons, pastries and sweets occur
frequently throughout the film and through differ@mematic features: costume,
music, dialogue, and of course as actual props.irfstance, in one of the early
sequences from Versailles, during an endless dipady, the allusions are ap-
plied both visually and verbally. The scene begirth a near shot of a plate with
dessert, cut to a close-up of Marie Antoinette sidsn an apricot coloured gown,
similar in colour to the dessert just shown. Theeea then follows Marie Antoi-
nette’s point of view as she looks around at thepfeewith an unsteady gaze. The
filmic images are surrounded by a buzzing sounth eecasional gossip and cru-
el comments at the expense of Marie Antoinetteh sisc'how’s the little Austrian
holding up’ and ‘she looks like a little piece afke’. On a conceptual level, the
cakes and colours composed are not only utiliseevtike equivalence, but also
for telling a story. In this case, a story withiarhappy ending.

In this early stage of Marie Antoinette’s time ar¥ailles the colours worn and
applied are light and icy, more sorbet-like. In thaldle of the film — depicting
her party years — her gowns become the most ddisein their choice of colour
and even in cut, with bright yellow, pink and bleembinations creating a maca-
roon effect with the ornamentation of petticoatd akirts. Her dresses are modi-
fied in configuration as well and become boldeithwhe gowns showing deeper
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square-shaped décolletage and more daring gainighe final sequences of Ma-
rie Antoinette’s life at Versailles, the coloursogr a bit darker, faded, and be-
come stricter. The fabric seems to change as waed, the dresses look heavier
and more formal. The whole mise-en-scene subsdguestomes darkened and
the film ends with a frame of her wrecked apartnwrdrlaid with the sound of
the guillotine as it slices the air. The colourgt applied might be translated to a
depiction of Marie Antoinette’s inner journey. Thenge of colours are compara-
ble to those of the seasons, beginning with thiet,ligpring-like pastels for her
youth; bright summer colours representing her pgesrs; and the darker, au-
tumn-like shades for the last period at Versaillks.such, the costumes have
metaphoric meaning; they are symbols of a stadéeirand a state of mind. The
costumes foMarie Antoinetteare thus understood as being designed in order to
communicate the inner experiences of the charactétls an aesthetics that pro-
motes feelings.

Dressing and Framing the Part

Colour is in general a significant tool used to enide the narrative and create a
cohesive fictional space (Kurland & Landis 2004; the bright palette oMarie
Antoinetteworks as connecting not only the different scebes,connecting the
symbolic level of the materiality of mise-en-scém&h emotions. The relation-
ship between colour, costume and identity is thgsifscant for telling this story
of Marie Antoinette. The impressionistic object tbe narration is brought out
through the mise-en-scéne and the costumes focasingon-verbal signs. As
mentioned above, in the early stage of the movieidVlAntoinette’s dresses are
more sorbet-like in colour. Right at the beginnafghe film, set in Austria, she is
dressed in soft light blue, and the softness relcub®th the fabric and the cut, as
if to underline her naivety. The light blue, innateolour continues in her travel
attire, which she wears on her way to the Frenalddyoto meet her future hus-
band for the first time. The scene is depicted asuaial point in Marie Antoi-
nette’s life. She is subjected to changes beyomdcoetrol, and this is visually
told through the change of clothes. When finallyivamg at the border, she is
completely dressed in white, almost like a bridee Bcene is set in a cold and
quiet landscape, surrounded by leafless trees.frbaen ground is covered with
brown leaves, and Marie Antoinette is escorted temaporary pavilion. When
ceremonially crossing the threshold to the pavikbe is in effect leaving every-
thing connected with her home and identity behi@He is stripped of all her
clothes, while Comtesse de Noailles (Judy Davig)aRs:

DE NOAILLES: ‘It is the custom that the bride netain anything belonging to a
foreign court, an etiquette always observed on surcbccasion’.

Marie Antoinette departs in French couture, tighdlged up in a corset and wide
pannier, and with a new identity as the Dauphin&rahce. The light fichu is ex-
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changed for a taut necklace. The childish hairaibls gone, and instead her hair
is decorated with a neat tricorne, of which symsnatrd regulated shape indicate
her new role. Dressed in icy light blue she finafigets Louis (Jason Schwartz-
man) with his entourage, and they depart for Véesai

The cinematographic qualities of the shot andditirey also promote and rein-
force how the characters are perceived. Farie Antoinettethe static camera
aesthetics, which fill every frame with both spacel detail, contribute to theatri-
cality encouraging contemplation and the absorptiothe film image on the part
of the viewer. The static images create a somewlgataphobic atmosphere,
where the characters look small and lost. A cagmint is the wedding scene. Set
in Versailles, the hall has a wide expanse anditdesf the gilded and floral dec-
orations, looks harsh and cold. Dressed in whiteme and gold, Marie Antoi-
nette and Louis both appear chilled, uneasy anfused. The subsequent close-
ups reinforce the feeling of unease, focusing ag tto on eyes and empty glanc-
es. Onlookers surround the couple, making them sa&m more uncomfortable.
These static sequences, composing a large paneaibvie, are at times inter-
vened with fast montage sequences like the onengzmoied by Bow Wow
Wow's ‘| Want Candy’, which resembles the aestteefamiliar of a music video.
Close-ups of shoes, fans, textiles, ribbons, goyewgellery, champagne, pastries,
playing cards and counters, are edited with affastin a graphic style, the sepa-
rate objects are thus linked together by the cslolihe sequence is immediate,
depicting the experience of hedonistic fun as Manéoinette and her friends are
partying and trying out new outfits. Hence, thegaots as well as the long takes
are more fluent and allusive; the close-ups ar@irtaneous. The cinematography
thus contributes to the constitution of an emotiamaity, a cohesive fictional
space of fluent pastels.

Boudoir

The emphasis on the non-verbal, on interior lifd affect, is further unfolded in
the intimate space of the boudoir. Marie Antoiristtgrivate apartment might
translate as the boudoir, and it is the site fambellished and undisguised depic-
tions of anxiety and anguish. Stressing the costdraena as a tale of personal
conflict, these emotions are visualised throughhohg. An example of this is the
scene that takes place at dawn, after one of martiep, in which Marie Antoi-
nette wakes up amidst the detritus of the feséigitiThe innocent look from before
is gone; instead a decadent look is reinforcedhikyfact that she has been sleep-
ing in her gown and make-up from the night befdiigee sequence is quiet, with-
out dialogue, and accompanied only by the instruaieifommib Help Buss’
performed by Squarepusher. The static images sigothie park in front of the
castle, which opens the sequence, are lit simplthbysoft light of daybreak, in-
tercut with images of plates and trays with leftesyechampagne glasses, both
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empty and half-filled, and expired candles. Movetiweaks the stillness as serv-
ants carefully start to clean up the mess. As #mera pans the remainders of the
party are exposed: shoes and empty champagnesbortithe floor, shawls tossed
over chairs, and flower arrangements all brokenRapally the panning reaches
Marie Antoinette sleeping in her party gown. Shewgkening by the sunlight
shining through the window; with dishevelled haidasmudged make-up, she sits
down and stares at the surrounding mess. She baarloearring, the turquoise
dress is creased and a piece of the garnishedé@lloose exposing the corset.
She pulls herself together, walks out of the rostnyggling to keep her hair in
place with both hands. The cautious compositiorthese material details, the
stillness and lack of dialogue, taken as a whale)lmne to convey an expression
of complete emptiness. The next sequence contim@seinforces the feeling of
void as it shows Marie Antoinette huddled up inaghitub wracked with a hango-
ver. The dark circles under her eyes denote vubildyaand cracks in the facade.
The probing of inner recesses of the boudoir asacheristics of contemporary
costume drama, as suggested by Pidduck (Pidduck 280), literally applies in
the case oMarie Antoinette

Silhouette

Corseting is an apparent attire that alters anr'aajait and posture, while provid-
ing a distinct and readily identifiable silhoueft@urland & Landis 2004: 5). The
materiality of the corset thus restricts the phgisdaepiction, as corsets control the
actor’s body and affect the breathing. These litimtes function as tools in the
portrayal of a character and thus offer furtherpgctor analysis. One sequence,
which is highly illustrative of how the themes a#sppair and disquiet are visual-
ised and played out through mise-en-scéne and roestis when Marie Antoi-
nette, dressed in a floral gown, is seen readifggter from her mother, leaning
towards a wall with a similar floral fabric. At tleame time as the voice-over of
Maria Teresa fills the cinematic room, the lettalisf out of Marie Antoinette’s
hand. Maria Teresa admonishingly tells Marie Angti@ her concerns for her
daughter’s current situation. She is disappoineddaughter is not pregnant.

MARIA TERESA: ‘Dearest Antoinette, I'm pleased &dlityou how wonderful your

brothers and sisters are doing in their marriages All this news which should fill

me with contentment is diminished by reflectionsyonr dangerous situation. Eve-
rything depends on the wife /.../."

In distress Marie Antoinette leans towards the \aalll becomes lost in its floral
pattern, slowly sliding down the wall and becomarge with it. At the same time
the camera moves gradually in only to stop in aelop of her tearful, red face.
Her inability to meet the expectations of peopleuad her, especially her moth-
er's demands, causes her to lose her grip. Heesagrself is dissolved in the flo-
ral patterns of the walls of Versailles. At the gatitme her choking existence is
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laced in the corset, making it hard to breath. I&eto struggle to regain her own
self again. By using a similar cluttered pattemidoth the wallpaper and the dress
the feeling of inadequacy, and — maybe even marenfusion is visualised. The
entrapment is materialised through the suffocatlaged corset, as well as the
impression of the shrinking space due to the ussapfera movement and its ev-
er-narrowing focus. The symmetry and controlledpsisaof corsets and panniers,
epitomizing the court life and her mother’s expeotes, are later on contrasted by
the flowing lines and light fabrics of the dressesn at Le Petite Trianon. The
time Marie Antoinette spends at her sanctuary maghtvell be described as an
escape into a fantasy world. The images from Lé& Paanon show Marie Antoi-
nette laughing and running around in the gardekimicflowers dressed almost
like a country girl. In the scene where the dredsanahows her fabric samples,
she lets go of the silks and turns to fine cottons.

MARIE ANTOINETTE: ‘I want something more simple, tugal. To wear in the
garden’.

The new clothes show a less forced and more relkfeestyle, her gowns are all
in white and little of the ruffle and garnish remsi Thus, the actual changes in
French fashion that began in the 1780s are inilmeused as a way to visualise
Marie Antoinette’s state of mind. As the heavy h®@pe exchanged for simple,
sheer muslin dresses, the style of the whole mskitts into more naturalistic
colours and lighting. The shots are mainly taketdoors showing the garden and
the countryside, using natural light to depict asieess and more serene exist-
ence. From time to time the camera is pointed dyret the sun, letting the back-
light create a glare behind Marie Antoinette. Thidoor sequences have no addi-
tional music, and are accompanied only by the safrvittering birds. As the
scenes are laid outdoors, and as the flowing loidbe dresses are emphasised,
airiness and lightness are indicated. Both thedestst devices visualise a sense
of relief: finally being allowed to move freely ateing able to breathe. Even if
that relief is destined to be only temporary.

Conclusion

The concept of film costume accentuates a dresstogtion of which the result

becomes mediated and displayed, and where theeslotbrk as a key for under-
standing a particular movie. Film costumes are attaristic because they are
made for the moment: for a specific narrative aesttzetic expression. As such
they are designed for an individual actor or astr€ostume design thus involves
conceptualizing and creating garments that ca@ndedefines the personalities of
fictional characters, and are therefore intendednibody the psychological, so-
cial and emotional condition of the character pagicular moment in the screen-

play.
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In Marie Antoinettethe play with costume and style confronts thetitnons of
time and space; as such the style is well thoughtaod highly deliberate. For
instance, one of the scenes in the ‘| Want Candyhtage shows Marie Antoi-
nette trying on new high-heeled shoes, and neketoon the floor lays a pair of
well-worn, light blue Converse boots. The anachstoifeature is a cross-
reference to today’s fashion and youth culture,ineimg the audiences that this is
a film about teenagers and not really aff' t8ntury period piece. This stylistic
device generates a self-reflexive mode; makingctimestruction of the movie vis-
ible, displaying the fact that this is fiction. Thepressionistic approach and artis-
tic license undertaken contributes to richnessxture and representation, mak-
ing it original in the process. Instead of reprddga cinematic version of classic
portraits, a new picture is painted.

The aesthetics of the film might be described aaesthetics of emotions, as it
is fluent and impressionistic. The long shots amaticscamera mode interact with
extreme close-ups, which gives a stage-like impras®perating on the level of
the suggestive and allusive. The melodramatic amproworking with sensibili-
ties instead of action, utilises an excessive raisacene for revealing the non-
verbal and non-explicit. | would suggest that tiglsolism of the materiality of
the mise-en-scéne and of the costumeMarie Antoinetteworks in part as an
impressionistic key to an understanding of the mplut foremost as an interpre-
tation of the protagonist Marie Antoinette as anlascent girl trying to survive.
Hence emotions like despair and escapism are unddras being materialised in
costume. For instance Marie Antoinette’s despa@xisressed through the play in
floral patterns; her dress and the wall fabric swesimilar she fades into it and
becomes lost in it. The scene is palpable, degidtiarie Antoinette losing her-
self, her own identity and becoming one with Vdteai As the walls are closing
in the intimacy and contained space of the boudofurther thematised; for in-
stance in the scene where Marie Antoinette wakeis tipe remains of the party.
She is depicted just as much in pieces as her nmegsmyment and her unkempt
dress. The objects scattered around and the differeces of fabric that compose
her attire have a similar symbolic agency as theraa terms of telling the story.

Altering the body through the materiality and ae#ts of dress might be a way
of inscribing standards to appearance and perfarengiven that clothes either
limit or allow movements, and symbolise social solapplied to costume design
and film, this notion becomes more apparentMarie Antoinettedue to their
readability. It allows us to quickly grasping whiae characters are all about. The
actual changes in French fashion that began i17B@s are in the film used as a
way to visualise Marie Antoinette’s state of mimkpicting her time at Le Petit
Trianon as a refuge visualised in costume througjitiess in fabric and flowing
lines, is quite the opposite of the entrapment eifsdilles illustrated by symmetry,
corsets and panniers. The costume conspires wéhotier cinematic features,
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generating a symbolic network through the non-Viedmal non-explicit, in ac-
cordance with the filmic melodrama mode, for tejlenstory through dress.

Therése Anderssonis currently employed at the Department of Histdtock-
holm University. Her doctoral thesis in Cinema $#sdis entitledBeauty Box:
Film Stars and Beauty Culture in Early 20th Cent@weder(2006) Andersson

is currently working on the research proj®@icro, Button, and Zip: Power and
Materiality during Styling and Dressingunded by the Bank of Sweden Tercen-
tenary FoundatiarE-mail: therese.andersson@historia.su.se

Notes

1 The discussion is quite loosely inspired by Adtmtwork-Theory and studies further apply-

ing and developing that approach. See for instaBea: Knuts,Nagot gammalt, nagot nytt -
skapandet av brollopsforestalininga@dteborg: Mara forlag, 2006. For an introduction to
ANT see: Bruno LatouReassembling the Social: An Introduction to Actetwbrk-Theory.
Oxford: Oxford University Press, 2005

See for instance: Rachel Mosel&gshioning Film Stars: Dress, Culture, Identityondon:
BFI, 2005, p. 1 ff. For a study on film stars ashian icons, and dress in relation to stardom
see for instance: Therése Anders®eauty Box: Filmstjarnor och skdnhetskultur i ddiga
1900-talets SverigeStockholm: Stockholms universitet / Almqvist & kgell International,
2006 / 2008

The work of couturiéres, which occasionally desfgr cinema, is therefore not considered
here; nor are extra cinematic, non-narrative purposf costumes. Film costumes can of
course exist independently of, and outside a naeraGarments from famous films have a
life outside the moving image as they are perceagitons, venerated and exhibited in mu-
seums, or auctioned at sky-high prices. Stella Brlundressing Cinema: Clothing and Iden-
tity in the MoviesLondon & New York: Routledge, 1997/2004, p. xiincaPatrizia Calefato,
The Clothed BodyOxford: Berg Publishers, 2004, p. 96

For a study on Marie Antoinette as a historiggife and fashion icon see for instance: Caro-
line Weber,Queen of Fashion: What Marie Antoinette Wore toRlesolution New York: H.
Holt, 2006

For a discussion on dress and stardom pointingutdiminal readings of and counter-
narratives in clothing, see for instance Drake é&¥oman’s article on Marlene Dietrich as star
in Morocco (von Sternberg, 1930) anBhanghai Expresgvon Sternberg, 1932). Drake
Stutesman, ‘Storytelling: Marlene Dietrich's Fac®l a@lohn Frederic's Hats’, iRashioning
Film Stars: Dress, Culture, Identjted. Rachel Moseley, London: BFI, 2005, pp. 27-38

The story of transformation film refers to thecsgssful change of appearance of the main
female character, from an unappealing ‘before’ ncatiractive ‘after’;Now, Voyage(Rap-
per, 1942) an&he's All Thaf{Fleming, 1999). For a discussion on transformafibon, see
for instance Tamar Jeffers McDonaldollywood Catwalk: Exploring Costume and Trans-
formation in American Film_ondon & New York: 2010

See also: Christine Gledhill, ‘The Melodramatielé: An Investigation’, inHome is Where
the Heart is ed. Christine Gledhill, London: BFI, 1987, pp.39-Melodrama films include,
for instance;Gone With the WindFlemming, 1939)All That Heaven Allow$Sirk, 1956),
Dr. Zhivago(Lean, 1965);The Way We Wer@ollack, 1973),The Color PurplgSpielberg,
1984),Philadelphia(Demme, 1993)Far From Heaver{Haynes, 2002).
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See for instance: Production note#p://www.sonypictures.com/movies/marieantoinsite/
2006 (23 Nov, 2007)

As Julianne Pidduck points out: ‘...cinema camemeoffer an unmediated window onto the
past, and historical fiction and costume dramaeatikpict the past through the stylistic, criti-
cal and generic vocabularies of present culturatipction.” Pidduck, 2004, p. 4. For a dis-
cussion orMarie Antoinette'kinship with the Dogma 95 Manifesto, and diversdyconven-
tional cinematographic rules of historical film deeinstance Elise WorteT,extures of Time:
A Study of Cinematic Sensations of Anachronidiimegen: Radbound University, 2008

The costumes fdvlarie Antoinetteplayed, as mentioned above, a central part inahele
design of the film; each character of the court lhiasor her own unique look. For instance,
Comtesse de Noialles (Judy Davis) is elegant andtiyle stands out, she wears a lot of yel-
low, citrus and lime in order to represent herdaciqualities’, as Canonero puts it. Madame
de Barry (Asia Argento) is the opposite, and mdike ‘an exotic bird, almost like a parrot’,
wearing turbans, feathers and a lot of jewellerlge Parrot-epithet reoccurs from time to
time, and in one of the early scenes the courefadall her an ‘exotic bird’ behind her back,
referring to her gaudy way of dressing in deep pedple and lilac, as well as the feather ac-
cessories. In a couple of scenes, Madame de Betuglly walks around with a parrot on her
shoulder, making the connection unavoidable.

As such, the palette was inspired by Laduree macs, and Coppola called the colour
scheme of the movie ‘a “cake and cookie” kind ahg¢hr Production notes, 2006 (23 Nov,
2007)
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