




sharon sadako takeda,  
kaye durland spilker, and clarissa m. esguerra

with essays by tim blanks and peter mcneil

FASHION IN MENSWEAR, 1715–2015

Los Angeles County Museum of Art
DelMonico Books • Prestel    Munich • London • New York



|     4     |     INTRODUCTION



6     |     DIRECTOR’S FOREWORD
michael govan

9     |     INTRODUCTION
sharon sadako takeda

235     |     DESPOTS OF ELEGANCE: Men’s Fashion, 1715–1915
peter mcneil

249     |     ONE HUNDRED YEARS OF UNIFORMS: Men’s Fashion, 1915–2015
tim blanks

255     |     GLOSSARY        261     |     BIBLIOGRAPHY

265     |     ACKNOWLEDGMENTS        268     |     INDEX        269     |     PHOTO CREDITS

12     |

74     |

118     |

164     |

196     |



|     6     |    

DIRECTOR’S FOREWORD

One of the first potential major acquisitions presented  
to me when I arrived at the Los Angeles County Museum 
of Art in 2006 was the remarkable collection of European 
men’s, women’s, and children’s fashionable dress 
spanning 1700 to 1915 and gathered over several decades 
by rival collectors Martin Kamer in England and Wolfgang 
Ruf in Switzerland. The LACMA exhibition Breaking the 
Mode (2006) had already convinced me of the incredible 
innovation and narrative capacity that clothing possesses, 
and I became an enormous advocate of the long effort  
to bring the Kamer/Ruf collection to the museum, which 
has proved its value many times over. Fashioning Fashion: 
European Dress in Detail 1700–1915 (2010) was the first of what 
will no doubt be many exhibitions at LACMA that draw 
from that collection. 

The Kamer/Ruf acquisition was soon supplemented 
by numerous additional gifts and purchases of historic 
and contemporary menswear. LACMA’s costume and 
textiles collection now comprises more than thirty-five 
thousand objects, one of the strongest in the United States, 
and our holdings now rival other world-class costume and 
textile collections. Among our most prized menswear,  
such as our French Revolutionary vest, are examples simply 
not found in other collections of this scale.

Our own collection provides the basis for this ground- 
breaking survey, Reigning Men: Fashion in Menswear, 1715–2015. 
Exhibitions about fashion have tended overwhelmingly 
to focus on womenswear, while menswear has appeared 
as little more than an adjunct to the main story. Reigning 
Men demonstrates that men’s dress has its own—in some 
ways unexpected—story to tell. Anyone who believes 
men’s clothing to be limited to business suits in a palette 
of blues and grays will be surprised at the variety in color, 
texture, and silhouette. Even the utilitarian uniform 
appears endlessly reinvented.

The expansion of LACMA’s holdings in this field 
enables us to organize innovative exhibitions such as 
Reigning Men, and in so doing multiply the ways in which 
we can express something meaningful about our shared 
past as well as suggest inspiration for the future. I extend 
my deepest appreciation to Senior Curator and Department 
Head Sharon Sadako Takeda, along with Curator Kaye 
Durland Spilker and Assistant Curator Clarissa M. Esguerra, 
for their outstanding scholarship and dedication. Finally, 
we are particularly indebted to Ellen A. Michelson  
for her support of this exhibition and her commitment  
to LACMA’s costume and textiles collection.

michael govan 
CEO and Wallis Annenberg Director

Los Angeles County Museum of Art
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The Los Angeles County Museum of Art (LACMA), like most encyclope-
dic art museums with historic and modern fashion collections, has 
frequently lavished attention on collecting, researching, publishing, 
and exhibiting women’s dress while largely neglecting menswear. 
Seduced by the obvious dramatic changes of the fashionable female 
silhouette over the course of history, the seemingly more subtle 
changes of men’s fashions have often been overlooked. 

In 2007, LACMA acquired a major collection of European fashionable 
dress for men, women, and children through munificent contributions 
from Suzanne A. Saperstein and Michael and Ellen A. Michelson, with 
additional support from the museum’s Costume Council, the Edgerton 
Foundation, Gail and Gerald Oppenheimer, Maureen H. Shapiro, Grace 
Tsao, and Lenore and Richard Wayne. While unpacking and catalogu-
ing this trove, which ranged from the eighteenth through the 
twentieth centuries, we found that it included a remarkably strong  
and compelling assemblage of menswear. The idea to organize a future 
exhibition devoted to menswear immediately came to mind, as did  
its title: Reigning Men. 

sharon sadako takeda
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Our subsequent search for exhibition catalogues 
and books dedicated to menswear resulted in the  
surprising revelation that there has been a general lack  
of exhibitions devoted to men’s fashion; moreover, we 
noticed that the publications on menswear that do exist 
were largely filled with illustrations, paintings, prints, 
fashion plates, and photography of well-dressed men  
or trend-setting youth, but offered very few examples of 
surviving museum-quality menswear. We realized that  
a comprehensive survey of fashionable men’s clothing 
was long overdue—and, excitingly, that LACMA could 
now realize such an exhibition drawing from its perma-
nent collection.

Simultaneously, we were researching and develop-
ing Fashioning Fashion: European Dress in Detail, 1700–1915, an 
exhibition (and accompanying catalogue) commemorat-
ing the 2007 European fashion acquisition and acknow- 
ledging the legacy of generous donors who participated 
in building LACMA’s world-class costume and textiles 
collection. In creating the catalogue’s timeline, we saw 
that the women’s dress component was easily assembled 
from the permanent collection, but that a few key exam-
ples were missing for menswear. During our search to fill 
the gaps, a small, exquisite collection of menswear soon 
surfaced. Accessioned into the permanent collection 
through another generous gift from Michael and Ellen A. 
Michelson, this new group included handsome examples 
of late eighteenth- and early nineteenth-century British 
military uniforms that informed tailoring techniques 
that became the hallmark of Savile Row (pp. 8, 120–21). 
This collection also included a remarkable ensemble, 
complete with a bicorne hat with tricolore cockade, which 
was likely worn by a wealthy bourgeois gentleman 
sympathetic to the French Revolution (pp. 20–21).

Other fashions from the French Revolutionary 
period are making their debut in Reigning Men, such as  
an at-home robe (banyan) with matching waistcoat made 
of a tricolore-striped cotton fabric (p.27). Equally compelling 
is a double-breasted tail coat (pp. 22, 240) composed of  
a subdued striped-cotton cloth dramatically similar in 
cut, color, and pattern to the tail coat worn by Maximilien 
Robespierre in a portrait owned by the Musée Carnavalet 
in Paris (p. 241). LACMA’s Costume Council, which sup- 
ports acquisitions for the Costume and Textiles department, 
purchased both ensembles for the museum in honor  
of the council’s sixtieth anniversary.

In addition to assembling these rare surviving 
ensembles worn by men from different levels of society 
during the tumultuous French Revolution, LACMA 
curators have also concentrated on securing important 
ensembles representing other key moments in the 

history of menswear. For example, we had been in search 
of an authentic 1930s–40s zoot suit for more than a decade 
when, in 2011, a man’s wool suit from New Jersey appeared 
in an East Coast auction catalogue, listed with an 
estimated value of six to nine hundred dollars. Knowing 
that it was an extremely rare zoot suit, we submitted  
an application to bid by phone. When the auction began 
on November 2, the opening bid of five hundred dollars 
skyrocketed in less than a minute to bids of five figures. 
The representative on the other end of the phone line 
could barely keep up with the pace of the bidding, until 
the final seconds when she said, “Yes, it’s yours!”  
Our hard-fought winning bid for the zoot suit set a new 
auction record for twentieth-century menswear. The 
auction house asked if LACMA would forgo its anonymity 
as the new owner of the zoot suit for the sake of a press 
release announcing the record sale, but we opted instead 
to reserve the official announcement for the zoot suit’s 
debut in Reigning Men (pp. 58, 61). Funds were provided by 
Ellen A. Michelson.

The opportunity to enhance LACMA’s permanent 
collection has often been one of the tactics of organizing 
an exhibition, and Reigning Men provided the motivation 
both to identify other existing lacunae in our historic 
menswear collection and to forge a strategy for fully 
developing a collection of twentieth- and early twenty-first- 
century menswear. Fashion designers (including Johnson 
Hartig of Libertine, Helmut Lang’s HL-ART, Jeremy Scott, 
Raf Simons, Walter Van Beirendonck, and Dries Van 
Noten) and fashion houses (including Burberry, Calvin 
Klein, Inc., Christian Louboutin, Chrome Hearts, Etro, 
and Gucci America) responded to our requests for specific 
objects from their runway collections for Reigning Men by 
generously donating their wonderful creations to LACMA. 
Together with numerous private donors, past and 
present, nearly 90 percent of the hundreds of artworks in 
Reigning Men have been drawn from the collection of 
LACMA’s Costume and Textiles department.

Reigning Men: Fashion in Menswear, 1715–2015 is a contin-
uation of LACMA’s fashion initiative and a follow-up  
to Fashioning Fashion: European Dress in Detail, 1700–1915, which 
opened at LACMA in 2010 before traveling to the Deutsches 
Historisches Museum in Berlin and Les Arts Décoratifs  
in Paris. The present exhibition reexamines conventional 
gender norms, including the all-too-frequent equation  
of fashion with femininity, revealing that the commonly 
accepted concept of the conformist man in the gray flannel 
suit is a recent and reductive stereotype. Organized in 
five thematic sections—Revolution/Evolution, East/
West, Uniformity, Body Consciousness, and The Splendid 
Man—Reigning Men explores three centuries of menswear. 
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Revolution/Evolution studies historical fashion 
cycles while underscoring that the fashionable man has 
always been present, constantly reinventing himself and 
often borrowing from his forefathers. Historic and contem- 
porary examples illustrate how revolutionary styles have 
often led to evolutionary changes in dress that have later 
served as inspiration for cutting-edge fashion. For exam-
ple, sans-culotte trousers (p. 25) worn by men opposed  
to the monarchy during the French Revolution became  
a political statement and would lead to the demise of 
breeches, which had been fashionable among aristocrats. 
Two centuries later, Vivienne Westwood incorporated 
breeches in reinterpreting eighteenth-century suits for 
her first menswear collection in 1991 (p. 18), and Belgian 
fashion designer Ann Demeulemeester updated striped 
sans-culotte trousers for men in 2014 (p. 29). 

The second section, East/West, observes how 
international cultural exchanges have influenced men’s 
fashions for centuries. Throughout the eighteenth and 
nineteenth centuries, Western traders returned from 
their travels with intriguing goods that were absorbed or 
reinterpreted to appeal to home markets. Exotic garment 
styles, such as the T-shaped kimono, were appropriated for 
men’s at-home robes (banyans) (pp. 76–77), while foreign 
motifs like the boteh from India (p. 94) would be trans-
formed into the popular pattern produced in weaving 
centers such as Paisley, Scotland, from which its name 
in English is derived. During the mid-twentieth century, 
immigrants transferred their indigenous styles to fashions 
of their adopted countries, such as Japanese settlers in 
Hawaii who utilized repurposed traditional kimonos and 
imported printed silks to create Western-style shirts that 
were called Aloha or Hawaiian shirts (pp. 110–11). Today, 
Japanese designers residing in their homeland have used 
traditional textile techniques and dress styles to create 
contemporary fashion for an international market.

The Uniformity section acknowledges that while 
military and working uniforms might appear to limit the 
possibilities for individual expression, a close examination 
of tailoring techniques, stylistic details, and embellish-
ments reveal that high sartorial standards persist even in 
conventional capacities, as seen on late eighteenth- and 
early nineteenth-century British army and naval uniforms 
(pp. 120–21). Furthermore, military and work uniforms 
made for function have often been brought into the realm 
of fashion, such as the United States Army waist-length 
Eisenhower jacket (p. 126) that inspired a stylish early 1950s 
jacket (p. 127), or a French workman’s coverall from the 
1930s that informed a 2010–11 silk and wool flight suit by 
3.1 Phillip Lim (p. 132). Even the early nineteenth-century 
businessman’s wool suit has metamorphosed into artistry 
in the work of twenty-first-century fashion designers 
such as Thom Browne (p. 145).

Our fourth theme, Body Consciousness, demon-
strates that men have been just as preoccupied with 
enhancing their physiques as women have, turning to 
such devices as stockings with padded calves in the 
eighteenth century (p. 181), waist-cinching underpants 
in the early nineteenth century (p. 168), and body-shaping 
tailored jackets from the nineteenth century through the 
modern and contemporary eras (pp. 176–77). The growing 
acceptance of exposed skin can be traced through swim-
wear, from a turn-of-the-twentieth-century bathing suit 
that nearly covered the entire body (p. 183), which 
evolved into a 1935 Jantzen swimsuit with detachable top 
(p. 185 left), dissolved into a 1997 Tom Ford for Gucci 
thong swimsuit (p. 185 right), only to revert back to  
a full-body competition swimsuit by Speedo in collabora-
tion with designer Rei Kawakubo in 2008 (p. 186).

Finally, in The Splendid Man we analyze changing 
concepts of “his” versus “hers,” considering how fashion 
forerunners and designers throughout history challenged 
notions of menswear by looking to a past when certain 
gender distinctions in colors, fabric, and motifs were far 
less significant. Superfluities that were once common-
place in men’s dress—such as sparkling paste (glass) stones 
and sequined embellishments, animal furs, floral patterns, 
and vividly colored textiles—are resurrected and reinter-
preted in clothes by contemporary fashion houses, such 
as the mid-1990s wool pinstripe business suit covered  
in plastic sequins by Franco Moschino (p. 203), a 2013–14 
fur-print ensemble by Kean Etro for Etro (p. 206), a 2014 
chintz-inspired ensemble by Frida Giannini for Gucci  
(p. 215), and a 2009 vivid yellow-green ensemble by Italo 
Zucchelli for Calvin Klein (p. 223).

Reigning Men takes us on an intriguing three- 
hundred-year journey where we encounter and appreci-
ate the sartorial splendor of aristocrats, revolutionaries, 
dandies, Teddy boys, mods, punks, and so many  
others. Our passage is enhanced by Peter McNeil, whose 
far-ranging essay navigates through the fascinating, 
transformative period of menswear between 1715 and 1915, 
and Tim Blanks, who treats readers to an insightful and 
thought-provoking assessment of the last century of 
men’s fashion. As we take pleasure in both the visual and 
written delights of Reigning Men, one cannot help but 
contemplate the future of menswear and wonder where 
fashionable reigning men will take us next. 
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“decked out in pink and green”

The word “macaroni” refers to a fashionable Englishman 
from about 1760 to 1780, and it is this usage that contin-
ues to echo in the refrain of “Yankee Doodle,” which  
was originally sung by British military officers during the 
French and Indian War (1754–63) to mock the poorly 
dressed colonial troops:

Yankee Doodle came to town 
Riding on a pony,
Stuck a feather in his cap 
And called it macaroni!1

The macaroni—a term derived from the pasta dish that 
well-to-do young men would have enjoyed in Italy as part 
of the Grand Tour—dressed in a manner that asserted his 
cosmopolitan outlook. The first use of the term appeared 
within David Garrick’s play The Male-Coquette (1757), 

which included a foppish character, the Marchese di 
Macaroni. Although used occasionally to refer to women 
noted for their gambling—described, like fashion,  
as a form of ephemeral expenditure—the term generally 
referred to the styling of men. 

Sir Horace Walpole, the famous observer of manners, made 
numerous references to these figures. In the first such 
letter, dated February 1764, Walpole discussed gambling 
losses amongst the sons of foreign aristocrats at the 
“Maccaroni [sic] club, which is composed of all the travelled 
young men who wear long curls and spying-glasses.”2 
Socially prominent men such as Whig politician Charles 
James Fox, botanist Sir Joseph Banks, painters Richard 
Cosway and Johann Zoffany, luxury furniture-maker  
John Cobb, and landscape designer Humphry Repton were 
all macaronis. Wealthier shopkeepers and artisan- 
entrepreneurs often wore this expensive and lavish style, 
particularly those associated with luxury trades, such as 
textile merchants, upholsterers, and cabinetmakers. 
Macaroni men frequently appeared in satirical caricatures, 
where mocking words matched the mocking images.

Influenced by French and Italian styles, the macaroni’s 
attitude towards fashion was exclusive and elite, with many 
wearing tightly fitted versions of suits that derived from 
French court dress (habit à la française). At a time when 
English dress generally consisted of looser silhouettes, 
such as a subtle silk velvet ensemble with a long, full-
skirted coat and waistcoat with breeches (p. 237 bottom), 
the macaroni suit was slimmer and had a much shorter 
coat with smaller cuffs. An equally tight-fitting waistcoat 
and breeches completed the look. This had the effect of 
focusing more attention on the physical body of the man, 
and many jokes were told of the rear being visible for the 
first time through truncated coat tails. Collars were very 
high, almost reaching the chin, while buttons became quite 
large and were either cloth-covered or made of metal and 
foils (sometimes even polished steel, which was a new 

Philip Dawe, Pantheon Macaroni, differently 
titled version of The Macaroni: A Real Character  
at the Late Masquerade, 1773 (British Museum)
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luxury material at the time). Macaronism also emphasized 
the types of effects associated with French, Spanish,  
and Italian textiles and trimmings. Brocaded and embroi-
dered silks and velvets, pastel colors, fashionable 
patterns of spots and stripes, and refined textile surfaces 
(such as those created with metallic sequins on silk satin) 
were all popular. 

The new style eschewed the older preference for textiles 
with large patterns; instead, solid colors were in fashion, 
particularly the hues used by popular neoclassical 
architect Robert Adam in his interior design, including pea 
green, pink, and deep orange. “If I went to Almack’s 
[Assembly Rooms] and decked out my wrinkles in pink and 
green like Lord Harrington, I might still be in vogue,” joked 

Walpole.3 The striking effect of these colors may be 
observed in a green Italian coat with breeches (opposite). 
When paired with a vest of orange satin, trimmed with gold- 
metallic passementerie and sequins, the ensemble bears 
close resemblance to a hand-colored Matthew and Mary 
Darly caricature, “The Macaroni Bricklayer” (left). 

As with their preference for French-style suits, macaroni 
men preferred accessories that were characteristic  
of court attire, including the decorative dress sword.  
They set new fashions for slipper-like leather shoes with 
buckles of diamonds, paste stones, or polished steel.  
The macaroni replaced the small scratch-wig of the older 
generation with elaborate hairstyles that matched the 
towering heights of the contemporary female coiffure.  
A variety of wigs were popular, including club wigs that 
resembled “pigtails” of varying thicknesses and lengths,  
or the bag wig in which the tail was garnished at the back 
with a large black satin wig bag trimmed with a rosette 
bow that protected the suit from hair powder. Impracticably 
tiny tricorne hats became fashionable, as did large floral 
corsages or nosegays, hanging watches and seals 
suspended around the waistline, elaborate canes, neo-
classical snuffboxes, and spyglasses.

The macaroni saw exaggerated images of himself—on 
stage, in magazines, and in public—and emulated them, 
perhaps seeking to outdo the image in his own reality. 
Indeed, caricature actually helped create the macaroni’s 
identity, with derision making a space for a form of 
resistance to everyday norms. For a few years in the late 
eighteenth century the macaroni was nothing less than 
modern fashion itself. It is the power of fashion as modern 
commodity that invoked the anxieties that saw the 
macaroni simultaneously mocked and celebrated in 
everyday British life.

1    The song’s lyrics appear to have 
been first published in the ballad opera 
The Disappointment; or, The Force of 
Credulity, printed in New York in 1767.

2    Horace Walpole, The Yale Edition of 
Horace Walpole’s Correspondence, ed. 
Wilmarth S. Lewis (New Haven: Yale 
University Press, 1937–83), 38:306.

3   Walpole, 32:191.
The Macaroni Bricklayer, published by Matthew 
Darly, 1772 (The Colonial Williamsburg 
Foundation, Museum Purchase)
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Suit, c. 1770
Waistcoat, c. 1770
Sword with Sheath, late 18th century
Shoe Buckles, late 18th century
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Vivienne Westwood’s work is characterized  
by both a deep respect for and a vexatious parody 
of tradition. In her first men’s collection, 
Westwood flouted the conventions of late 1980s 
tailoring and resurrected the distinctive pastel 
colors and slim silhouette of the eighteenth- 
century macaroni—retaining the breeches, but 
replacing the earlier period’s labor-intensive 
floral embroidery with a pattern created by 
contemporary photographic print technology.

Vivienne Westwood, Ensemble from the “Cut and Slash” 
collection, Spring/Summer 1991 
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MACARONI

pages 14 (detail) and 17

Suit
Italy, c. 1770   
Silk plain weave with silk supplementary 
warp- and weft-float patterning
Costume Council Fund
M.83.200.1a, c

Waistcoat
France, c. 1770
Silk satin with silk- and metallic-thread 
passementerie and sequins
Purchased with funds provided by Suzanne A. 
Saperstein and Michael and Ellen Michelson, with 
additional funding from the Costume Council, the 
Edgerton Foundation, Gail and Gerald 
Oppenheimer, Maureen H. Shapiro, Grace Tsao, 
and Lenore and Richard Wayne
M.2007.211.688a

Sword with Sheath 
France, late 18th century
Steel, gilded silver, wood,  
and reptile skin
Gift of Mary H. and Martin B. Retting
M.85.85.3a–c

Shoe Buckles
Europe, late 18th century
Gilded silver and steel
FIC.7758.1003a–b

pages 13 (detail) and 18

Vivienne Westwood 
(england, born 1941)

Ensemble from the “Cut and Slash” 
collection
Spring/Summer 1991 
Jacket and vest: acetate satin, printed
Breeches: acetate satin
Shirt: cotton plain weave, printed
Purchased with funds provided by Louise  
and Brad Edgerton, Edgerton Foundation
M.2010.69a–d

page 237 (bottom)

Three-piece Suit
England, c. 1765
Silk cut velvet on plain-weave ground 
with tie-resist-dyed pile warp (chiné) and 
self-weft patterning
Purchased with funds provided by Suzanne A. 
Saperstein and Michael and Ellen Michelson, with 
additional funding from the Costume Council, the 
Edgerton Foundation, Gail and Gerald 
Oppenheimer, Maureen H. Shapiro, Grace Tsao, 
Lenore and Richard Wayne
M.2007.211.798a–c

Shoe Buckles
France, second half of the 18th century
Silver
Purchased with funds provided by Suzanne A. 
Saperstein and Michael and Ellen Michelson, with 
additional funding from the Costume Council, the 
Edgerton Foundation, Gail and Gerald 
Oppenheimer, Maureen H. Shapiro, Grace Tsao, 
and Lenore and Richard Wayne
M.2007.211.73a–b





After the French Revolution erupted in 1789, supporters 
of the cause donned politically charged blue, red, and 
white striped ribbons, known as cockades, as seen in  
the example on this bicorne hat. Worn with a refined yet 
unmatched coat, waistcoat, and breeches of silk, this 
ensemble was likely owned by a wealthy bourgeois who 
carefully avoided ostentatious display synonymous with 
the aristocracy. If doubts remain regarding the wearer’s 
loyalties, a revolutionary leaflet found stuffed in the  
coat pocket speaks on his behalf.

Ensemble, c. 1790
Walking Stick, c. 1790
Shoe Buckles, late 18th century
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Cover of Année de la Feuille Villageoise (July 21, 1791), 
news publication sent to villages during the 
French Revolution (Doris Stein Research Center 
for Costume and Textiles, Los Angeles County 
Museum of Art)
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