'

FI'ROL

— S ANTANDTER =
SAO PAULO



MINISTERIO DO TURISMO e SANTANDER apresentam

HISTORIAS
CRIATIVAS

FiirRoL

= S ANTANDER =
SAO PAULO

22 de janeiro a 4 de abril de 2021 curaporia Giselle Padoin

PRODUCAO REALIZACAO

.’ PATROCINIO APOIO
PATRIA AMADA

i !c:woa RHODIA MASP ’ ’ O i Cldaj SECRETARIA ESPECIAL DA MINISTERIO DO
siren o Santander § WOMA, B muem wlAlkos #tp S ibramy i cciion mersnse | BRASIL



Fernanda Nadal
Quadriculado floral, 2020
Luneville, fios e bordado tradicional com pedraria

Checkered Floral
Luneville embroidery, yarns and traditional

embroidery with stones

Colecio | Collection Fernanda Nadal
Foto | Photo Fifi Tong

— Integrante da nova geracio de teceldes do
Muquém faz demonstracio do tear no Farol
Santander, em janeiro de 2021

Member of the new generation of weavers from
Muquém demonstrates the loom at Farol Santander
in January 2021

Foto | Photo Fifi Tong

nauguramos nossa programacao 2021 aqui
no Farol Santander Siao Paulo falando de
moda — essa forca empreendedora que move
nossa economia como um dos pilares da cul-
tura criativa no Brasil.

Juntos com a curadora Giselle Padoin, orgulho-
samente apresentamos a vocé, visitante, A arte da
moda — historias criativas. Nossa ideia com a expo-
sicao é trazer um panorama da influéncia parisien-
se na moda brasileira e a constante busca por uma
identidade estética que valorize o tradicional e o
contemporaneo dentro de nossa cultura.

Convidamos cada um de vocés a desfilar pelos
dois andares ocupados pela exposicao e conhecer
icones da alta-costura nacional e internacional e
pecas de artesdos e designers brasileiros que foram
criadas com exclusividade para serem exibidas aqui.

No6s do Santander acreditamos na forca do em-
preendedorismo e da inovaciao. A moda é a expres-
sao viva de uma cadeia que produz e se reinventa
todos os dias. Estamos felizes em levar a vocés um
pouco dessas histoérias criativas.

Que sua visitacao seja um desfile pelo Farol!

Patricia Audi

VICE-PRESIDENTE EXECUTIVA DE COMUNICACAO, MARKETING,

RELACOES INSTITUCIONAIS E SUSTENTABILIDADE
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Giselle Padoin

CURADORA

s relacoes entre a arte e a moda e o

desenvolvimento e trabalho de cria-

cao dos ateliés franceses e brasileiros

compdem o objeto central desta ex-

posicio, a qual ressalta a influéncia
da revolucao estética que se iniciou em Paris sobre
artistas, personalidades do meio cultural e costu-
reiros que fizeram a ponte Brasil-Paris a partir dos
anos 1910. Além disso, sao apresentados a evolu-
cao histoérica e cronolégica dos fatos e os nomes de
maior destaque deste circulo criativo.

A cooperacio e o intercimbio do Brasil com os
franceses no cendrio artistico vém de longa data. O
primeiro evento relevante foi a “Missdao Artistica
Francesa’, que contribuiu para a formacio da Aca-
demia Imperial de Belas Artes, no Rio de janeiro,
em 1816, fundamental para o desenvolvimento das
artes no pais. O arquiteto Grandjean de Montigny
(1776-1850) e o pintor e desenhista Jean-Baptiste
Debret (1768-1848) iniciaram os cursos da escola.
Debret, com um olhar particular, retratou ampla-

mente a vida cotidiana do Império e tornou-se uma
importante fonte histérica da iconografia urbana
brasileira do século XIX. Suas ilustracoes documen-
taram os costumes, a moda e a indumentaria que
seguiam as tendéncias europeias da época.

As trocas entre os dois paises nao cessaram mais.
No inicio do século XX, uma série de artistas ru-
mou para Paris e vivenciou a revolucio protagoni-
zada pelas vanguardas artisticas na capital francesa.
Frequentaram importantes escolas de artes, saldes,
galerias, ateliés e mantiveram uma vida social in-
tensa na cidade, trazendo para o Brasil o zeitgeist
que repercutiu na formac¢io da cultura moderna e
contemporanea brasileira da arte e da moda.

O universo da moda, das artes e do design nio
seria mais o mesmo a partir de 1909, quando o em-
presario Sergei Diaghilev (1872-1929) chegou a Pa-
ris agitando o mundo dos espetdculos com a apre-
sentacdo dos “Ballets Russes” O pioneiro produtor
cultural, atento observador das novas correntes ar-
tisticas, reuniu e impulsionou artistas de diferentes
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Joao Fahrion (1898-1970)

O vestido verde, 1949

Oleo sobre tela colada em madeira | Oil on canvas on wood, 102 x 125 cm
Acervo | Collection Museu de Arte do Rio Grande do Sul

Ado Malagoli - MARGS

Foto | Photo Fifi Tong
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Fernanda Nadal

Releitura de tapecaria francesa de 1920

Remake of a 1920 French tapestry

Aquarela na seda, bordado de Luneville, vermicelli e cristais
Watercolor on silk, luneville embroidery, vermicelli and crystals
Colecio | Collection Fernanda Nadal

Foto | Photo Fifi Tong

nacionalidades, conectando os Ballets a todas as
artes: moda, pintura, danca, teatro, musica, design,
figurinos. Sua companhia converteu-se em um dos
mais importantes motores da cultura do século XX,
consolidando a “Cidade Luz’como o centro mundial
das artes. A moda, reflexo e expressio das mudancas
sociais, absorveu de imediato estas transformacoes,
disseminando mundo afora o valor e a importancia
da criacio e da producio artesanal proveniente des-
ses intercambios.

Os ateliés de alta-costura de Paul Poiret, Jeanne
Lanvin e Coco Chanel, e de Sonia Delaunay, que
viveram estas inovacoes, eram o reduto de artis-
tas, designers, criadores e artesios e conquistaram
as mulheres de vanguarda que circulavam em Paris
nos anos 1920: Tarsila do Amaral (1886-1973), Ani-
ta Malfatti (1889-1964) e Yolanda Penteado (1903-
1983) eram assiduas ao meio cultural e aos ateliés
franceses e abriram caminho para trocas na moda
e nas artes que se intensificaram progressivamente
e ainda hoje contribuem como fontes inspiradoras
para a producio de moda-arte no Brasil.

No inicio da década de 1950, no Brasil e, em par-
ticular, na cidade de Sao Paulo, nomes ilustres do
mundo da moda e da arte, reconhecidos internacio-
nalmente, tais como Christian Dior e o espanhol
Salvador Dali, desempenharam um papel-chave
para a primeira aproximacio da arte com a moda
no pais, cujo grande entusiasta foi Assis Chateau-
briand (1892-1968).

O desfile de Christian Dior no MASP, em 1951,
com o espaco preparado pela artista-arquiteta Lina

Bo Bardi (1914-1992), foi o primeiro dentro de um
museu no Brasil e teve consequéncia imediata no
didlogo arte-moda e industria. A Sessio de Costu-
mes no acervo do MASP foi oficialmente iniciada
no periodo. As pecas de uso cotidiano, cedidas ao
museu, adquiriram o status de patrimonio cultural.
Ou seja, a moda foi incorporada pelo Museu de Arte
como manifestacio reveladora da vida social de Sao
Paulo e de tracos identitarios da arte brasileira.

A Maison Dior, hoje sob a direciao criativa de
Maria Grazia Chiuri, é o simbolo e a grande repre-
sentante da moda classica francesa. A arte dos ateli-
és Dior foi minuciosamente registrada pelas lentes
do fotégrafo Gérard Uféras, que ambienta os looks
Dior Héritage Collection no eixo dedicado a maison.

A partir dos anos 1950 até os anos 1970, estilis-
tas e expoentes da alta-costura brasileira iniciaram
uma producio propria e ganharam projecio nacio-
nal, marcada pela forte influéncia do estilo francés
de vestir: Dener Pamplona (1937-1978), Clodovil
Hernandes (1937-2009), Guilherme Guimaries
(1940-2016), Rui Spohr (1929-2019), entre outros.

Na década de 1960, os franceses Yves Saint Lau-
rent e Hubert de Givenchy também conquistam as
mulheres brasileiras com a sua moda sofisticada.

A moda brasileira, porém, foi assumindo, ao
longo dos anos, um estilo mais genuino. A cria-
cio da Fenit (Feira Nacional da Inddstria Téx-
til) e os shows-desfiles da Rhodia, entre os anos
1960-70, imprimiram uma identidade nacional de
moda-arte. Pecas desta iniciativa inédita no Brasil

compdem o nucleo brasileiro nesta mostra, além

de amostras do processo artesanal de designers e
artesaos contemporaneos.

Osanos 1980-90-2000 revelaram uma moda mais
autoral com tracos do orientalismo-japonismo, ini-
ciado com Kenzo Takada, em 1970, Rei Kawakubo,
Yohji Yamamoto e Issey Miyake em Paris. Na dé-
cada de 1990, surgiram novos talentos no Brasil, e
a maior parte se projetou na moda nacional na pri-
meira década do séc. XXI.

As semanas de moda associadas ao aparecimento
de cursos de curta duracio e de graduacio em es-
tilismo de moda, na década de 1980, contribuiram
para projetar e consolidar, no decorrer dos anos
1990, as carreiras de estilistas em diferentes regides
do pais. A SPFW — Sao Paulo Fashion Week—¢é o
evento mais importante da América Latina e fo-
menta a criatividade brasileira.

Muitos criadores, porém, formaram-se em esco-
las de moda francesa ou de outros paises europeus
entre as décadas de 1950 e 1980, retornando para
desenvolver as suas carreiras no Brasil. E foi a partir
dos anos 1990 que estes profissionais comec¢aram a
conquistar inser¢ao no mercado externo.

A heranca francesa, no que se refere as relacoes
moda-arte e os resultados econdémicos e culturais
gerados pelo mundo fashion, permanece como um
estimulo ao intercambio e a producio de moda.

A exposicio ‘A Arte da Moda— Histérias Criati-
vas” pretende acionar nos visitantes os sentimentos
que valorizam o trabalho criativo e os processos mais
elaborados da criacio de moda dentro dos ateliés
contemporaneos, tradicionais e de alta tecnologia.



Jum Nakao

Vestido de papel — mademoiselle,
A costura do invisivel, 2004

Paper dress — mademoiselle
; Sewing the invisible
o, SRS E Foto | Photo Sandra Bordin



Place Vendome
—0 berco da
alta-costura

oi na Place Vendome, em Paris, onde

tudo comecou com o incentivo de um

costureiro inglés disposto a revolucio-

nar o sistema da moda. Charles Frederic

Worth (1825-1895) iniciou na Maison

Gagelin e, na primeira metade do século XIX, abriu

o caminho para o surgimento da alta-costura. Esta-

beleceu-se no n2 7, rue de la Paix e, com uma série

de diretrizes inovadoras, transformou a regiio da

charmosa praca do 1° arrondissement no epicentro

dos ateliés parisienses. Lingeries, acessorios, joias e

perfumes também faziam parte do novo eldorado

da moda. Todos cultuavam o trabalho de exceléncia
e produziam pecas inteiramente feitas 2 mio.

Paris vivia um momento transformador através

das mudancas idealizadas pelo Barao Haussmann e

comecava a atrair ricos e famosos do mundo todo.

Os museus, os saldes de colecionadores de arte, os

Place Vendome, Paris, 1910, epicentro da alta-costura

Place Venddome, Paris, 1910, epicenter of haute couture

teatros, os artistas de vanguarda magnetizavam du-
ques, princesas, banqueiros e grandes comerciantes.

O talento de Worth arrebatou uma clientela exi-
gente. Sua esposa e musa, Marie Vernet, desfilava
seus modelos pela loja, criando assim um novo mé-
tier, o de manequim. Intitulando-se “artista de ves-
tidos”, ele também inovou colocando a sua assinatu-
ra nas etiquetas das pecas.

Uma de suas primeiras clientes foi a princesa
austriaca Pauline de Metternich (1836-1921), mas
logo ele conquistou toda a corte de Napoledo III.
A Imperatriz Eugénia atuou como uma embaixadora
da Casa Worth, onde abastecia o seu guarda-roupa.
Com um forte espirito empreendedor, Worth relan-
cou a industria téxtil de Lyon, o que lhe valeu um
grande reconhecimento por parte de Napoleao III.

Comecou a propor trajes completos que ele cria-

va conforme os imaginava—e nao mais conforme

o gosto de suas clientes — e conjuntos de vestidos
que seriam as ‘cole¢des’. Eliminou a crinolina e
acrescentou a anquinha, silhueta caracteristica
da Belle Epoque. Os materiais eram sempre no-
bres, como sedas, tafetds, brocados e veludos. Os
modelos eram divulgados nas publicacdes de
moda: L’Art et la Mode, Gazette du Bon Ton e
Harper’s Bazaar.

Em 1875, ja4 empregava mais de mil artesdos
na rue de la Paix, e os ateliés se multiplicavam no
entorno, com uma clientela cosmopolita. Doucet,
Redfern, Jeanne Lanvin, Paquin, Callot Soeurs,
Madame Chéruit sio algumas das grifes que se
instalaram até os anos 1900. Mme Paquin e Mme
Chéruit foram as primeiras mulheres a obter des-
taque na alta-costura. As Exposicdes Universais de
1889 e de 1900 foram a grande vitrine da criativi-

dade e da confeccao francesa em franca ascensao.

Logo viriam Madeleine Vionnet, Gabrielle
Chanel, Maggy Rouff, Elsa Schiaparelli e Mme Gres,
com criacdes cada vez mais arrojadas que acompa-
nhavam o espirito do seu tempo e encantavam mu-
lheres que queriam fazer a diferenca: mecenas, ar-
tistas, atrizes, cantoras de Opera e bailarinas.

Charles Worth contribuiu para a formacio da
“Chambre syndicale de la couture et de la confection
pour dames et fillettes; em 1868, que estruturou e
regulou o trabalho artesanal sob medida e precedeu
o nascimento da “Chambre syndicale de la couture
parisienne” em 1910. Esta tultima foi inicialmente
conduzida pelo seu neto, Jacques Worth, e estabe-
leceu as condi¢des da organizacao profissional das
maisons de alta-costura em Paris.

Worth faleceu em 1895, e a Maison foi herdada
por seus filhos, Gaston e Jean-Philippe, que deram

continuidade a arte do grande costureiro.

Charles Frederick Worth

Foto | Photo Nadar Félix

©Ministere de la Culture — Médiathéque de l'architecture et du patrimoine,
Dist. RMN-Grand Palais/Félix Nadar
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Exposiciao Universal, 1900

Museu Nacional de Ciéncia e Tecnologia da Suécia
Universal Exposition, 1900

National Museum of Science and Technology — Sweden



Condessa Elisabeth

de Greffulhe, 1899
Countess Elisabeth

Greffulhe

Foto | Photo Otto Wegener
Colecio | Collection
Metropolitan

Museum of New York
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Condessa

de Greffulhe —
alta-costura

¢ mecenalto

ainha dos Saldes do Faubourg Saint-

Germain entre a Belle Epoque e os

anos 1920, época em que a alta-cos-

tura reinava absoluta na Franca, Eli-

sabeth de Caraman-Chimay (1860-
1952), a Condessa de Greffulhe, exerceu grande
fascinio em escritores, musicos e artistas. Foi eter-
nizada por Marcel Proust (1871-1922) no papel da
duquesa de Guermantes no lendirio romance “Em
Busca do Tempo Perdido”, 1913-1927. Para ele, era
a mulher mais linda de Paris; dizia que sua beleza
era enigmatica e misteriosa.

Usando uma moda pensada para causar, entre
apari¢cdes e sumicos intrigantes, a condessa sempre
deixou clara a preferéncia pelo exclusivo, e procu-
rava modelos que favoreciam seu corpo esguio e a
propria beleza. Tules, gazes, musselinas, plumas e
bordados eram uma marca registrada, descritos com
um olhar preciso na obra de Proust. Sempre atento
a moda parisiense, Proust encontrou na condessa
uma fonte de inspiracio e se apropriou das toilettes

exuberantes e nada basicas da musa para tracar
uma de suas personagens mais apaixonantes, a bela
Orianne, condessa de Guermantes. Inicialmente es-
nobado por Elisabeth, ele sonhava em frequentar as
festas promovidas no mitico hdtel particulier da rue
d’Astorg, no 8°arrondissement em Paris. Acabaram
tornando-se amigos.

Elisabeth vestia-se nio somente com os costu-
reiros mais importantes de seu tempo, como Char-
les Worth, Mariano Fortuny ou Lanvin, mas ditava
moda, transformando roupas do préprio guarda-
roupa. Tudo era estrategicamente pensado para
atrair os olhares do publico que se deslumbrava com
os looks para festa ou mesmo para um simples cha da
tarde. Quimonos, casacos de veludo, leques e cha-
péus eram pecas que usava para receber os amigos.

Mas, acima de tudo, a condessa teve um papel so-
cial de destaque no periodo. Nascida numa familia
de mecenas e depois casada com o poderoso conde
Henry Greftulhe, ela foi uma das primeiras mulhe-
res a incentivar os fundos para causas beneficentes.
Promoveu shows e 6peras, dentre os quais as 6pe-
ras de Wagner, e patrocinou os “Ballets Russes”de
Diaghilev e a bailarina Isadora Duncan, além dos
artistas Gustave Moreau e Auguste Rodin. Impul-
sionou ainda a arte de James Whistler. Costumava
reunir também politicos em seus saldes; foi uma ad-
miradora do capitdo Albert Dreyfuss (1859-1935).
Apoiava estudos cientificos e, como grande amiga
de Marie Curie, financiou o Instituto do Radio.

Feminista declarada e defensora dos direitos das
mulheres, redigiu um documento em 1904: “Meus
Estudos sobre os Direitos das Mulheres” Foi uma
mulher que revolucionou os saldes parisienses no
final do século XIX e inicio do século XX e con-
tribuiu para o desenvolvimento social e cultural na
Franca, além de influenciar os costumes, a histéria,

a politica, a literatura, a musica e as artes da época.



Conde L. de Sartiges e a Princesa Edmond de Polignac, 1926
Count L. de Sartiges and Princess Edmond de Polignac

Library of Congress

Fonte | Source Wikimedia Commons

Elisabeth de Caraman-Chimay, Condessa de Greffulhe, ca. 1886-1887
Elisabeth de Caraman-Chimay, Countess Greffulhe

Foto | Photo Otto Wegener (1849-1924)

Fonte | Source Wikimedia Commons
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Henri Gervex

Cing Heures Chez Paquin, 1906

Oleo sobre tela | Oil on canvas, 111,7 x 172,7 cm
Colecio particular | Private collection

Fonte | Source Wikimedia Commons
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Jeanne Paquin, 1915
Foto | Photo André Taponier
Fonte | Source Wikimedia Commons

Adéle Anais Toudouze (1822-1899)

Toilettes de Mme Bréant-Castel, rue du 4 Septembre, 19
La Mode Illustrée, 1873 N° 40

Gravura colorida 2 mao | Original hand-colored print
Colegio particular | Private collection

Foto | Photo Alain Mingam

George Barbier (1882-1932)
“Coromandel”’— Manteau et robe du soir
Gazette du Bon Ton - Pl. 12 - Paris, 1913
Colegao particular | Private collection
Foto | Photo Fifi Tong

Martha Romme

“Au diner dansant” - N 132, 1919
Pochoir - esténcil sobre litografia
Pochoir —stencil lithography
Colecio particular | Private collection
Foto | Photo Fifi Tong
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Paul Iribe (1883-1935)

L'Occidentale, 1911

Pochoir de leque realizado para a

Maison de Jeanne Paquin

Paul Iribe’s fan design for Maison Jeanne Paquin
Pochoir print

Colecao particular | Private collection

Foto | Photo Alain Mingam

— Préxima pagina | Next page

Gazette du Bon Ton, n° 8-9, 1915

La Cote d’Azur ou Une féte sur la terrasse
Fonte | Source Wikimedia Commons



LA COTE DAZUR

ou

Une féte sur la terrasse
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A Belle Epoque
¢ 0 Art Nouveau

Belle Epoque (1871-1914) foi marca-
da pelo luxo, pela extravagancia e pela
ostentacio e privilegiava aqueles que
podiam bancar esses excessos. Foi um
periodo de grande efervescéncia cul-
tural com transformacdes que se traduziram em di-
ferentes modos de pensar e viver o cotidiano que
influenciaram o vestudario. Paris era referéncia de
moda e cultura. A alta-costura atingiu o seu auge e
grandes costureiros tornaram-se as estrelas da época.
Na Franca, surgiram os Grands Magasins — lojas de
departamento — impulsionando uma forma distinta
de consumo de moda, o “prét-a-porter. A ativida-
de econdmica era intensa. As Exposicdes Universais
apresentavam as inovacgdes. A arte tomava novas for-
mas com o Impressionismo e o Art Nouveau/Arte
Nova (1890-1914), estilo essencialmente decorativo
com origens no movimento estético Arts and Crafts,
liderado pelo inglés William Morris (1834-1896).
Com abrangéncia internacional, ficou conhecido
na Alemanha como “Jungendstil’; na Espanha como
Estilo Modernista, na Itilia como “Liberty”.
No Brasil, o Rio Janeiro é um dos simbolos des-
tes tempos pujantes de modernizacdo nas cidades.
Os cariocas nao deixavam de acompanhar e seguir

a risca as novidades europeias. A Avenida Central

era a passarela da moda. Em Sio Paulo, foi um pe-
riodo de imigracdes, e uma série de comerciantes
e ateliés franceses se instalou na capital e provia a
sociedade elegante paulistana com toilettes, chapéus,
perfumes, joias, entre outros. A Vila Penteado — na
Rua Maranhio, 88 —, um dos icones arquitetdni-
cos remanescentes do estilo Art Nouveau, foi cria-
da inspirada na Secessio de Viena (1897-1920). E
tido como o primeiro edificio nesse estilo em Sao
Paulo. A luxuosa residéncia, projetada pelo arquite-
to sueco Carlos Ekman (1866-1940), foi construida
em 1902. Foi propriedade da familia do fazendeiro
e industrial Alvares Penteado e de seu genro Anto-
nio Prado Junior até 1947. Doada a Universidade
de Sao Paulo em 1949, abrigou a Faculdade de Ar-
quitetura e Urbanismo (FAU-USP) até 1968 e hoje
é sede da Pds-graduacio do curso. Além destes lo-
cais, no estado do Amazonas, alavancado pelo Ciclo
da Borracha, que teve o apogeu entre 1879-1912, o
culto a Franca e a moda francesa se notabilizou.

A Belle Epoque foi considerada a era de ouro da
beleza e inovacao. Invencdes tecnolégicas deixaram
a vida mais facil em todos os niveis sociais. Na cena
cultural, os cabarés, o cancan e o cinema faziam su-
cesso. Foi representada por uma cultura urbana de

divertimento, incentivada pelo desenvolvimento

dos meios de comunicaciao e transporte. Caracte-
rizou-se pela riqueza das roupas: grandes chapéus,
muitas plumas e bordados, rendas, fitas e pelo uso
de joias. O corset/espartilho era a peca essencial do
guarda-roupa feminino, deixando o corpo em uma
forma de “S”— definindo a chamada “mulher flor”
As cinturas eram finas e os quadris volumosos. As
saias tinham “formato de sino”. Os tecidos eram leves,
com rendas e drapeados em cores claras ou estam-

pas florais. Durante o dia, luvas e botas, para cobrir

Haabet

Mudancas na silhueta ao longo do tempo

The change of body shape along the time
Fonte | Source Wikimedia Commons




Gustav Klimt, Emilie Floge, 1909
Foto | Photo Heinrich Bohler (1881-1940)
Fonte | Source Wikimedia Commons

Sarah Bernhardt, ca.1864
Foto | Photo Félix Nadar (1820-1910)
Fonte | Source Wikimedia Commons

as canelas; as golas dos vestidos ou blusas eram altas,
com muitos babados. Os cabelos ficavam presos no
alto da cabeca. Era bastante comum também o uso
de sombrinhas, pequenas bolsas e leques. A noite,
para os grandes bailes, os decotes eram acentuados,
os vestidos glamourosos e as luvas compridas. As
praticas esportivas como o ténis e a equita¢do propi-
ciaram o surgimento do tailleur — casaco e saia para
o lazer, dando os primeiros ares de roupa masculina
para as mulheres. No Brasil, o banho de mar deixou
de ser apenas terapéutico e virou um esporte.

No inicio do século XX, as roupas comecaram a
mudar com a entrada de Paul Poiret (1879-1944) em
cena. Deslumbrado pelos figurinos dos “Ballets Rus-
ses’, Poiret criou uma estética inovadora. O esparti-
lho é abandonado em prol de uma silhueta mais solta.

As vésperas da Primeira Guerra, nio havia mais
espaco para extravagancias, e a praticidade tomou
conta da moda com trajes leves e esportivos capazes
de facilitar a vida das mulheres. As criacoes de Ma-
deleine Vionnet e Coco Chanel passaram a dominar
O NOVO cenario.

H4 duas capitais que melhor ilustram este perio-
do: Paris e Viena, pois foram grandes centros cultu-
rais. Ambas foram influenciadas pela estética do Art
Nouveau/ Secessdo, que trouxe a ornamentacio € a
ostentacdo. O Art Nouveau valorizava a natureza,
as curvas sinuosas das plantas, as flores e a femini-
lidade. As formas organicas dominaram esse estilo,
refletindo o gosto pelas artes do Japao e do Orien-
te e o uso de materiais como o ferro e o vidro. Na
Franca, entretanto, a ornamentacio e o luxo foram
mais ostensivos, enquanto que, em Viena, por con-
ta dos artistas da Secessio — que tinham como ob-
jetivo a obra de arte total —, as formas, incluindo a
moda, foram mais puras.

O pintor austriaco Gustav Klimt (1862-1918) foi
um dos artistas deste movimento que ditou moda
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com a designer Emilie Floge (1874-1952), sua com-

panheira por mais de vinte anos, e também artista da
Secessao. Floge, uma revolucionaria, havia aberto
um atelié de alta-costura em Viena com suas irmas,
em 1904. Era uma mulher de negécios que viajava
a Paris e Londres para assistir aos grandes desfiles,
trazer tecidos e ideias de cortes, para elaborar suas
colecdes. Seus vestidos vanguardistas fascinaram
Paul Poiret, que foi a Viena conhecé-la.

Floge e Klimt criaram uma inusitada conexio
entre a arte e a moda. Klimt desenhava os tecidos
e vestidos, e Emilie os confeccionava. A proposta
baseava-se em roupas amplas que nio restringissem
os movimentos, sobretudo para as mulheres: pecas

praticas e comodas.

Felsenhuhn, 1910-1912

Wiener Werkstate

Tecido | Textile

Colecio Museu Nacional de Design Cooper-Hewitt
Collection Cooper Hewitt, Smithsonian Design Museum
Fonte | Source Wikimedia Commons



John William Waterhouse

“I am Half Sick of Shadows”, said The Lady of Shalott, 1915

Oleo sobre tela | Oil on canvas, 73,7 x 100,3 cm

Colecio | Collection Art Gallery of Ontario Toronto, Canada
Fonte | Source Wikimedia Commons

O movimento Secessionista gerou, em 1903, a
criacio do Wiener Werkstatte — um atelié de van-
guarda de tecidos e de moda que visava harmonizar
o vestir com o design de interiores, distanciando-se
das formas organicas do Art Nouveau e evoluindo
para o geometrismo, dando o tom do modernismo.
Foi fundado pelo decorador Koloman Moser (1868-
1918), pelo arquiteto Joseff Hoffmann e pelo em-
presario e mecenas Fritz Waerndorfer (1868-1939),
com a colaboracio de Klimt e outros designers.

Apesar do decorativismo, os desenhos eram mais
geométricos e ndo havia o uso do espartilho, como
sugeria a moda da época. Klimt pregava uma vida
simples e foi um critico ferrenho da moderna socie-
dade vienense. Em parceria com Emilie, propos o
uso de tunicas em linha vertical, estilo que se popu-
larizou com Poiret e o espanhol Mariano Fortuny
(1871-1949).

Outros expoentes da Arte Nova foram o pintor,
designer e ilustrador checo Alphonse Mucha (1860-
1939), o vitralista e ebanista francés Emile Gallé
(1846-1904) e o arquiteto Hector Guimard (1867-
1942), que desenhou as entradas do metrd em Pa-
ris, além do pioneiro arquiteto belga Victor Horta
(1861-1947), autor das obras do Hotel Tassel e da
Casa Solvay em Bruxelas.

No inicio da Primeira Guerra Mundial, em 1914,
as necessidades cotidianas mudaram radicalmente. A
forte presenca das mulheres no mercado de trabalho,
imposta pela auséncia dos homens que iam para a
guerra, provocou uma grande revolu¢io no vestud-
rio feminino. As novas atividades como dirigir, andar
de bicicleta e pilotar avides exigiam roupas descom-
plicadas e esportivas que facilitassem a mobilidade
constante. Era o inicio da emancipacio feminina. Foi
neste periodo que a estilista Gabrielle Chanel consa-
grou-se, propondo looks que se inspiravam no guarda-
roupa masculino, eternizando o “estilo Chanel”
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Vista panoramica da Exposicio Universal de 1900
Panoramic view of the Universal Exposition in 1900

Fonte | Source Wikimedia Commons



Poster para a Boutique de Madeleine Vionnet, ca.1922
Poster for Madeleine Vionnet’s Boutique

Foto | Photo Will

Fonte | Source Wikimedia Commons
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Madeleine
Vionnet

adeleine Vionnet (1876-1975)
nasceu em Chilleurs-aux-Bois,
departamento de Loiret, e cres-

ceu em Aubervilliers, banlieue

A parisiense. Foi uma das primei-
ras mulheres a defender que as roupas deveriam se
adequar ao corpo de quem as vestisse. Comecou
seu aprendizado como costureira ainda adolescen-
te, mas sua ambicio de trabalhar em uma grande
Maison a levou para Londres, onde estagiou na casa
inglesa Kate Reilly.

Em 1901, aos 25 anos, estava de volta a Franca.
Passou a trabalhar para a casa Callot Soeurs, onde
assumiu como chefe de atelié. Creditou a Marie
Gerber, de quem foi braco direito, todo o seu apren-
dizado. Seis anos mais tarde, ja trabalhava na Mai-
son de Jacques Doucet, onde permaneceu por cinco
anos para modernizar a marca.

Em 1912, Vionnet inaugurou finalmente a pré-
pria casa na rue de Rivoli. Fechou seu atelié durante
a 12 Guerra Mundial e, quando o reabriu, ganhou a
preferéncia de muitas atrizes da época. Com um es-
tilo inovador, costumava criar seus modelos direta-

mente em um manequim de madeira em miniatura.

Madeleine Vionnet em seu atelié, ca. 1920
Madeleine Vionnet in the studio
Fonte | Source Wikimedia Commons

Com uma paixao declarada pelas linhas geomé-
tricas, a estilista francesa desenvolveu cortes e mo-
delagens inovadores. Suas roupas eram construidas
a partir do corpo feminino, resultando em vestidos
fluidos. Inspirava-se na estatudria grega para criar e
se destacou entre os anos 1920 e 1930 pelos drapea-
dos e pelo corte enviesado. Usou costuras diagonais
para obter formas simples com movimento.

Além disso, a estilista exerceu um papel funda-
mental quanto a garantia dos direitos e beneficios
sociais de suas funcionarias, como férias remune-

radas, pausas curtas e apoio em casos emergenciais.






Tarsila do Amaral

e a Modernidade

imbolo da mulher de vanguarda e da arte

moderna brasileira, a pintora Tarsila

do Amaral (1886, Capivari, SP — 1973,

Sao Paulo, SP) exerceu um papel fun-

damental na arte e na cultura no século
XX. Tarsila, detentora de uma rara cultura, passou
a infancia e a adolescéncia nas fazendas de café da
familia. Aprendeu a bordar, a ler, escrever e falar
francés com a professora belga Marie van Varem-
berg dEgmont, cercada por obras de arte, livros e
saraus de musica erudita.

Iniciou na pintura em 1917, com Pedro Alexan-
drino(1856-1952). Desejava expandir os seus conhe-
cimentos sobre a arte europeia e, estimulada pelo pia-
nista e maestro Souza Lima (1898-1982), partiu para
Paris em 1920. A capital francesa ja havia se tornado
o centro cultural de maior evidéncia na Europa. Mo-
vimentos artisticos de diversas correntes imprimiam
uma estética em sincronia com o novo mundo. Na
primeira temporada parisiense, estudou na Acadé-
mie Julian e no atelié¢ de Emile Renard. Seguiu para
os ateliés de André Lhote e dos cubistas Fernand Lé-
ger e Albert Gleizes. Tornou-se grande amiga do
poeta suico-francés Blaise Cendrars (1887-1961),
que a apresentou ao costureiro Paul Poiret.

A partir dai, entrou em contato com os grandes
modernistas: Jean Cocteau, Erik Satie, Stravinsky,

Brancusi e Picasso. Cendrars fez o poema “Sao Paulo”

para o catdlogo da primeira exposicao de Tarsi-
la em Paris. Foi um apaixonado pelo Brasil. Em
1924, veio ao pais a convite do amigo, empresario
e mecenas Paulo Prado. Cendrars teve uma funcao-
-chave no desenvolvimento do modernismo brasi-
leiro, influenciando os intelectuais e estimulando as
trocas com a Franca. A cultura brasileira, por sua
vez, marcou igualmente a producio do poeta.

Tarsila retornou ao Brasil em 1922, quatro me-
ses ap6s a Semana de Arte Moderna, marco do
Modernismo no Brasil. Foi através da amiga e tam-
bém pintora Anita Malfatti que tomou conheci-
mento sobre as manifestacoes culturais ocorridas
em fevereiro no Teatro Municipal em Siao Paulo.
Anita a introduziu na sua roda de amigos moder-
nistas, e logo formaram o “grupo dos cinco”: Tarsila,
Menotti del Picchia, Mario de Andrade, Oswald de
Andrade e Anita Malfatti. Tarsila do Amaral credi-
tou a terra natal a descoberta do modernismo.

Em 1923, na companhia do poeta Oswald de An-
drade (1890-1954), fundador do movimento antro-
pofigico (1928) — corrente de vanguarda que visava
a estruturar a cultura nacional —e, a época, ainda
seu namorado, Tarsila viveu seu auge na “Cidade
luz” Frequentava ateliés, saldes, espetidculos e con-
vivia com a elite intelectual brasileira e francesa. O
“exilio” acabou reforcando a sua identidade com as

tematicas do Brasil.
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Tarsila do Amaral
Autorretrato, Manteau rouge, 1923

Self portrait (Manteau rouge)

Colecio | Collection Museu Nacional

de Belas Artes — MNBA, Rio de Janeiro
Foto | Photo Fifi Tong




Exposicio de Tarsila do Amaral
no Rio de Janeiro, em 1929

Da esquerda para a direita: Pagu,
Anita Malfatti, Tarsila do Amaral,
Elsie Houston, Benjamin Péret e
Eugénia Alvaro Moreyra

Autor nio informado

Exhibition by Tarsila do Amaral

in Rio de Janeiro, 1929. From left to
right: Pagu, Anita Malfatti, Tarsila do
Amaral, Elsie Houston, Benjamin Péret
and Eugénia Alvaro Moreyra
Unknown author

Fonte | Source Wikimedia Commons

O entusiasmo pela moda a levou ao encontro
dos maiores costureiros parisienses. Ela identificou
no exotismo, nas viagens e nas cores de Paul Poiret
o seu DNA, além de apreciar o trabalho de design
desenvolvido pelo artista em seu atelié. Sua prefe-

réncia pelo couturier foi eternizada no poema de

Tarsila do Amaral, Galerie Percier, 1926, Paris Oswald “Atelier’, de 1925. Mas foi vestida de Jean
p-42,21-VIII -926

Revista Para fodos Patou que se retratou em Manteau rouge, 1923. Pa-
Para todos Magazine . . .

Fonte | Source Wikimedia Commons tou, conhecido pelas roupas mais esportivas e ele-

gantes, também estava entre os preferidos de Tar-
sila. Ela usava ainda Lanvin e os tecidos de Sonia
Delaunay. Causava admiraciao nos ambientes onde
circulava, pela beleza, cultura e personalidade mar-
cante. Com os cabelos presos, joias e, em geral, lon-
gos brincos, olhos bem delineados, batom verme-
lho, era notada em todos os lugares. Prestigiada, seu
atelié virou ponto de encontro de grandes artistas
na capital francesa.

A artista colocou o Brasil nas paredes de Paris em

junho de 1926, na primeira individual na Galerie

Percier, e teve seu trabalho reconhecido e elogiado  santos Dumonte Yolanda Penteado, década de 1930
L. N Santos Dumont and Yolanda Penteado, 1930’ Jean Patou, 1900
pela critica. CaSOU‘Se com Oswald, €m Sao PaUIO, Fonte | Source Wikimedia Commons Fonte | Source Wikimedia Commons
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Galerie Percier
38, rue La Bodtic
PARIS
Y - T —
Catilogo de exposiciao em Paris. Paris, Galerie Percier, 1926
Exhibition catalog in Paris. Paris, Galerie Percier, 1926

Acervo | Collection Biblioteca Walter Wey/Pinacoteca de Sdo Paulo
Foto | Photo Fifi Tong

tarsila

rio~-1929

Catilogo da primeira exposicio de Tarsila no Brasil

Catalog of Tarsila’s first exhibition in Brazil

Rio de Janeiro, Palace Hotel, 1929

Acervo | Collection Biblioteca Walter Wey/Pinacoteca de Sao Paulo
Foto | Photo Fifi Tong

no mesmo ano, com um vestido de Poiret. A famosa
peca foi feita pelo couturier com a cauda do vestido
de casamento da mae de Oswald. O poeta compar-
tilhava com Tarsila a paixdo pela moda e, em cartas
trocadas com a amada quando ele voltou ao Bra-
sil, eram frequentes as sugestdes de looks para as
soirées parisienses. Ambos viam na moda um papel
social: o de aproximacio daquele circulo intelectual
tao privilegiado. De fato, apesar de ser considerada
timida, Tarsila vestia-se com esplendor.

Assim como Tarsila, pintoras, intelectuais e
colecionadoras brasileiras viveram os tempos re-
voluciondrios que sacudiram a capital francesa na
década de 1920. Anita Malfatti, Olivia Guedes Pen-
teado (1872-1934) e sua sobrinha, Yolanda Pente-
ado (1903-1983), que fizeram parte do mesmo cir-
culo modernista da artista, tornaram-se grandes
patronas das artes no Brasil.

Tarsila é a grande representante da arte moderna
brasileira, e a sua trajetéria serve de estimulo para
o aprofundamento sobre as enriquecedoras trocas
culturais que ocorreram na Franca nos anos 1910-
20. Além disso, o espirito desbravador da artista e
as experiéncias vividas em Paris revelam o protago-
nismo de intimeras mulheres que se engajam incan-
savelmente no incentivo das artes e em causas femi-
ninas. Seu percurso é um verdadeiro encorajamento

para sempre se explorarem novos horizontes.

BALLETS RUSSES
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NERGE DE DYAGHILEW

G arre ILvrrique
1923

Ballets russes de M. Sergei Diaghilev, 16* temporada

Ballets russes by M. Sergei Diaghilev, season 16

Paris, 1923

Acervo | Collection Biblioteca Walter Wey/ Pinacoteca de Sao Paulo
Foto | Photo Fifi Tong
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BALLETS RUSSES
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Ballets russes de M. Sergei Diaghilev, 212 temporada

Teatro Sarah Bernhardt, Paris, 1928

Ballets russes by M. Sergei Diaghilev, season 21

Sarah Bernhardt Theater, Paris

Acervo | Collection Biblioteca Walter Wey/ Pinacoteca de Sao Paulo
Foto | Photo Fifi Tong




Paul Poiret

Corpete e capa para o vestido de noiva de Tarsila do Amaral, 1926

Tafet4d chamalote

Cape and bodice for Tarsila do Amaral’s wedding dress

“Chamalote” silk Taffeta

Acervo | Collection Biblioteca Walter Wey/ Pinacoteca de Sao Paulo

Foto | Photo Fifi Tong
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Leque de madeira, s/d
Madeira e tecido
Wooden fan, n.d.
Wood and fabric
Acervo | Collection Biblioteca

Walter Wey/Pinacoteca de Sdo Paulo
Foto | Photo Fifi Tong

Mantilha de renda e pente de tartaruga
Lace veil and tortoise shell comb

Acervo | Collection Biblioteca

Walter Wey/ Pinacoteca de Sio Paulo
Foto | Photo Fifi Tong
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Caixa de papeldo para chapéu, s/d

Hat cardboard box, n.d.

Acervo | Collection Biblioteca

Walter Wey/Pinacoteca de Sdo Paulo
Foto | Photo Fifi Tong

Pincéis de madeira, s/d

Acervo de Tarsila do Amaral

Wooden brushes, n.d.

Tarsila do Amaral's collection

Acervo | Collection Biblioteca

Walter Wey/ Pinacoteca de Sao Paulo
Foto | Photo Fifi Tong
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Caderneta da artista com anotacdes sobre preparacio de telas e tintas, s/d
The artist’s notebook with guidelines on preparing of canvases and paints, n.d.
Acervo | Collection Biblioteca

Walter Wey/Pinacoteca de S3o Paulo

Foto | Photo Fifi Tong

Paleta de madeira, s/d

Acervo de Tarsila do Amaral

Wooden palette, n.d.

Tarsila do Amaral’s collection

Acervo | Collection Biblioteca Walter Wey/
Pinacoteca de Sao Paulo

Foto | Photo Fifi Tong




Tarsila do Amaral
e a Modernidade

Simbolo .da mulher de vanguarda e da arte moderna brasileira, a
pintora Tarsila do Amaral (1886-1973) exerceu um papel Fundamm:ﬂl
na arte e na cultura no século XX. Enalteceuo protagonismo femininoe

se destacou nos melos artisticos modernos do nosso pals e da Franga
Credita & terra natal a descoberta do modernismo. Em Paris, nos anos
1920, estudou com cubistas, conheceu futuristas e dadalstas. Em

1923, na companhia do poeta Oswald de Andrade (1890 1954), Tarsila

viveu seu auge na “cidade luz". Frequentava ateligs, saldes,
espetaculos e convivia com a elite intelectual. 0 “exllio” acabou
reforgando a sua identidade com as temancas do Brasil. 0 entusiasmo
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Paul Poiret, c. 1913
Fonte | Source Wikimedia Commons

Paul
Poiret

aul Poiret (1879-1944), conhecido
como o primeiro grande modernista,
dominou a alta-costura no inicio do

século XX. Liberou a mulher dos es-

partilhos, com trajes longos, simples e
elegantes. Artista, costureiro, decorador, cenégrafo,
perfumista, empresario, iniciou como aprendiz no
atelié de Jacques Doucet (1853-1929), introduzido
por Madame Chéruit (1866-1955), que ji compra-
va seus croquis. Vestiu as atrizes Réjane e Sarah
Bernhardt e posteriormente trabalhou na Maison
Worth. Em 1903, abriu o préprio atelié em Paris na
rue Auber. Foi o primeiro costureiro a elevar a cin-
tura nos vestidos. Tinha uma profunda aversao ao
corset. Em 1908, quando o estilo Diretério estava
no auge em Paris, lancou uma colecdo de vestidos
inspirados na elegancia do Império napoleonico,
imortalizada pelas ilustracoes de Paul Iribe no dlbum
“Les Robes de Paul Poiret racontées par Paul Iribe”
O album de luxo foi uma das iniciativas inovadoras
de Poiret, e Iribe foi pioneiro no uso da técnica de
pochoir. Destinado a uma clientela sofisticada, tinha
edicao limitada, assinada e numerada e era envia-
do para mulheres da elite como a Rainha Alexandra
(1844-1925) do Reino Unido, que se espantou com
a ousadia dos looks. A publica¢io estabeleceu novos

padrdes para as ilustracdes de moda.
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Paul Poiret e sua mulher Denise em uma festa, 1924
Paul Poiret and his wife Denise at a party, 1924

Foto | Photo Henri Manuel

Fonte | Source Wikimedia Commons



Georges Lepape

Serais-je en avance ? Manteau de théatre de Paul Poiret, 1912-1913
Gazette du Bon Ton, No 2, P1. VI

Pochoir sobre papel | Pochoir print on paper

Colecao particular | Private collection

Mulher de turbante (As criacdes de Paul Poiret), 1911
Woman in a Turban (Items by Paul Poiret)

Pochoir sobre papel | Pochoir print on paper
Ilustragio para | Hlustration for
“Les Choses de Paul Poiret vues par Georges Lepape”
Fonte | Source Wikimedia Commons

Denise Poiret usando o vestido “Mythe’,

de Paul Poiret, 1919-1920

Denise Poiret wearing the “Myth” dress, by Paul Poiret,
Fonte | Source Palais Galliera, Musée de la mode
de la Ville de Paris
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Pierre Gatier

Atelié de Jacques Doucet, 1911

Jacques Doucet’s studio

Gravura e técnica mista | Etching
with mixed technics

Fonte | Source Wikimedia Commons

Um ano mais tarde, com a chegada do grupo dos
Ballets Russes, em Paris, que disseminou cendrios e
figurinos exéticos desenhados por Léon Bakst, Poi-
ret revolucionou a estética: criou turbantes, egre-
tes, calcas de odalisca, saias afuniladas e tunicas.
“Shéhérazade” (1910) foi o espeticulo mais impac-
tante, fazendo com que todas as mulheres amantes
da moda parecessem odaliscas vindas do “harém de
Bakst” ou dos tradicionais “bazaars” turcos. As co-
res escolhidas por Poiret eram vibrantes: vermelho,
verde, amarelo, rosa, violeta, azul-escuro e marrom,
em combinacdes ousadas para uma época em que
tons pastel predominavam. Os tecidos eram delica-
dos: sedas, cetins, musselines e tules. Era evidente
no couturier a influéncia do oriente, além de trajes
histéricos e folcloricos. Denise Boulet, sua esposa,
musa e colaboradora, era uma entusiasta dos mode-
los excéntricos do marido e logo se transformaria
em um icone. Trabalharam juntos, frequentavam

antiquarios, museus e viajavam para se enriquecer

culturalmente. Como Doucet, Poiret foi um incen-
tivador das artes modernas. Colecionava Picabia,
Brancusi, Matisse, Derain, Picasso, Van Dongen,
muitos deles seus amigos. A colecionadora de arte
Peggy Guggenheim foi uma de suas famosas clientes.

Em 1909, mudou-se para um hoétel particulier do
século XVIII na avenue d’Antin que abrigava, na
entrada, também uma galeria de arte —a Galerie
Barbazanges —, onde lan¢ou inimeros artistas atra-
vés de exposicoes e performances.

Um segundo 4dlbum-catidlogo foi encomendado
ao artista Georges Lepape, em 1911, “Les Choses de
Paul Poiret vues par Georges Lepape’, que consa-
grou o estilo oriental e a “jupe-culotte”(saia-calca).

Poiret notabilizou-se pelas festas tematicas que
organizava em suas casas espetaculares, uma estra-
tégia para divulgar as colecdes e seduzir as consu-
midoras. Em 1911, Denise Poiret causou a maior
sensacao no evento ‘La Mille et Deuxiéme Nuit”

(um baile ao estilo “Mil e Uma Noites”) vestindo



Peggy Guggenheim vestindo Paul Poiret, 1925
Peggy Guggenheim wearing Paul Poiret

Foto | Photo Man Ray

© Alamy Stock Photo

um traje oriental. A festa de arromba reuniu perso-
nalidades parisienses em um décor de Raoul Dufy
(1877-1953) com figurinos criados especialmente
pelo costureiro.

Poiret transformou-se ainda em um formador
do gosto musical, promovendo inumeras soirées
musicais em suas propriedades. O Pavillon du Bu-
tard, uma joia arquitetéonica do século XVIII, foi
projetado por Ange-Jacques Gabriel (1698-1782),
arquiteto do Trianon, e construido para Luis XV.
Localizado na Floresta de Fausses-Reposes, estava
abandonado e foi concedido a Poiret em troca da
restauracdo. O Butard virou palco de concertos e
festas memoraveis, como a “Les Fétes de Bacchus’,
animada por Isadora Duncan, em 1912.

Assim, suas conexdes com os espeticulos s6 cres-
ciam. Foi um dos primeiros costureiros a fazer fi-
gurinos para a danca e para o teatro e provocou o
interesse de Diaghilev e Nijinsky, que o visitaram
assim que desembarcaram em Paris.

Iniciou o design de téxteis com Raoul Dufy
(1877-1953) em 1910, com quem dividia a paixdo
pelo décor. No ano seguinte, fundou a Escola Mar-
tine de artes aplicadas, que se transformou num ce-
leiro de jovens designers e ilustradores. Contratou
Erté (Romain de Tirtoff) (1892-1990), além de Iri-
be e Lepape. Sua intencao era difundir na Franca as
mesmas ideias do Wiener Werkstitte de Viena para
a moda, a decoracio e o mobilidrio. Foi precursor
ao unir a moda a decoracdao. A Escola-Atelié Mar-
tine teve um grande sucesso e logo comecou a pro-
duzir tecidos para os vestidos e acessorios, a casa e o
estidio de Poiret. O novo empreendimento atendia
artistas, a realeza e a alta sociedade Europeia.

Contudo, o seu talento para os negdcios nio pa-
raria por ai e, dez anos antes de Coco Chanel lancar
o N° 5, em 1911 abriu uma perfumaria — Parfums

de Rosine —, usando o nome de uma de suas filhas.

30

Poiret era o centro da moda e da vida social quan-

do estourou a guerra em 1914, momento em que fe-
chou a Maison e alistou-se no Exército Francés. Apés
esta interrup¢ao, nao conseguiu recuperar o mesmo
prestigio. Em 1928, Poiret e Denise se divorciaram.
Ele foi um grande catalisador das artes e nunca eco-
nomizou para bancar suas fantasias e excentricidades.
Em 1929, a casa, que ja enfrentava uma séria crise
financeira, foi encerrada, mas Paul Poiret é até hoje

fonte de inspirac¢io para estilistas do mundo todo.

Raoul Dufy

Textil de algoddo impresso, 1925
Printed cotton textile

© Alamy Stock Photo
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Foto | Photo Fifi Tong






Sergei Pavlovich Diaguilev, 1910

Fonte | Source Wikimedia Commons

A revolucao
estética dos
Ballets Russes

(1909-1929)

Companhia de Ballets Russes foi

criada pelo empresario Sergei Pa-

vlovich Diaguilev ou Diaghilev

(1872-1929) e revolucionou o mun-

do artistico no inicio do século XX
em Paris com uma estética inovadora. E considera-
da a companhia de balé mais influente desse século.
O pioneiro produtor cultural reuniu as vanguardas
e impulsionou artistas, conectando os Ballets a to-
das as artes. A Companhia serviu como uma ponte
entre a danca, a pintura, a musica e a performance.
Revigorou a danga, alterou o curso da composicio
musical e mudou completamente o status de baila-
rinos e corebgrafos.

Sergei Diaghilev desembarcou em Paris em 1909
com o intuito de rejuvenescer a musica, a danca e
a arte enquanto fazia fortuna e fama. Nascido em
Perm, interior da Russia, numa familia abastada de
destiladores de vodca, teve uma educacio privilegia-
da. Chegou a Sio Petersburgo aos 18 anos. Amante
da musica e detentor de uma cultura invejavel, ele
foi designado pelo Principe Serge Volkonski (1860-
1937), entdo diretor do Ballet Imperial Russo, como

representante dos teatros imperiais russos. Foi o seu
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primeiro contato com os balés. Em 1898, foi co-fun-
dador da revista Mir Iskusstva (“O Mundo da Arte”)
com Alexandre Benois e Léon Bakst, um periédico
que introduziu a nova arte Europeia na Russia e pa-
trocinou exposicoes de arte em Sio Petersburgo.

Em 1906, Diaghilev organizou uma grande ex-
posicdo de arte russa no Petit Palais em Paris, esta-
belecendo o inicio de uma estreita colaboracio com
a Franca. Em 1907, foram os concertos de musica
russa, e em 1908 produziu “Boris Godunov’, de Mo-
dest Mussorgsky (1839-1881), para a Opera de Paris,
uma das pecas mais importantes da histéria da mu-
sica russa e sua 6pera mais conhecida. O caminho
estava aberto para os Ballets, que, em 1909, sacu-
diram a capital francesa com a primeira temporada
de apresentacdes com bailarinos do balé imperial de
Sao Petersburgo, que incluia as primeiras bailarinas
Anna Pavlova e Tamara Karsavina.

O empresirio contou com o trabalho de Jean
Cocteau e Pablo Picasso, Alexandre Benois, Mir6
e Matisse; dos compositores Erik Satie, Igor Stra-
vinsky, Maurice Ravel e Claude Debussy; dos co-
redgrafos Léonide Massine, Michel Fokine, Vaslav
Nijinsky, Bronislava Nijinska e George Balanchi-
ne, e teve um papel decisivo ao revelar ao mundo o
talento desses artistas. O impacto dos figurinos de
Léon Bakst foi estrondoso e influenciou a inovacao
do design de cena e a moda em definitivo, estimu-
lando as colaboracdes com designers de moda, figu-
rinistas e ilustradores como Natalia Goncharova e a
estilista Coco Chanel.

Diaghilev conquistou de imediato um grupo de
mecenas e obteve o incentivo fundamental de trés

mulheres para financiar os Ballets: a Condessa de

Michel Fokine e Vera Fokina em uma producio
de 1914, “O espectro da rosa, Ballets Russes
Michel Fokine and Vera Fokina in a 1914 producion
of the Ballet Russes’ Le Spectre de la Rose

Foto | Photo E.O. Hoppé

Fonte | Source Wikimedia Commons



Apoiadores e integrantes dos Ballets Russes. Da esquerda para a direita:

Supporters and members of the Russian Ballets. From left to right:

Botkine, Pavel Koribut-Kubitovitch, Tamara Karsavina, Vaslav Nijjinsky, Igor Stravinsky,
Alexandre Benois, Sergei Diaghilev, K. Harris, Alexandra Vassilieva

Beausoleil, 1912

Foto | Photo Nicolas Besobrasov

Fonte | Source Wikimedia Commons

Greftulhe, a Princesa de Polignac e Misia Sert. Os Bal-
lets renovaram o conceito de companhia de dancga e
converteram-se em um dos mais importantes movi-
mentos criativos e motores da cultura do século XX.
Atrairam os expoentes da arte, do teatro e da musica
que experimentaram novas formas e temas a partir
dos anos 1910. O Grupo “Les six” de jovens compo-
sitores — Georges Auric (1899-1983), Louis Durey
(1888-1979), Arthur Honegger (1892-1955), Darius
Milhaud (1892-1974), Francis Poulenc (1899-1963),
Germaine Tailleferre (1892-1983) —, que trabalhou
em Montparnasse organizado por Jean Cocteau em
1917 e sob a influéncia de Erik Satie, alcancou a no-
toriedade pelas suas ideias avancadas e contribuiu
para a modernidade das performances de Diaghilev.

[gor Stravinsky, que foi aluno de Rimsky-Kor-
sakov e Nikolai Tcherepnin, foi lan¢ado no cenario
internacional por Diaghilev e se tornou o musico

mais conhecido do universo dos Ballets. Michel

Fokine, um dos coredgrafos de maior destaque, foi
fortemente influenciado pela bailarina Isadora Dun-
can (1878-1927). Entre os seus espetdculos mais fa-
mosos estao a peca orientalista “Schéhérazade’, de
1910, e “Parade”, de 1917, que teve a cortina de cena
desenhada por Picasso. Além destes, foram realiza-
dos “Cledpatra” (1909), “O Passaro de Fogo” (1910),
“O Galo de Ouro” (1914) e “Petrushka” (1911).

A Companhia fazia apresentacdes curtas, com
duracio de dez a trinta minutos, de um ato, cuja
musica, danca, décor e figurinos se fundiam na
mesma funcdo. A intencio era sempre surpreender
a audiéncia. E, para cada balé, tudo era criado de
forma unica. Bakst propos elementos espetacula-
res para atingir todos os publicos. Os Ballets Rus-
ses promoveram a arte russa na Europa Ocidental,
despertaram o interesse pelo balé e continuam ins-
pirando diversos campos artisticos. Por fim, Sergei

Diaghilev faleceu, em 1929, em Veneza.
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Pablo Picasso e os pintores de cena sentados

sobre o tecido do cendrio para o espetéculo “Parade’,

Ballets Russes, no Théatre du Chatelet, Paris, 1917

Pablo Picasso and scene painters sitting on the front cloth

for Parade (Ballets Russes) at the Thédtre du Chatelet, Paris, 1917
Foto | Photo Lachmann

Fonte | Source Wikimedia Commons
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Massine, Goncharova, Larionov, Stravinsky
e Bakst em Ouchy, Lausanne, Suica, 1915.
Exposicio de Larionov. Autor desconhecido
Massine, Goncharova, Larionov, Stravinsky and
Bakst in Ouchy, Lausanne, Switzerland, 1915.
Larionov’s exhibition. Unknown author

Fonte | Source Wikimedia Commons

Tamara Karsavina e Vaslav Nijinsky,
Balé “Giselle”, 1910. Ballets Russes
Autor desconhecido

Tamara Karsavina and Vaslav Nijinsky,
Ballet “Giselle’, 1910. Ballets Russes
Natacha Trouhanova e um sitrapa, Unknown author
Nabucodonosor, 1911 Fonte | Source Wikimedia Commons
Natacha Trouhanova and a satrap,
Nebuchadnezzar

Foto | Photo Otto Wegener (1849-1924)

Fonte | Source Wikimedia Commons
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Vestidos estilo Léon Bakst feitos por Paquin;
chapéus, por Camille Roger; sapatos, por
Hellstern, 1913

Léon Bakst style dresses made by Paquin; hats by
Camille Roger; shoes by Hellstern

©Alamy Stock Photo
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Tamara Karsavina como a rainha Shemakham, em “O Galo de Ouro’, Tamara Karsavina e Michel Fokine como o Pdssaro de Fogo e Prins Ivan
Ballets Russes, 1914 na producio de 1910 Ballets Russes de “L’Oiseau de Feu”

Tamara Karsavina as Queen Shemakhan in “Le Coq d'Or” Tamara Karsavina and Michel Fokine as the Firebird and Prins Ivan in 1910
Ballets Russes, 1914 production of the Russian Ballets “L'Oiseau de Feu”

Fonte | Source Wikimedia Commons Fonte | Source Wikimedia Commons

Olga Khokhlova no atelié de

Picasso em Montrouge, 1918. Franca
Olga Khokhlova in Picasso’s Montrouge
studio, 1918. France

Fonte | Source Wikimedia Commons




George Barbier (1882-1932)

Vaslav Nijinsky e Ida Rubinstein — Shéherazade, 1913
Pochoir - esténcil sobre litografia

Pochoir - stencil lithography

Colegao particular | Private collection

Foto | Photo Fifi Tong

George Barbier (1882-1932)
Nijinsky

Glose de Francis de Miomandre, 1913
Pochoir - esténcil sobre litografia
Pochoir - stencil lithography

Colecio particular | Private collection
Foto | Photo Fifi Tong

Estudo de traje para Vaslav Nijinsky no papel de
Iksender no Ballet “La Péri” (A flor da imortalidade),
realizado pela primeira vez em Paris, 1912

Costume study for Vaslav Nijinsky in the role of Iksender
in the ballet “La Péri” (The Flower of Immortality),

first performed in Paris, 1912

Fonte | Source Wikimedia Commons
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Constantin Holzer-Defanti (1881-1951)
Anita Berber como bailarina coreana, 1919

Anita Berber as a Korean dancer

Porcelana Rosenthal em policromia

Rosenthal polychrome porcelain

31x16,5x12 cm

Colegao particular | Private collection
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Carl Werner (1895-1980)

Bailarina e bailarino balineses, década de 1920
Balinese dancers, decade of 1920s

Porcelana Hutschenreuther, em policromia
Hutschenreuther polychrome porcelain

28 x 11 x 8 cm cada | each

Colegao particular | Private collection

Foto | Photo Fifi Tong



Tatiana Riabouchinska como o Galo de Ouro, em “O Galo de Ouro’,
Ballets Russes, ca. 1930

Tatiana Riabouchinska as the Golden Cockerel in “Le Coq dOr)

Ballets Russes, ca. 1930s

National Libray of Australia

Fonte | Source Wikimedia Commons

Cenografia de Natalia Goncharova para o primeiro ato do “Le Coq d'Or; 1914
Scenography by Natalia Goncharova for the first ballet act.

Ballets Russes in 1914, “Le Coq d'Or” Ballets Russes

Fonte | Source Wikimedia Commons
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Mariano Fortuny
Vestido Delphos, ca. 1920
Palazzo Fortuny, Veneza
Delphos Dress, ¢. 1920
Palazzo Fortuny, Venice
Foto | Photo Giselle Padoin
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Mariano Fortuny
y Madrazo

spanhol de nascimento e veneziano de

coracio, foi um dos grandes criadores

do século XX. Incialmente pintor, este

artista de multiplos talentos se inte-

ressou também pela fotografia, gravu-

ra, escultura, cenografia e iluminaciao cénica quan-

do foi morar em Veneza, a partir de 1888. Mas foi

como costureiro e designer que acabou se tornando

famoso. Nasceu em Granada, porém ficou conheci-

do como o “magico de Veneza’, mesclando a sofisti-
cacdo da Renascenca e um Oriente faustoso.

As criacoes do artista foram diversas, e a sua

mais ousada invencao foi o vestido Delphos, de 1909,

assim batizado em homenagem a escultura grega

“I'Aurige de Delphes” (cerca de 475 a.C.). Todo plis-

sado e feito de seda japonesa extremamente fina, o
vestido chegava a passar por uma dezena de etapas
de tingimento, resultando numa enorme variedade
de tons — processo retomado posteriormente pelo
designer Issey Miyake.

Em 1906, Fortuny se apaixonou pelos tecidos
e viajou incansavelmente em busca de inspiracio.
Desenvolveu o seu préprio método de estamparia,
estudando antigas técnicas de alquimia e corantes
vegetais, dando ao seu material uma aparéncia au-

téntica e unica.



Seu pai, também artista, transmitiu-lhe a paixao
pela pintura, escultura e gravura, e sua mae, uma
mulher de personalidade forte, era herdeira dos
fundadores do Museu do Prado. Cercado de tanta
cultura, o destino de Mariano nio poderia ser dife-
rente: criar e inventar. Além disso, foi um grande
colecionador de arte.

As roupas atemporais de Fortuny, um dos maio-
res defensores da liberacio do corpo, do conforto
e da elegancia, eram pura fluidez. Conquistou bai-
larinas, como Anna Pavlova e Isadora Duncan, e
personalidades de vanguarda como a Condessa de
Greffulhe e sua filha Elaine, a Marquesa Luisa Ca-
sati, Peggy Guggenheim; as atrizes Eleonora Duse,
Ellen Terry e Oona O’'Neill Chaplin. As estampas
em veludo de seda a base de pds metilicos que enfa-
tizavam as influéncias bizantinas, japonesas e per-
sas de Mariano eram de um refinamento impar.

Seu lenco Knossos, de 1906, foi criado a partir da
arte ciclddica; era um véu retangular que podia ser
usado de diversas formas, amarrado em volta do
corpo ou como adorno. Em 1912, o estilista con-
feccionou uma peca exclusiva de quatro metros de
comprimento, com motivos geométricos e vegetais.
De inspiracao cretense, foi usada por Denise Poiret,
esposa de Paul Poiret, na festa Les Festes de Bacchus,
organizada pelo excéntrico costureiro. A Antigui-
dade grega estava em voga, difundida também atra-
vés dos espetiaculos dos “Ballets Russes”.

Fortuny adaptou a maior parte das formas de
roupas €tnicas e trajes exoticos: 0 quimono japoneés;
o albornoz, de origem arabe; o djellabah, do norte
da Africa; o sari indiano e o délma turco.

Aclamado na célebre obra de Marcel Proust, “Em
Busca do tempo perdido’; Mariano Fortuny foi um

misto de artista, inventor e costureiro que combi-

Isadora Duncan
Foto | Photo Arnold Genthe (1869-1942)
Fonte | Source Wikimedia Commons

nava cor e textura a um corte sem igual, o que lhe

garantiu um lugar de destaque no mundo da moda.
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Japonismo —
quimonos na
moda e na arte

e tem uma peca que virou cult no guar-
da-roupa feminino e sempre desfila pe-
las passarelas dos shows e das ruas nas
fashion weeks é o quimono. Vestimen-
ta tradicional da cultura japonesa cujo
nome significa “coisa de vestir, desde as primeiras
apari¢oes inspirou geracdes de criadores como Paul
Poiret, Jacques Doucet, Madeleine Vionnet, Yves
Saint Laurent e Balenciaga. Estd sempre nas tendén-
cias mundiais, seja em sedas estampadas ou mesmo
em algodio. No Brasil, é recorrente nas criacoes
de moda praia contemporanea de Adriana Degreas
e Lenny Niemeyer, seja com motivos tropicais ou
asidticos, e ja conquistou o street style pelo charme
e conforto; com as pecas artesanais em seda orga-
nica da estilista Flavia Aranha, feitas com matérias-
primas naturais e cores de plantas e de ervas brasi-
leiras, e ainda em jacquard floral da Lilly Sarti.

O quimono, origindrio da China, tornou-se ofi-
cialmente uma vestimenta japonesa no final do sé-
culo VIII e s6 adotou as caracteristicas que conhece-
mos hoje no século XVI. No inicio, era usado como
uma roupa de baixo e podia ser comprado apenas por
pessoas de alto poder aquisitivo; foi democratizado
pelos Samurais na Era Kamakura (1185-1333) e se

popularizou na Europa no século XIX, impulsionan-
do a industria téxtil do Japao, que inundou o conti-
nente europeu com seus tecidos finos neste periodo.

Foi o estilista francés Paul Poiret que introduziu
0 quimono na alta-costura, quando o apresentou
na forma de um casaco em 1911. O modelo, ousado
para a época, rapidamente virou hit e logo se multi-
plicou nos ateliés de varios costureiros em diferen-
tes versoes.

Na metade do século XIX, ap6s duzentos anos de
uma politica isolacionista, o Japao virou febre, e a
onda do “japonismo” entrou em voga, alimentando
o imagindrio de artistas e costureiros. Em 1867, du-
rante a Exposicio Universal de Paris, os europeus
ficaram fascinados pelas mulheres japonesas com
os seus sofisticados quimonos, o que provocou um
enorme impacto sobre a moda parisiense. O termo

“japonismo” foi cunhado pelo critico, coleciona-

dor e gravador francés Philippe Burty (1830-1890),
em 1872, para descrever a onda de empréstimos da
arte e estética japonesas na arte Ocidental. A profu-
sao de ilustracdes japonesas e objetos de arte como
porcelanas, metais, leques, pentes e tecidos foi in-
tensa, e o interesse do publico foi impulsionado pe-

las exposicdes.
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Alfred Stevens

La Parisienne, 1872

Oleo sobre tela | Oil on canvas

150 x 105 cm

Colecio La Boverie, Liege, Bélgica
Collection La Boverie, Liége, Belgium
Fonte | Source Wikimedia Commons



Logo, teve inicio uma verdadeira “quimono-
mania’. A peca foi retratada por inumeros artistas:
Alfred Stevens (La Parisienne japonaise, c. 1872),
Claude Monet (La Japonaise, 1876), James Tissot
(La japonaise au bain,1864), James Abbott McNeill
Whistler (The Princess from the Land of Porcelain,
1863-4), entre outros. A imagem de uma mulher
com uma silhueta ornamental, com longas mangas
soltas, totalmente diversa da vestimenta do ociden-
te, com tecidos exuberantes e segurando um leque
torna-se o simbolo do exotismo e da estética japo-
nesa. Cenas do mesmo género também foram pin-
tadas pelos impressionistas: Gustave Caillebotte,
Pierre- Auguste Renoir, Berthe Morisot, Edgar De-
gas, Edouard Manet. A moda e a vida cotidiana re-
presentavam a vida moderna, aclamada no longo
estudo do poeta Charles Baudelaire (1821-1867), “O
Pintor da Vida Moderna”—publicado inicialmente
no jornal Le Figaro em 1863.

A partir de 1900, Vitaldi Babani (1895-1940) é o
fornecedor de quimonos fabricados no Japao, mas
adaptados ao mercado ocidental. Mariano Fortuny
(1871-1949) nao tardou a produzir a sua interpreta-
cao da peca. Nos anos 1920, todos os costureiros em
Paris utilizavam motivos japoneses.

Nos anos 1940, Balenciaga explorou com maes-
tria esse novo estilo e ancorou as suas criacdes com
uma obsessao constante pelas mangas dos quimo-
nos. Fez iniimeras experimentacdes com formas e
construcoes a fim de estabelecer uma nova relacao
entre o corpo e a roupa. A introducio da silhue-
ta “cocoon”(casulo) exerceu um papel fundamental
nesse processo claramente ligado ao japonismo que
influenciou a moda no inicio do século XX. A ca-
racteristica forma em arco sobre as costas, a gola
afastada do pescoco e a bainha assimétrica mais cur-

ta na frente sao exemplos de seus cortes nessa linha.

O “cocoon”virou um clissico e ja foi revisitado por
Demna Gvasalia, no comando da Maison Balencia-
ga desde 2015.

Yves Saint Laurent entrou em contato com o Ja-
pao pela primeira vez na Maison de Christian Dior,
quando foi solicitado a produzir uma cole¢io para
exportacao que refletisse os tecidos brocados de-
corados com fios de ouro. Fascinado pelo pais do
sol nascente, ele visita o Japao inimeras vezes, em
especial em 1963 e 1975, e encomenda obras para
a sua colecao de arte. Seus quimonos refletem os
souvenires do teatro Kabuki, uma de suas paixdes,
e sio uma homenagem a graciosidade das cortesis
(gueixas) que perambulavam pelas ruelas de Gion,

no bairro de Kyoto, ou a elegancia de Maria Callas,

Ilustracdo japonesa, séc. XVIII

Museu Guimet. Exposi¢do “Japdo Japonismos 1867-2018", MAD, Paris, 2019
Japanese illustration, 18" century

Guimet Museum. Exhibition “Japon-Japonismes 1867-2018", MAD, Paris, 2019
Foto | Photo Giselle Padoin
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vestida com um quimono acinturado por um obi
para a 6pera Madame Butterfly, de Giacomo Pucci-
ni, em 1955. Finalmente, YSL deu ao quimono a sua
versao conforme o espirito japonés, conservando a
fluidez das linhas que acompanhavam a silhueta no
movimento. As estampas eram policromaticas e ele
nio se descuidava da beleza do décor, primordial na
cultura do pais. O Japio foi para YSL uma imensa
fonte de inspiracio e de refinamento. A influéncia
do continente asidtico na producio do estilista foi
enorme, especialmente nos suntuosos “manteaux
du soir” (casacos) — colecdo alta-costura outono-in-
verno/1994. Sio trajes de noite luxuosos e moder-
nos. Em um deles, os crisintemos —emblema da
familia imperial japonesa —sio tecidos em relevo
sobre um matelassé de seda verde-limao com ara-
bescos de pednias em lilds, ornamento comum tan-
to na Asia quanto no Ocidente. Com uma grande
sensibilidade estética, o estilista praticamente uniu
nesse “manteau’o Jap3o, a Asia e o Ocidente, expri-
mindo a sua capacidade criativa em materializar a
beleza que atravessa o espaco e o tempo, marcando
a universalidade e a atemporalidade do quimono.

O estilista japonés Kenzo Takada, que se esta-
beleceu em Paris em 1965, atribui a sua identidade
na moda ao quimono. A partir dos anos 1980, sur-
ge outra revolucdo: dentro da tradicio do quimo-
no, Issey Miyake cria roupas desestruturadas com
os seus plissados sempre atuais. Yohji Yamamoto,
com uma estética de desconstrucio, provoca uma
nova onda do japonismo.

Na cultura japonesa, na qual nao ha fronteiras
entre as artes plasticas e as artes decorativas, o qui-
mono é considerado como “a arte que se porta’ E
uma vestimenta que fascina, além de seu tempo, e
talvez por isso que, ainda hoje, inspire e estimule

criadores do mundo todo.

Issey Miyake

Vestido Flying Saucer, “Pleats Please’; 1994

Exposicio “Mariano Fortuny — Un Espagnol a Venise’, Palais Galliera, Paris, 2017
Flying Saucer dress, “Pleats Please” collection, 1994. Exhibition “Mariano Fortuny —

Un Espagnol a Venise’, Palais Galliera, Paris, 2017

Foto | Photo Giselle Padoin



Jeanne
[.anvin

eanne Lanvin (1867-1946), fundadora da
Maison Lanvin, foi uma mulher de poucas
palavras —uma de suas caracteristicas mais
marcantes. Reservada, procurava manter-
se a parte do mundo glamoroso de suas cé-
lebres clientes. Para ela, a moda e o amor sempre
foram insepardveis, porque ambos tinham o mes-
mo foco: Marguerite-Marie-Blanche, sua tnica fi-
lha e musa inspiradora.
Determinada, come¢ou como modista em 1885
e em 1893, aos dezoito anos, instalou-se definitiva-
mente no 22 rue du Faubourg-Saint-Honoré. Com
apenas treze anos, quando debutou na moda, foi
apelidada de The Little Omnibus'— pequeno 6nibus —,
pois, com uma energia sem fim, corria para atender
suas clientes com chapéus, vestidos e acessérios em
maos, tudo a pé, para economizar no transporte.
Mme Lanvin era incansavel nas suas criacoes
e, com o nascimento da filha, viu surgir uma nova
oportunidade de negécio: um departamento de
roupas infantis. Desenhou um guarda-roupa intei-
ro para Marguerite, tornando-se pioneira ao criar
vestidos para mie e filha. Em 1909, ja integrava o
Syndicat de la Couture, entrando de vez para o se-

leto grupo das Maisons de couture.

1BARRILLE, Elisabeth. LANVIN. Assouline Publishing, 2006. p.7.

Mas nio parou por ai. Logo surgiram os depar-
tamentos de noivas, lingerie, decoragao e esportes e,
em 1926, o menswear.

Com enorme dedicacio, chegou a dirigir mais de
mil funciondrios e expandiu a marca para Deauvil-
le, Biarritz, Barcelona, Buenos Aires, Cannes. Cada
colecio apresentava cerca de trezentas pecas. Além
das europeias, tinha intimeras clientes americanas.
Atenta aos costumes descritos nas novelas do es-
critor norte-americano F. Scott Fitzgerald (1896-
1940), em 1915 viajou a San Francisco e traduziu
para as roupas o jeito casual de vestir do Novo
Mundo, encantando as suas clientes, que nio hesita-
vam em cruzar o Atlantico a cada novo lancamento.
Assim, Mme Lanvin foi pouco a pouco construindo
0 seu império.

Antecipando-se mais uma vez em muitas décadas,
no estilo de modernos designers que uniam estilo
& design no décor, convidou, em 1922, o designer
Armand Albert-Rateau, a quem havia sido apresen-
tada pelo costureiro Paul Poiret, para decorar a sua
loja e posteriormente a sua casa. O trabalho do ou-
sado decorador causou um tremendo impacto pela
suntuosidade, que imprimia o luxo do estilo Art
Déco e divergia do estilo discreto de Jeanne Lanvin.
Mais do que roupas, ela propunha a “arte de viver”
para todas as idades. A parceria viria a se prolongar
e, para celebrar os trinta anos da filha, em 1927, foi
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Retrato de Jeanne Lanvin | Portrait of Jeanne Lanvin

Foto | Photo Jean Moral (1906-1999)

© SAIF

Fonte | Source Palais Galliera, Musée de la mode de la Ville de Paris



Banheiro e quarto de Jeanne Lanvin

Jeanne Lanvin’s bathroom and bedroom
Fonte | Source Wikimedia Commons

lancado o perfume “Arpege; que tem o frasco dese-
nhado por Rateau, o qual mostra mie e filha dan-
cando, uma ilustracio de Paul Iribe que é até hoje
o logo da casa e um dos simbolos mais iconicos do
império Lanvin.

Jeanne Lanvin tinha uma curiosidade infinita,
viajava e produzia carnets de voyages, trazia amostras
de tecidos étnicos, queria aprender o savoir-faire
de diferentes culturas, colecionava arte, criava seus
proprios tecidos, motivos e cores exclusivas — isso
incluiu uma fabrica de tingimento nos anos 1920 —,
mas evitava atrelar seu nome a um estilo e defen-
dia a inspira¢io do momento. Em 1945, em uma de
suas raras declaracdes, chegou a dizer a Vogue: De-
pois de muitos anos, meu ptiblico gosta de ver em minhas
colecoes um ‘estilo Lanvin'...entretanto, eu nunca me li-
mitei a um determinado tipo de roupa e nunca enfati-
zei um estilo especifico...Pelo contrdrio, eu me esforco
a cada estacdo para capturar o imponderdvel em voga,
influenciada pelos acontecimentos, e traduzi-lo, apds a
minha interpretacdo pessoal, para uma forma tangivel.”
Mais tarde, ela declarou: Eu ajo por impulso e acredi-
to no instinto. Meus vestidos ndo sdo premeditados. Eu
sou levada pelo sentimento e o conhecimento técnico me
ajuda a torna-lo realidade. Isso mostra o seu desejo de
ser ela mesma e de fazer coisas inesperadas, sem se
importar com o tempo e buscando inspiracio em di-
versas fontes: num afresco de Fra Angelico, que deu
origem ao famoso “azul Lanvin”; em motivos litargi-
cos; em temas medievais; no orientalismo; na Praca
San Marco em Veneza ou num mosaico bizantino.

A carreira artistica de Jeanne Lanvin foi, sem du-
vida, diversificada. Apaixonada por teatro, era assi-
dua nos espeticulos parisienses e criou também int-

meros costumes de cena para atrizes como Cécile

2 BARRILLE, Elisabeth. LANVIN. Assouline Publishing, 2006. p.11-12.
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Sorel ou Yolande Laffon, além de Yvonne Prin-
temps, atriz extremamente popular nos anos 1920
que teve o seu nome frequentemente associado as
criacdes da estilista. Mme Lanvin foi uma das pou-
cas couturiéres, juntamente com Poiret e Chanel, a
criar o figurino completo para um espetaculo, ga-
rantindo a harmonia em cena.

Tornou-se uma especialista em bordados e pe-
drarias, criando uma série de motivos com influ-
éncias que se misturavam. A margarida, retratada
com frequéncia em suas pecas, representava a pai-
x30 de Jeanne Lanvin pela filha; nés, folhas e a rosa
em estilo Déco também adornavam os seus borda-
dos exclusivos. Um perfeito savoir-faire com vesti-
dos cléassicos que podem traduzir um estilo século
XVIII que dialoga com o Art Déco, suas geometrias
em preto e branco e sua profusio de cristais, péro-
las e fios de seda.

Uma criadora de pecas atemporais, uma globe-
trotter; uma pioneira, mas, sobretudo, uma mulher
discreta com cédigos de estilo extremamente fe-
mininos e sofisticados que despertava o desejo nas
mulheres de todas as nacionalidades com os vesti-
dos que criava. Mme Lanvin era dotada de uma for-
te personalidade.

Jeanne Lanvin também exerceu um papel funda-
mental na organizacio do setor de alta-costura nas
exposicoes universais desde 1925. Atuou como vice-
-presidente do “Pavilhio da Elegiancia”na Exposicao
Internacional das Artes Decorativas de Paris e pre-
sidiu uma série destas manifestacdes internacionais
sempre com um olhar atento ao estilo Art Déco, ao
modernismo e ao surrealismo.

A Maison Lanvin é a mais antiga casa de alta-

costura em atividade.

Alber Elbaz (1961)
Boneca Lanvin | Lanvin doll (470/800)
Feita pelo artesio Franz | Handcrafted by Franz, 2014

Porcelana em policromia | Polychrome porcelain
Colegao particular | Private collection
Foto | Photo Fifi Tong



Sonia
Delaunay

igura de vanguarda na Paris dos anos

1920, Sonia Terk (1885-1979) nasceu na

Ucrania, mas foi criada em Sao Peters-

burgo pelos tios extremamente cultos,

periodo no qual despertou para a filoso-
fia e para a musica e se apaixonou pela arte dos mu-
seus europeus que visitou. Depois de estudar pintura
na Alemanha, aos 21 anos partiu para Paris em busca
da liberdade e se instalou no quartier Montparnasse,
conhecido reduto de artistas e intelectuais. Em 1905,
sua casa ja era ponto de encontro das vanguardas rus-
sas. Na Académie de la Palette, encontrou Fernand
Léger, descobriu Cézanne no Salon des Indépendents
e ficou deslumbrada pelas cores de Vuillard, Bonnard,
Van Gogh e Gaughin. As cores que marcam a sua obra,
entretanto, sao indissocidveis de suas origens russas,
evidentes desde as primeiras telas expostas, em 1908,
na galeria do alemiao Wilhelm Uhde — coleciona-
dor de Dufy, Braque, Derain —, com quem foi casa-
da por um ano, antes de encontrar o pintor Robert

Delaunay, que se tornaria seu companheiro em 1909.

Sonia Delaunay

vestindo cria¢oes da

Casa Sonia, Madri, ¢.1918-20

Sonia Delaunay wearing Casa Sonia
creations, Madrid, ¢.1918-20

Fonte | Source Wikimedia Commons

Juntos, os dois artistas se engajaram no caminho da

abstracio. Em 1913, da amizade com o poeta Blaise

Cendrars nasceu a obra — poema-objeto — “La Prose

44

du Transsibérien et de la petite Jehanne de France’
colorido por Sonia. Ela pintou ainda “Le Bal Bullier’,
um dancing do Boulevard Saint-Michel, onde usa
pela primeira vez o famoso “Vestido Simultanée”com
motivos de Arlequim. O casal Delaunay era assiduo
do Bullier e, segundo o poeta Guillaume Appollinai-
re, eram as estrelas do local.

Sonia e Robert criaram uma teoria de contras-
tes de cores simultaneas, chamada “simultané’] que
culminou na abertura da Boutique Simultané, um
espaco temporario na ponte Alexandre III em Paris
por ocasiao da Exposicao Internacional das Artes
Decorativas em 1925. Entre sapatos, bolsas e moda
praia bordados com formas geométricas, os tecidos
foram dispostos na vitrine por meio de mecanismos
rolantes, uma abordagem quase impensavel para a
época, criacio do pintor Robert Delaunay. O novo
métier baseava-se no poder construtivo e dinami-
co das cores. Era inspirado na teoria das cores de
Eugéne Chevreul (1786-1889), dentro do contex-
to das origens da abstracio, e ligado ao dinamismo
que caracterizava a era moderna: o desenvolvimen-
to tecnoldgico e urbano, as invencdes no cinema,

na aviacio, as descobertas de culturas estrangeiras,



Sonia Delaunay

Cendrio para o Balé “Cledpatra’;, Léon Bakst, 1909, Ballets Russes
Léon Bakst’s set design for the 1909 Ballets Russes production of Cléopatre
Fonte | Source Wikimedia Commons

o esporte, a velocidade. Era uma arte que refletia
a vida moderna, a simultaneidade do mundo e que
englobava intimeras criacdes artisticas — cartazes,
moda, tecidos, modveis, arquitetura.

Sonia abriu a sua primeira loja de moda e design,
a Casa Sonia, em Madrid, no periodo entreguerras,
quando atraiu uma clientela cosmopolita e burguesa.
Foi por meio dos téxteis que sobressaiu nos projetos
vanguardistas de unificar as diversas artes. Em Madri,
Sonia encontrou Diaghilev, diretor dos Ballets Rus-
ses, por intermédio de Nijinsky. Ele logo lhe enco-
mendou os figurinos para “Cleépatra”(1918), uma
fusdo de arte abstrata com a danca. Disposta a re-
volucionar a moda e as artes, em 1913, criou o label
Ateliers Simultané Delaunay, registrado como mar-

ca na Franca e nos Estados Unidos em 1925.
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Quando retornou a Paris, montou um estidio/
galeria de arte em casa — 3, rue des Grands-Augus-
tins — similar ao Atelié¢ Martine, inaugurada em
1911 pelo estilista Paul Poiret, que protagonizava
festas orientalistas pra la de exdticas, inspiradas nos
Ballets. Era o sucesso das artes russas que invadiram
Paris no inicio do século XX.

Em 1923, iniciou uma Maison de couture, L’Ate-
lier Simultané, ao lado de seu apartamento, no Boule-
vard Malesherbes e, no ano seguinte, a Maison Sonia,
tornando-se, em definitivo, uma mulher de negécios.
Frequenta os locais de artistas dadaistas e surrealistas.

Mas foi a Exposicdo Internacional das Artes De-
corativas, em 1925, que viria a lhe dar uma proje-
cao internacional significativa, quando se uniu ao
famoso costureiro, figurinista e fabricante de peles
femininas Jacques Heim (1899-1967) para inaugu-
rar a Boutique Simultané, até hoje um dos empre-
endimentos mais explorados quando se aborda o
carater inovador da artista.

Nesse periodo, ela também comecou a desenhar
para a empresa Liberty, de Londres e para a casa de
luxo Metz & Co, de Amsterda, uma parceria que
durou trinta anos. Com o crash de 1929 e a crise
econOmica, o Atelié Sonia retomou a pintura. Mas,
Sonia Delaunay realizou o seu sonho, eliminando
as fronteiras entre as artes e proclamando um es-
tilo dindmico, moderno e democratico de produzir
moda, téxteis e objetos de design.

Foi uma das maiores coloristas do século XX e
impoOs uma linguagem prépria na abstracio, como
sua conterrianea, a multiartista Natalia Goncharova
(1881-1962) e a pintora sueca Hilma af Klint (1862-
1944), uma das precursoras do abstracionismo. As
criacoes espontianeas e artesanais de Sonia Delau-
nay trazem o forte contraste das cores de suas ori-

gens ucranianas.

Sonia Delaunay

Tecido de tafetd com desenho geométrico, 1924
Taffeta with geometric design, 1924

Fonte | Source Wikimedia Commons



Coco
Chanel

hanel representa para a moda o que
Picasso representou para a pintu-
ra quando, em 1907, apresentou a
seus amigos a obra “Les Demoiselles
d'Avignon”.

Considerada uma das personalidades marcantes

do século XX na Franca, ao lado de Picasso, Charles

de Gaulle e Jean Cocteau, Chanel foi uma das esti
listas mais inovadoras e apaixonadas de seu tempo.
Independente, elegante e perspicaz, soube fazer dos
acontecimentos de sua vida uma fonte de inspiracio,
transformando a sua producio em autobiografica.

Ela niao apenas libertou a mulher dos esparti-
lhos — facanha protagonizada também pelo estilista
Paul Poiret —, mas alinhou a sua moda aos novos
padrdes estéticos que surgiam nas artes e na arqui-
tetura da época. Eximia observadora e critica vo-
raz dos costumes, soube captar as mudancas sociais
no inicio do século XX, quando a mulher assumiu
um novo papel e precisava trabalhar. Criou roupas
mais esportivas, até para satisfazer os seus desejos,
ja que cavalgar era uma de suas predilecdes.

Se pensarmos bem, tudo que usamos hoje tem
a ver com Chanel. A moda nio existe somente nas
roupas. A moda estd no ar, nas ruas. Moda tem a ver

com ideias, com a maneira que vivemos. Moda € o que

estd acontecendo’, declarou Mademoiselle. Impulsio-
nada também pela avidez de aprender, estava sem-
pre em companhia de artistas e pintores, transitan-
do entre a vanguarda das artes e das letras.

Sem abrir mao da feminilidade, ao tirar os exces-
sos das roupas, acrescentou acessérios, como bolsas,
flores, bijuteria, joalheria e sapatos, a maioria entre
as décadas de vinte e trinta, que acabaram se tor-
nando a sua forte marca de estilo.

Contagiante e com certa arrogancia, Chanel se
reinventou e se promoveu mundo afora. Fez ques-
tao de ser a modelo de suas préprias criagdes. Via
na copia de suas roupas uma confirmacio de que
estas tinham ido além de uma simples moda, incor-
porando o seu préprio estilo — um aspecto que s6
atesta a sua modernidade e poder de seducio.

Em seus looks, hd fortes tracos do estilo Art
Déco, com cortes mais retos, tendéncias cubistas e
futuristas. Chanel simplificou as formas e chegou
a confessar a Salvador Dali que o que fez toda a sua
vida foi simplesmente transformar roupas masculi-
nas em femininas, pois acreditava que assim davam
uma sensacdo de poder.

A androginia estava no ar. Em 1922, foi lanca-
do o polémico romance de Victor Marguerite, “La

garconne’, cujo personagem principal é a rebelde
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Coco Chanel, 1936
Foto Photo Roger Viollet
© Alamy Stock Photo



Camélias | Camellias, 2006

Maison Lemarié, Métiers d’Art, Chanel
Algodao | Cotton

Colecao particular | Private collection
Foto | Photo Alain Mingam

Monique L'Herbier, que, desiludida com o seu na-
morado, sai em busca de independéncia e liberdade,
desafiando a familia. A protagonista corta os cabe-
los, usa roupas simples, vai trabalhar como decora-
dora, experimenta drogas e envolve-se com outra
mulher, causando espanto na época. A comparacio
com Coco foi inevitavel.

Chanel era também uma consumidora voraz de
livros. Encontrou na literatura uma forma de enri-
quecer o seu espirito, e diversas heroinas lhe ser-
viram de inspiraciao: Antigona, Catarina di Medici,
Joana D’Arc, Emma (Madame Bovary).

Ousou também, ao criar em 1921, com a colabo-
raciao do perfumista do czar Ernest Beaux, o seu pri-
meiro perfume, Chanel N° 5, nomeando-o como os
famosos avides da época. Numeros significavam es-
tabelecer recordes e calcular lucros. Havia nimeros
nas telas dos pintores cubistas Picasso e Braque, e a
influéncia das obras dadaistas com letras e nimeros:
Tristan Tzara lancara seu manifesto em 1918. Além

disso, a sobriedade e a geometria severas do perfume

47

também estavam associadas aos produtos mascu-
linos. Os trabalhos na Rue Cambon, 31 jamais se
iniciavam sem que seu atelié e provadores fossem
totalmente perfumados. Chanel afirmava sempre
que, para uma mulher estar totalmente elegante, ela
deveria estar usando um perfume.

A simplicidade e a funcionalidade permearam seus
modelos, mas sempre com uma aura de sofisticacio.
Comecou sua carreira em 1909, vendendo chapéus.
Teve a colaboracio de Etienne Balsan, oficial da ca-
valaria, e o apoio financeiro de Boy Capel, seu gran-

de amor. Desde entio, seu estilo informal despertou

o interesse de atrizes, poetisas e cantoras como Emi-
lienne d’Alencon, Cécile Sorel e Sarah Bernhardt, que
acabaram divulgando as suas primeiras producdes.
Acreditava que o luxo residia no conforto. E, para
tanto, o jersey foi uma de suas maiores contribuicdes.

Em 1917, conheceu e se tornou a melhor ami-

ga de Misia Sert, pianista e musa de pintores como Sapato bicolor Chanel | Two-tone shoe, 2016

Couro de novilho | Calfskin
Colegao particular | Private collection

circulo de amigos, que incluia grandes artistas: [gor ~ Foto| Photo Alain Mingam

Renoir e Vuillard. Misia introduziu Chanel em seu

Stravinsky, Pablo Picasso, o poeta Pierre Reverdy e
o Conde Etienne de Beaumont, patrono das artes e

conhecido por promover os bailes de mascaras mais

cobicados de Paris. O Conde de Beaumont a iniciou PR "H"Iﬂ}-
nas rodas da alta aristocracia. Misia a apresentou ..E;;"ifiﬁ:q "‘:t';\r
:-Tw. » .-
a Sergei Diaghilev, empresirio dos Ballets Russes, : “‘d"i- ... . “_"'“' -

numa viagem a Veneza. Logo, Chanel resolveu fi- ¢ ‘9’-5'
nancid-lo para a apresentacio da “Sagracio da Pri- \ w \_lr o \f V‘( \f

mavera. Entre as colaboracdes dos Ballets, Chanel

. "l
. . /7 & . » 4 2 s
produziu o figurino para a 6pera-balé “Le Train Bleu a;! 1( f ‘\ -"" ﬁ.ﬁ '\ A
(1924), com libreto feito por Jean Cocteau e musica % §% 7 {_ ’ .1‘ e"h_'_',}‘ 4 \ h T 1‘
. . . , . . . 9
de Darius Milhaud, mais um cendrio de praia cubista : ‘\ \ %
. . : : W e iy -~ pre
feito por Henri Laurens e cortina teatral de Picasso.
Os trajes foram baseados nas suas colecdes, com o
predominio do jersey. Em 1920, envolveu-se com o  Bolsamatelassé | Quilied bag, 2012
Classic Flap Karl Lagerfeld 1980
Compositor Tusso Igor Stravjnsky’ que lhe deu aulas Couro de novilho e metal prateado | Calfskin and silver metal

Colegao particular | Private collection

de musica e contou sobre a vida na Russia. Foto | Photo Fifi Tong



Tailleur de trés pecas Chanel, jersey de 1 branca debruado com jersey marinho e colar

(Chanel three-piece suit, white wool jersey featuring navy jersey stitching and necklace)
Vogue Francesa, marco, 1958 (French Vogue, March 1958)

H558T

Chanel Maison de Couture [marca (brand)]

© Direitos reservados (All rights reserved) Clarke Henry (1918-1996)

© ADAGP, Paris
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Na praia do Lido, em Veneza, lancou mais uma
moda: as calcas brancas, com blusa preta de jersey,
as espadrilles e os colares. O banho de sol e os ca-
belos curtos ja faziam parte do cotidiano desta nova
mulher, livre e independente. No entreguerras, vi-
ria também o vestido preto, que virou simbolo da
mulher chique.

Mas foi do romance com o grio-duque Dimitri
Pavlovich, neto do czar Alexandre II, que surgiu a
influéncia russa nas suas criacdes: casacos enfeita-
dos com passamanarias, chemisiers, blusas e tunicas,
adornadas com micangas e pérolas. Ele a presen-
teou com colares de pérolas, correntes de ouro, cru-
zes com rubis e esmeraldas. Ela viajou com Dimitri
para Veneza, onde ele lhe mostrou as joias bizanti-
nas e as cruzes de Malta, posteriormente traduzidas
na joalheria criada em parceria com o Conde Fulco
di Verdura. A irma de Dimitri, a gra-duquesa Maria
Pavlovna, dirigiu um estiddio de bordados para
Chanel, mas Pavlovna logo abriu o Atelié Kitmir, e
desde o principio Mademoiselle foi sua cliente.

Chanel seguiu buscando ideias no seu dia a dia.
Em 1923, encantou-se pelo Duque de Westminster
e nao hesitou em inspirar-se nas roupas da tripula-
cao de seu barco e nos suéteres usados nas ilhas ge-
ladas da Inglaterra para criar boinas, calcas brancas
de seda, cardigas e a primeira versio do tailleur.

A trajetéria de Chanel ficou marcada por duas
etapas: a primeira encerra-se em 1939 com a inva-
sao alemd. Em 1953, reabriu sua loja no antigo en-
dereco e, no ano seguinte, com uma confianca ina-
balavel, lancou uma nova colecdo, confirmando o
tailleur do inicio de sua carreira como uma de suas
pecas icones. Mademoiselle Chanel criou roupas e
cendrios elegantes, e sua vida transformou-se numa
lenda. Morreu em 1971, aos 88 anos, e continua

sendo o simbolo do estilo moderno do século XX.
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Cinto Chanel, 2016

Metal dourado, pérolas brancas e strass | Golden metal, white pearls and rhinestones
Colecio particular | Private Collectionz

Foto | Photo Alain Mingam

Perfume Chanel N° 5, 2012
Colecao particular | Private Collection
Foto | Photo Fifi Tong




Emile Colonne como Créon na Antigona de
Honegger em sua estreia em 28 de setembro de 1927
no Théatre Royal de la Monnaie em Bruxelas
Musica de Arthur Honegger, libreto de Jean Cocteau,
figurinos de Coco Chanel, cenérios de Pablo Picasso

Emile Colonne as Créon in Honegger’s Antigone at the Gabrielle Chanel vestida de marinheiro, 1928
premiere on 28 September 1927 at the Thédtre Royal de la Autor desconhecido

Monnaie in Brussels. Music by Arthur Honegger, libretto by Gabrielle Chanel in a sailor top, 1928

Jean Cocteau, costumes by Coco Chanel, sets by Pablo Picasso Unknown author

Fonte | Source Wikimedia Commons Fonte | Source Wikimedia Commons
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Dmitri Pavlovich da Rissia e Coco Chanel, 1920
Dmitriy Pavlovich of Russia and Coco Chanel

Autor desconhecido
Unknown author
Fonte | Source Wikimedia Commons
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Autor desconhecido | Unknown author

“Scene de Cour Chevalheresque’, 1890-1910 ca.
Oleo sobre madeira | Oil on wood, 71 x 57 x 8 cm
Colegao particular | Private collection

Foto | Photo Carlos Custédio

Autor desconhecido | Unknown author

Icone religioso russo, século XIX | Russian icon, 19" century
Oleo sobre madeira | Oil on wood, 33,5 x 27,5 x 4 cm
Colegio particular | Private collection

Foto | Photo Carlos Custédio
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Coco Chanel

Chanal fol uma das estilstas mais isovadoras de seu tempo,
Independente, sleganies perapicar, soube farer dos acontecimentas de
s vida uma bente de implsscio, Alinhoy 2 moda aos novos padnies
estiticos da época. Critica voraz dos costumes, captou as mudangas
socigis quanda a mulher assumiu um nove papal & preciseva trabalthas,

Criosu roupias misls esportivas. Se pensarmos bern, tadka que usamos hioje
tem & wercom Chanel:

Sem abrir mio da feminilidade, ao trar o5 excessos das roopas,
acrescentou acessddos, como bolsas, flores, bijuberia, joalberia &
sapatos que scabaram ¢ tornando uma forte marca de estila.
Simplificou as formas e confestou a Saluador Dali que o que fez toda a
sua vida foi transformar mupas masoulinas em femininas. Owsou ao
criar, em 1921, seu primeiro perfume, Chanel Ho 5.

A gimplicidade ¢ a hencionalidade permearam seus modilos, mas
SEmprD com uima aura de sefisticacio. Comegou vendenda chapiss, em:
1909, Desde entdo, despertou o interesse de atrizes, poetisas & cantoms.
Acreditava gue o lueo residia no conforte. E o jérsei foi uma das maiones
contribuigies da estilints,

Em 1917, conheceu & e tormos a melhor amigs da pianista Misia Sert.
Misia introduziu Chanel em veu circulo de amiges, que incluls grandes
artistas. Apresentou Mademeiselle a Diaghilev, numa viagem a¥eneza, o
ela bpo resabesy finandi-lo. Ha praia do Lido, langou mals uma mods:
B2 exlpas braness, oo bluss prets de jérsed, a4 espadrilled & o2 colares O
banho de sol & o5 cabelos curtes j§ Fadam parte do cotidiano desta nova
mlher, livre @ independents, Verera tambEm a inspirou pars produsir
a5 jotas hizantinas,

Mo entregustras, viris ainda ovestido preto, o bidsioo do estilo chigue,
Chanel seguiu buscands kdelas nodiaa dia. Erm 1923, eriou bolnas, calcas
brancas de seda, candigls e & primeira vers3o do tilleur. Em 1953,
confirmoy esss peca come um de seus icones definitives. Falecey om
1971, 05 88 anos, econtinua sendoosimbolo do modema.




Luisa Casati como a Imperatriz

Teodora em um baile a fantasia em Roma, 1905
Luisa Casati as Empress Theodora at a costume ball in Rome

Fonte | Source Wikimedia Commons

Café Society
—bailes e saloes

Nnos anos 1920 € 30

Café Society evoca um mundo cos-

mopolita que reuniu aristocratas,

artistas, estilistas, coredgrafos e

musicos num clima de magia e fas-

cinacdao nos anos 1920 e 30. O mo-
vimento teve inicio em Paris, no inicio do século XX,
seu auge ocorreu nos anos 1930 e seu fim na Nova
York de Andy Warhol.

Os grandes bailes de mdscaras reinavam nesse pe-
riodo. Os membros rivalizavam no esplendor das fes-
tas, na beleza das casas, no tamanho dos iates e na os-
tentacdo das joias ou do guarda-roupa, todos expostos
pelas revistas de moda Vogue e Harper’s Bazaar.

A imprensa era um dos motores dos eventos,
construindo a moda, a reputacio dos costureiros,
dos artistas e criando mitos. Fotégrafos como Cecil
Beaton, Horst P. Horst e Baron de Meyer fizeram os
registros mais emblematicos deste lifestyle. As mo-
delos eram as mulheres da alta sociedade. Grandes
mecenas alimentaram os talentos mais originais do
século. Picasso, Jean Cocteau, Salvador Dali, Coco
Chanel, Elsa Schiaparelli e os bailarinos dos “Ballets
Russes” foram alguns dos protagonistas desta eli-
te cultural que influenciou a histéria do gosto. Os
hotels particuliers, em Paris, e os Palicios Venezianos
serviram de fundo para as festas do Café Society.

Alguns personagens, entretanto, sobressairam

nesta elite cultural, seja pela sofisticacio de suas
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festas palacianas, como o Conde Etienne de Beau-
mont, um precursor dessa sociedade burguesa,
apaixonado pelas vanguardas; seja pela persona-
lidade excéntrica, como a Marquesa Luisa Casati,
uma verdadeira trendsetter dos anos 1920 e musa
inspiradora de inimeros designers até hoje.

No Brasil, o circulo requintado de intelectuais,
artistas plasticos, poetas e politicos que se reuniam
para os saldes, soirées e almocos, em Higien6polis —
Sao Paulo, na residéncia de Paulo Prado (1869-
1943), tinha o mesmo espirito destes eventos. Pra-
do foi um dos patrocinadores da Semana de Arte
Moderna de 1922. Descendente de uma das fami-
lias mais tradicionais de Sao Paulo, foi cafeicultor,
investidor, escritor e mecenas. Passava tempora-
das em Paris, onde mantinha uma vida social in-
tensa com brasileiros e franceses: Tarsila do Ama-
ral, Oswald de Andrade, Blaise Cendrars, Albert
Gleizes. Estabeleceu ainda um elo importante com
as vanguardas europeias e trazia para Sao Paulo as
novidades culturais parisienses.

O papel dos mecenas é significativo nessas ro-
das. Acima de tudo, essas pessoas gostavam de exi-
bir a sua vida e as suas paixdes, exaltando o gosto
pela decoracio, pela aparéncia, pelas artes e pela
moda. A elegancia e a arte de viver prevaleciam

para o prazer de alguns e a felicidade de todos.

Etienne de Beaumont, 1923

Fonte | Source Wikimedia Commons



Misia Sert

—a “Rainha de Paris”

sséncia da mulher da Belle Epoque,
Misia Godebska/Marie Sophie Olga
Zenaide Godebska (1872-1950), co-
nhecida como a “Rainha de Paris’, era
pianista e apaixonada pela vida mun-
dana. Pertencia a uma familia aristocratica polonesa
e foi uma figura central na vida artistica parisiense.
Acolheu saloes memoraveis. Foi uma das mulheres
mais liberais de sua época e mecenas de varios dos
mais proeminentes escritores, pintores e musicos
da virada do século XX. Foi retratada por Toulouse
Lautrec, Renoir, Vuillard, Bonnard e Vallotton, e
caracterizada como a Princesa Yourbellethief na li-
teratura de Proust — “Em Busca do Tempo Perdido”
Lendaria no mundo musical, culta e anfitria in-
cansavel do circulo artistico, Sert foi confidente do
empresario Sergei Diaghilev. A misica era o maior
elo entre os dois, além do carater implacavel e das
origens russas. Misia nasceu em Siao Petersburgo.
Os dois exerceram também funcdes importantes em
revistas de vanguarda: Misia na “La Revue Blanche’,
de seu primeiro marido, o empresario, jornalista
e colecionador Thadée Nathanson (1868-1951), e
Diaghilev na “Mir Iskusstva” (Mundo da Arte). Ele
foi um dos fundadores e editor-chefe da publicacao
em 1899. A elegancia era habitual para eles. Misia
usava Worth e Paquin, e Diaghilev as famosas ca-
misas Charvet, marca de luxo que vestia reis, prin-
cipes e chefes de Estado.
Em 1905, Misiacasou-secomomagnatadaimpren-
sa francesa, fundador do jornal “Le Matin” em 1884,
Alfred Edwards (1856-1914), mas, em 1909, eles se

divorciaram e Edwards assumiu o romance com a
amante,abelissimaatrizeiconede moda Genevieve
Lantelme (1883-1911).

A vida de Misia mudou quando, em 1908, encon-
trou o pintor espanhol José Maria Sert (1874-1945),
com quem viria a se casar em 1920. Com ele expan-
diu a sua influéncia na vida artistica parisiense. Sert
a introduziu no circulo vanguardista de Diaghilev.
Ela logo se uniu a Condessa de Greffulhe e a Prin-
cesa de Polignac e as trés se tornaram as maiores
patrocinadoras dos “Ballets Russes”. Misia era capaz
de comprar todos os lugares livres de uma apresen-
tacdo e distribuir para os amigos. Foi o esforco des-
tas mulheres que garantiu a primeira temporada de
espetdculos do grupo em Paris. O sucesso da nova
Companhia foi estrondoso, e a casa de Misia virou o
quartel general dos Russos: os pintores Léon Bakst
(1866-1924) e Alexandre Benois (1870-1960) e os
bailarinos Tamara Karsavina (1885-1978) e Vaslav
Nijinsky (1889-1950).

Protetora e amiga insepardvel de Diaghilev,
dava apoio moral e financeiro aos Ballets. Sédbia,
incentivou também desde o inicio a colaboracao de
Diaghilev com os artistas franceses que admirava:
Ravel, Debussy e Jean Cocteau, a qual se concre-
tizou a partir de 1912. Patrocinou a producio de
“L’aprés-midi d'un faune” (1912), inspirado na obra
do poeta Mallarmé (1842-1898), de mesmo nome, e
na composicio de Debussy (1862-1918), bem como
de “Le Sacre du Printemps” (1913), dois espetdculos
encenados pelo entido estreante Nijinsky. Ja para a
realizacio de “Parade” (1917), Misia reuniu a nova
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geracao de criadores: Debussy, Ravel, Erik Satie

(autor da musica), Jean Cocteau (autor dos poemas),
Picasso, Marie Laurencin, entre outros.

Misia foi perseverante no incentivo as artes.
Como declarou Chanel — sua grande amiga e admi-
radora, mas, a0 mesmo tempo, critica de seu com-
portamento — ao escritor Paul Morand (1888-1976),
ela representava todas as mulheres e todas as mulheres
estavam reunidas em Misia.

Misia Sert com seu cachorro

em um café em Veneza, 1947

Misia Sert, with her dog at a cafe in Venice, 1947
Foto | Photo Horst P. Horst/Conde Nast
Colecio | Collection Conde Nast

© Getty Images




Félix Vallotton, Edouard Vuillard, Cipa Godebski, Alexandre Natanson, Marthe Mellot,
Thadée Natanson e Misia Natanson (Misia Sert), ca. 1898

Foto | Photo Louis-Alfred Natanson (1873-1932)

Fonte | Source Wikimedia Commons
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Georges Lepape (1887-1971)

Le miroir rouge — Mlle Spinelly | The Red
Mirror, Ms. Spinelly, 1914

Pochoir

Colegio particular | Private collection
Foto | Photo Fifi Tong
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O Art Déco e os
“Anos loucos”

fim da guerra foi marcado por uma

onda de exuberancia e euforia. Mo-

vimentos de vanguarda se espalha-

vam por toda a Europa: fauvistas e

cubistas na capital francesa, futuris-
tas na Itilia e construtivistas na Russia. E também
um dos momentos de maior efervescéncia intelec-
tual na “Cidade Luz".

O Art Déco — nome que se originou da Exposicao
Internacional das Artes Decorativas e Modernas, re-
alizada em Paris em 1925 — é um estilo moderno que
conheceu seu auge no entreguerras e deixou a sua
marca nas artes plasticas, na arquitetura, no design
de interiores, nos téxteis, no cinema, na fotografia,
na moda, na joalheria e na publicidade. A inspiracao
veio de diversas fontes: do orientalismo, dos animais
e flores da China e do Japao, das artes africanas e
persas, do Egito e de motivos tradicionais russos.

A expansio do estilo Déco se dd num contexto de
um enorme avango tecnolégico quando os olhares
se voltavam para as novidades. Acontecia o desen-
volvimento da producio em série dos bens de con-
sumo, e a qualidade crescente dos antuncios publici-
tarios, focada em criar a demanda, visava seduzir o
consumidor potencial, estimulando a sua imagina-
cao. O design estava por toda parte.

Paul Poiret foi um dos primeiros costureiros a
apresentar o estilo Art Déco. O seu interesse pelos
trajes orientais, difundidos pelos Ballets Russes em
Paris a partir de 1909, o conduziu a estabelecer os

principios da roupa moderna.

Contudo, uma de suas maiores contribuicdes foi
vincular a moda as artes, reunindo artistas talento-
sos em seu atelié. Em 1908, contratou o ilustrador
Paul Iribe e, em 1911, Georges Lepape para realiza-
rem os seus albuns de luxo impressos em um papel
especial, com base em técnicas japonesas refinadas.
Este método inovador trouxe uma mudanca radical
na relaciao do designer com o ilustrador e o inicio de
uma nova era que culminou nas ilustracoes Art Déco.

Inimeras revistas surgiram neste periodo: Mo-
des et maniéres d'aujourd hui (1912), Le journal des
dames et des modes (1912), Vogue — Inglesa (1916),
Vogue — Francesa (1923), entre outras. Mas foi a
Gazette du Bon Ton (1912) que apresentou a maior
colaboracio entre ilustradores, costureiros e edito-
res. A publicacio, fundada por Lucien Vogel (1886-
1954), especializou-se em revelar novos talentos.
Vogel era filho do pintor e ilustrador Hermann Vo-
gel e cresceu entre artistas. Empregou um grupo de
jovens da Ecole des Beaux Arts, a quem deu total
liberdade para interpretar a moda e a vida social da
época. Com o apoio das maiores casas de alta-cos-
tura (Poiret, Chéruit, Doeuillet, Lanvin, Doucet,
Redfern e Worth), a Gazette ficou conhecida pelos
conteudos de moda e publicidade de altissima quali-
dade, tornando-se uma das revistas mais importan-
tes desse ramo.

Entre os artistas que se destacaram nestas revis-
tas estdo: George Barbier (autor do simbolo da pan-
tera de Cartier), Robert Bonfils (criador do cartaz
da Exposi¢io de 1925, em Paris), Pierre Brissaud,



VOGUE

Capas Vogue, Les Editions Condé Nast, 1921
[lustracoes de Helen Dryden

Vogue covers, Condé Nast Editions

Illustrations by Helen Dryden

Colecao particular | Private Collection

Foto | Photo Alain Mingam

VOGUE =~

André Marty, Charles Martin, Martha Romme, He-
len Dryden, Gerda Wegener e outros. Wegener foi
uma mulher a frente do seu tempo. Foi pioneira ao
questionar as construcdes de género. Gerda ilustrou
para a Vogue, La Vie Parisienne e se especializou em
retratos femininos e erdticos, enfatizando o poder
da mulher. Seu reconhecimento atingiu o dpice em
1925, e ela chegou a ser premiada na Exposicao Uni-
versal das Artes Decorativas.

Nos primeiros anos da Vogue, todas as capas
eram desenhadas. O fundador da revista, o editor
americano e magnata da comunica¢io Condé Mon-
trose Nast (1873-1942), foi um grande incentivador
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desta arte. Os anos 1920 foram marcantes para as
ilustracdes de moda, e somente a partir dos anos

1930 que a fotografia comecou a ganhar mais espaco.

O periodo também foi marcado pelo protagonis
mo feminino no mercado de trabalho, acelerando
a liberaciao de antigos padrdes. As revistas ditavam
a moda para uma mulher emancipada e moderna
que havia cortado os cabelos (a la garconne), fumava
em publico, dirigia, pilotava avides, usava roupas
esportivas, vestidos mais curtos, calcas compridas e
priorizava o conforto.

Ao mesmo tempo, no mundo dos espeticu-
los, a ousadia da cantora e estrela do music hall
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Josephine Baker (1906-1975), que chocou ao subir
ao palco com os seios cobertos apenas por colares
e uma saia de bananas, e da atriz e modelo Loui-
se Brooks (1906-1985), com o seu look andrégino,
foi a expressdo vivaz deste grito de liberdade. Os
movimentos feministas e as reivindicacdes pelo
voto cresciam.

“Paris era uma festa”, ao som do Jazz e do Char-
leston, e a cidade embalada pelas vanguardas mun-
diais subvertia de vez os velhos costumes. Os “Anos
Loucos” e a felicidade estavam definitivamente de-
clarados: nos cabarés, nas “brasseries” (cervejarias)
e nos cafés de Montparnasse, para o mundo.
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Gerda Wegener

Robe a danser pour une jeune personne de 16 a 18 ans, 1914.
Costumes Parisiens, 165

Colecao particular | Private Collection

Foto | Photo Alain Mingam
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Gerda Wegener e Einar Magnus Andreas Wegener, 1924
Autor desconhecido | Unknown author

Fonte | Source Wikimedia Commons



Josephine Baker com a Saia Banana. Producio Folies Bergére, “Un Vent de Folie; 1927

Josephine Baker in Banana Skirt from the Folies Bergere production “Un Vent de Folie, 1927
Foto | Photo Walery (1863-1929)

Fonte | Source Wikimedia Commons
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Louise Brooks, 1900

Foto | Photo Bain News Service, Publisher. Library of Congress, Washington D.C., EUA
Fonte | Source Wikimedia Commons



Elsa
Schiaparelli

m 1927, Elsa Schiaparelli (1890-1973),

com o incentivo do amigo e também

estilista Paul Poiret, de quem era fi in-

condicional, abriu a primeira butique

em Paris: Schiaparelli pour le sport. A
admiracio, inclusive, era mutua, e Poiret a presen-
teou com varios vestidos. Nascida em Roma e so-
brinha do famoso astronomo Giovanni Schiaparelli,
com quem estudou os céus, viveu cercada de arte e
cultura. Sua mae era uma aristocrata, descendente
dos Duques da Toscana, e o pai, um intelectual e
colecionador de manuscritos asiaticos, comandou a
biblioteca do magnifico Palazzo Corsini — um pala-
cio barroco préximo ao Vaticano, em Roma, onde
chegaram a morar.

Schiap sempre teve na memoria as referéncias
do passado, e a paixao pelo mundo artistico foi cla-
ramente traduzida no seu fashion statement.

A rivalidade com Coco Chanel virou emblemati-
ca, e a comparaciao com Miuccia Prada, pela postura
revoluciondria e subversiva, inevitavel.

Schiaparelli e Chanel foram simbolos da efer-
vescéncia cultural dos anos pré-guerra, e ambas
patrocinaram, encorajaram e contrataram artistas
talentosos e mundialmente renomados. Elas fo-
ram essenciais para a sociedade parisiense da época,

le tout Paris. Com um papel inovador no circulo da

moda, tornaram-se as representantes da business-
woman livre do século XX. Alids, essa funcio foi
claramente assumida pela nio menos ousada e en-
gajada Miuccia Prada, a partir dos anos 1970.

Sempre ligada aos artistas de sua época, Elsa fez
inimeras colaboracdes. Era amiga de Marcel Du-
champ, Francis Picabia, Tristan Tzara, Man Ray,
Alfred Stieglitz, Jean Cocteau, Christian Bérard,
Giacometti, Picasso e Salvador Dali, que descreveu
o seu atelié nos anos 1930 como the beating heart'
da Paris Surrealista. Ela acreditava que a moda nao
podia estar desvinculada da evolucdo das artes plas-
ticas contemporaneas.

Foi no surrealismo que encontrou a sua fonte de
inspiraciao. Trabalhou com Dali inumeras vezes, re-
sultando na criacio de colecdes exoéticas: o chapéu
em forma de sapato, a bolsa-telefone, o tailleur-es-
crivaninha com bolsos em forma de gaveta e o ico-
nico vestido Lagosta usado pela Duquesa de Wind-
sor, um dos mais conhecidos.

Foi em 1927 que apresentou a sua primeira cole-
cdo de puldveres esportivos com forte influéncia Art
Déco, com motivos geométricos e efeito tromp-loeil,
um grande sucesso. Além de suas criacdes sempre

impactantes, ela inovou nos materiais utilizados em

1 “Schiaparelli And Prada: Impossible Conversations’, Metropolitan Museum of
Art, New York, May 10-August 19, 2012.p.28
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Retrato de Elsa Schiaparelli, 1935
Portrait of Elsa Schiaparelli, 1935

Paris, Bibliotheque des arts decoratifs
© Alamy Stock Photo

suas roupas, como o ziper, o crepe de seda, o plas-
tico e o celofane. Pela primeira vez, os ziperes fica-
ram aparentes na alta-costura.

Sempre na vanguarda, desafiou o corte reto dos
anos 1930 e produziu looks com casacos e tailleurs
de cintura marcada e ombros largos, que caracteri-
zariam a moda até o chamado “New Look’, anteci-
pando a power woman dos anos 1980.

Schiaparelli trouxe as cores vivas para as suas
criacdes, um choque para a época, mostrando uma
evidente sintonia com Poiret. Criou um tom de rosa
pink forte e o batizou de “shocking’, o seu rosa-cho-
que. A cor foi usada por ela em chapéus e em longas
capas bordadas. “Shocking”também foi o nome dado
aquele que viria a ser o seu perfume mais conhecido,
lancado em 1937. O frasco tinha a forma do corpo

da entiao famosa atriz de cinema Mae West, que per-

sonificava a ousadia do estilo Schiaparelli. Foi dese-
nhado pela artista argentina Leonor Fini, a quem
Elsa foi apresentada pelo entiao galerista Christian
Dior, em 1933. Posteriormente, Fini desenhou uma
série de modelos para Elsa Schiaparelli, publicada
na revista Harper’s Bazaar em 1939-40. Em 1935, na
edicao de julho da Bazaar, uma ilustracio do pintor
holandés Kees Van Dongen (1877-1968) — “La Fe-
mme aux Etoiles’— que retrata uma capa com capuz
batizada de “Vénetienne”— (veneziana), da colecdo
alta-costura outono 1935, imortalizou a criacao da
estilista. A capa foi confeccionada com um tafeta de
seda amassada — Simoun — da Bianchini, exclusi-
vidade de Schiaparelli. No periodo, Carmel Snow,
editora-chefe da Bazaar, e sua correspondente em
Paris, Daisy Fellowes, eram admiradoras e vestiam
frequentemente as roupas de Elsa.

Estampou a capa da revista Time na edicao de 13
de agosto de 1934. Foi a primeira designer de moda
a obter esta honraria.

Lancou colecdes inspiradas na fantasia. Foi pio-
neira em colecdes tematicas, sendo uma das mais
iconicas a colecao “Le Cirque’; com cavalos, elefan-
tes e acrobatas no trapézio, bordados em muitas pe-
cas. Os boleros, por exemplo, tinham botdes de ca-
beca de palhaco e o chapéu tinha forma de sorvete.
Utilizando bordados e cores fortes, fez ainda a co-
lecao “Astrologique”em 1938, na qual se destacava
uma luxuosa capa com enormes signos do zodiaco
bordados em ouro, assim como o motivo “Phoe-
bus”— um sol radiante sobre um tecido rosa-cho-
que — num magnifico trabalho de Lesage. Abordou
também temas como a musica, o fundo do mar e
a “Commedia dell’Arte’; que inspirou as capas com
losangos de veludo.

A Maison, que ficou fechada durante sessenta
anos, foi reaberta em 2014 no mesmo endereco em

que Schiaparelli comecou — 21, Place Vendome.



A direita, vestido de noite de Elsa
Schiaparelli de 1937, de Guendolen
Carkeek Plestcheeff de Seattle, exposicio
“Seattle Style: Fashion/Function’, 2019
Museum of History and Industy, South
Lake Union, Seattle, Washington, EUA.
| Atris, a esquerda, outro vestido de
Schiaparelli, ca. 1951, de Ruth Schoenfeld
Blethen Clayburgh, também de Seattle
On the right: Guendolen Carkeek Plestcheeff’s
(from Seattle) evening dress by Elsa
Schiaparelli, 1937
Exhibition “Seattle Style: Fashion / Function”

Tailleur de 1a bouclé de Elsa Schiaparelli, botoes de
bronze dourado de Francois Hugo, 1938/39
Modelo de Alberto Giacometti. Vestido de Marlene
Dietrich. Berlim, Cole¢io Marlene Dietrich.

Bouclé wo?l suit by Elsa Schiaparelli, golden bro.nze butt(.)ns (2019), Museum of History and Industry,
by Fran@ozs. Hufgoj 1938/ 39. M?del by Alberto. Gl.acomettl. : South Lake Union, Seattle, Washington,
Marlene Dietrich’s Dress. Berlin, Marlene Dietrich Collection USA. Behind, on the left, another dress
Foto | Photo Joe Mabel by Schiaparelli, c. 1951, belonging to Ruth

Schoenfeld Blethen Clayburgh, also from Seattle.
Foto | Photo Joe Mabel
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Carmen Miranda
— 0 estilo tropical

armen Miranda (1909-1955) é a pri-

meira artista multimidia do pais, um

simbolo da mulher brasileira e pio-

neira em trazer o olhar internacional

para a moda tropical. Personificou
a alegria do universo carioca do samba e dissemi-
nou uma imagem visual moderna tnica. Nasceu em
Portugal e veio para o Brasil com um ano de ida-
de. Desde cedo, mostrou intimidade com os palcos.
Deixou a Escola Santa Teresa, na Lapa, no Rio de
Janeiro, onde cresceu e foi trabalhar em uma loja de
roupas e gravatas. Confeccionava chapéus. Com o
seu carisma, logo conquistou uma clientela elegante
para quem, muitas vezes, cantava. Porém, sempre
sonhou em fazer cinema.

Em 1926, foi finalmente descoberta no Instituto
Nacional de Mitsica. Em 1930, lancou seu primeiro
disco e, logo, virou um enorme sucesso. Ficou co-
nhecida em toda a América do Sul até que chegou
a Broadway, em 1939, ap6s ter sido contratada pelo
empresario Lee Schubert (1871-1953). Ele assistiu
a um show dela na Urca e se encantou com a sua
performance e trajes exéticos, que ela mesma cria-
va, desenhava e costurava. Vocés verdo que sou canto-
ra e tenho ritmo, disse Carmen em Nova York, terra
dos musicais. Somente naquele ano, participou de
mais de 400 shows. Apelidada pelos nova-iorquinos
de “Bombshell’, ditou moda e suas fantasias de baia-
na—do filme “Banana da Terra’— se espalharam
rapidamente pelas vitrines da 52 Avenida, tomando

o lugar de grandes grifes como Chanel e Christian

Dior. Criou o “Miranda Look’, marcado pelo uso
do turbante, sensacido nos anos 1940 e adotado em
massa no rigor da IT Guerra. Frutas na cabeca, saias
longas e rodadas, babados, muitos colares e as famo-
sas plataformas de até 18 cm, que alongavam a sua
silhueta. O designer italiano Salvatore Ferragamo
foi o criador da meia-pata para ela e outras divas do
cinema. Produzido por Alceu Penna (1915-1980),
o famoso traje de carnaval de baiana teve origem
nessa década. Desenhista e figurinista, Penna con-
tribuiu para renovar a imagem de Carmen Miranda
e colaborou com o figurino da artista.

Estilistas resgatam com frequéncia o look tropi-
calista da cantora com muitas estampas, bordados,
rendas e saias com tops cropped. No Brasil, Alexan-
dre Herchcovitch, Ronaldo Fraga, Salinas e Rosa
Cha ja se inspiraram na artista. Prada, Dolce & Ga-
bbana, Jean Paul-Gaultier e Stella McCartney sao
algumas das grifes internacionais que também ja a
homenagearam.

Em Nova York, Carmen frequentou a casa de per-
sonalidades, como o mecenas e coredgrafo chileno
Marqués de Cuevas (1885-1961) e a socialite Grace
Vanderbilt (1870-1953), e assim encantou William
S. Paley (1901-1990), presidente da CBS (Colum-
bia Broadcasting System), o pintor Salvador Dali
e o Duque De Verdura. Para estas ocasides, estava
sempre impecdvel e nunca economizou nas joias.

O enorme sucesso levou a “Pequena Notavel 'com
seus balangandas para Hollywood, onde se tornou

uma estrela. Quando retornou ao Brasil, apds ter

sido aclamada pelo povo, foi acusada de estar “ame-

ricanizada” por ter cantado suas musicas em inglés.
Desiludida, foi novamente para os Estados Unidos
e permaneceu até 1954.

De volta ao Rio de Janeiro, hospedou-se no Co-
pacabana Palace para se recuperar da vida frenética a
que se submetia para cumprir uma agenda cada vez
mais exigente de espeticulos no mundo todo. Desta
vez, conseguiu refazer-se de sua magoa com o pais,
que finalmente a acolheu com todo o reconhecimen-
to merecido. Morreu aos 46 anos, transformando-se

em um dos maiores mitos do show business.

Carmen Miranda

Foto publicada no New York Sunday
News em 1941

Photo of Carmen Miranda published

by the New York Sunday News in 1941



Christian Dior

oi em Granville, cidade-balneario co-

nhecida como a Monaco do norte, onde

Christian Dior (1905-1957) passou

a sua infancia, na villa “Les Rhumbs’.

Construida no final do século XIX, o
nome se deve ao termo nautico que designa as trin-
ta e duas divisdes da rosa dos ventos. A residéncia
foi adquirida pelos pais de Dior em 1906 e possui
um jardim de inverno, um imenso parque e um jar-
dim florido em frente ao mar, no topo de uma falé-
sia. Nesse jardim nasceu a paixdo do estilista pelas
flores e, sobretudo, pela rosa, sua favorita. Alguns
anos mais tarde, em Paris, durante um passeio, ao
encontrar por acaso no chio uma estrela misterio-
sa, Dior decidiu abrir sua maison, vendo o ocorrido
como um sinal do destino.

Personagem chave da histéria da moda no século
XX, desde a ousada colecdo lancada em 1947, nome-
ada “Corola”e logo batizada de “New Look’; Chris-
tian Dior pds fim a linha de moda simplificada e
funcional disseminada por Gabrielle Chanel. Bus-
cando inspiracio no passado, fez renascer a Belle
Epoque, acompanhada das imagens que trazem os
matizes vaporosos do pintor Watteau e uma opu-
léncia com a qual consolidou o seu reino na al-
ta-costura e que a moda retoma periodicamente
quando a insatisfacdo prevalece. O “eterno retorno
ao eterno feminino”trouxe uma silhueta que evoca
a cultura do ballet classico.

Subvertendo todas as referéncias do periodo da
guerra, decidiu apagar o rumo a moda masculina,

tracado por Chanel, e, a partir de uma alianca com
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Tailleur Bar, 1947

Bar suit

Dior Héritage

Foto | Photo Pat English



o magnata dos tecidos Marcel Boussac, relancou a
industria téxtil, empregando longas metragens de
tecido. Renovou a tradicdo da couture na Franca e
inventou uma moda internacional que reafirmou o
papel de Paris como capital da moda.

Apesar do apreco que tinha pela miusica e pela
pintura, foi impedido por seus pais de seguir uma
carreira artistica. Porém, vale lembrar que, antes
da moda, a direcio de uma galeria com o amigo e
comerciante de arte Jacques Bonjean (1899-1990)
de 1928 a 1934 fez parte do seu curriculo. Entre as
mostras inéditas na Rue la Boétie, 34, no 8° arron-
dissement, estavam a surrealista Leonor Fini (1908-
1996), homenageada por Maria Grazia Chiuri em
2018 e a quem Monsieur Dior ofereceu a primeira
exposicio solo.

Segundo Maria Grazia, Fini encarnou as mulhe-
res fortes dos anos 30. Além de Fini, Alexander Cal-
der (1898-1976), Alberto Giacometti (1901-1966),
Georges Braque (1882-1963), Giorgio De Chirico
(1888-1978), Max Ernst (1891-1976), Pablo Picas-
so (1881-1973), Raoul Dufy (1877-1953), Pavel
Tchelitchew (1898-1957) e Salvador Dali (1904-
1989). Este ultimo colaborou com a producio de
um dos looks para o desfile de Christian Dior no
MASP — Museu de Arte de Sao Paulo, em 1951. In-
centivado pelo diretor-fundador do museu, Pietro
Maria Bardi (1900-1999), foi o primeiro no espaco
de um museu brasileiro.

Seis diretores artisticos o sucederam e construi-
ram um nome que hoje representa a alta-costura

na Franca e no mundo: Yves Saint Laurent, Marc
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Desfile 1947, N° 30, Avenue Montaigne
Fashion Show, 1947, N. 30 Avenue Montaigne
Dior Héritage

Foto | Photo Pat English



Trajes de Christian Dior

Desfile Costumes Antigos e Modernos no MASP, 1951
Autoria desconhecida

Christian Dior outfits — “Costumes Antigos e Modernos”
(Ancient and Modern Customes) Fashion Show at MASP, 1951
Unknown author

Acervo | Collection Centro de Pesquisa do Museu de Arte
de Sdo Paulo Assis Chateaubriand
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Pietro Maria Bardi, Lina Bo Bardi e Paulo Franco
Desfile Costumes Antigos e Modernos no MASP, 1951
Autoria desconhecida

Bohan, Gianfranco Ferré, John Galliano, Raf Si-

Pietro Maria Bardi, Lina Bo Bardi and Paulo Franco mons e atualmente Maria Grazia Chlurl formam o)
(Ancient and Modern Customes) Fashion Show at MASP, 1951

Unknown author time de criadores da Maison. Mas a permanéncia do
Acervo | Collection Centro de Pesquisa do Museu de Arte L. L. . . . ,

de S0 Paulo Assis Chateaubriand espirito de Christian Dior foi mantida ap6s a morte

subita do estilista em 1957. O tailleur Bar — o nome
evoca o bar do Hotel Plaza Athénée, frequentado

pelas mulheres do Café Society —, silhueta emble- Traje e Christian Dior

Desfile Costumes Antigos e
Modernos no MASP, 1951
Autoria desconhecida

matica do“New Look’, e as tematicas criativas conti-

nuam servindo como leitmotifs, para todos os desig-

Christian Dior outfit — “Costumes
Antigos e Modernos”

ners que deram seguimento a visio da alta-costura

(Ancient and Modern Customes)

do fundador da casa: a arte e a fotografia, a profusao Fashion Show at MASP, 1951
Unknown author
de cores e texturas, a elegincia parisiense, o décor Acervo | Collection Centro de
, . . Pesquisa do Museu de Arte
neocléssico, o exotismo e as flores. de Sa0 Paulo Assis Chateaubriand
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Vestido de Christian Dior (esquerda) e modelo de traje antigo (direita)
Desfile Costumes Antigos e Modernos no MASP, 1951

Autorija desconhecida

Christian Dior dress (on the left) and old costume model (on the right)

Lina Bo Bardi e Paulo Franco
Desfile Costumes Antigos e Modernos no MASP, 1951
Autoria desconhecida

Lina Bo Bardi and Paulo Franco
“Costumes Antigos e Modernos” (Ancient and Modern Customes) Fashion Show (Ancient and Modern Customes) Fashion Show at MASP, 1951

at MASP, 1951
Unknown author

Unknown author
Acervo | Collection Centro de Pesquisa do Museu de Arte

Acervo | Collection Centro de Pesquisa do Museu de Arte de Sio Paulo Assis Chateaubriand

de Sao Paulo Assis Chateaubriand
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Traje “Costume do ano de 2045’, criacio de Salvador Dali
Desfile Costumes Antigos e Modernos no MASP, 1951
Autoria desconhecida

Costume for the year 2045, by Salvador Dali

(Ancient and Modern Customes) Fashion Show at MASP, 1951
Unknown author

Acervo | Collection Centro de Pesquisa do Museu de Arte
de S3o Paulo Assis Chateaubriand
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Traje de Christian Dior

Desfile Costumes Antigos e Modernos no MASP, 1951
Christian Dior outfit — “Costumes Antigos e Modernos”
(Ancient and Modern Customes) Fashion Show at MASP, 1951
Foto | Photo Peter Scheier (1908-1979)

Acervo | Collection Centro de Pesquisa do Museu de Arte
de Sao Paulo Assis Chateaubriand



A prova de uma das “toiles”
(protétipos) no processo
de elaboracio da colecio
Haute Couture

The test of one of the “toiles”
(prototypes) in the process of

creation of the Haute Couture
collection
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Gérard Uféras fotografias—

Atelié Dior

otojornalista com carreira brilhante,

Gérard é um dos grandes fotégrafos
franceses de moda, ja recebeu uma série
de prémios, incluindo o World Press
Photo — Artes e Entretenimento (1996).

O trabalho deste instigante fotégrafo é composto

por exposicOes, retratos, publicacdes para jornais,
livros e revistas.

Gérard Uféras debutou na fotografia aos oito
anos, fascinado pela colecio de madaquinas foto-
graficas de seu pai. Mas foi a descoberta de Henri
Cartier-Bresson por André Kertesz e Willy Ronis
que o despertou para a fotografia como expressio
artistica. Gérard é um dos gestores do patrimoénio
cultural de Ronis (1910-2009), de quem se tornou
grande amigo. Willy Ronis ficou famoso pelas ima-
gens humanistas e poéticas de Paris no pés-guerra.

Ha indmeras histérias na trajetéria de Uféras,
entre elas o privilégio de ter fotografado os ateliés
Dior. Estes registros resultaram no livro “Dior 30,
avenue Montaigne’, publicado em 2012, com tex-
tos do jornalista Jérome Hanover, Editions Terre
Bleue, e desvendam a rotina criativa da Maison. O
olhar apurado de Uféras surpreende pela sensibili-
dade com que capturou no hétel particulier de Chris-
tian Dior o espirito e a elegiancia que eternizaram
o DNA do couturier. Tendo em mente o revolu-
ciondrio “New Look’, de 1947, ele imprimiu a sua

percepc¢io contemporanea da mitica casa francesa.

O backstage da alta-costura, do primeiro esboco
de um vestido ao desfile da nova colecio, do traba-
lho das petites mains (pequenas maos — os artesaos
dos ateliés), durante as provas nos manequins, do
shape de uma perna longilinea a beleza refinada de
uma modelo: Gérard conta que se apaixonou pelos
ateliés criados por Monsieur Dior em 1946 e mer-
gulhou nos veludos e tafetis, andando pelo meio de
bustos magicos e plissados encantadores, clicando
tudo minuciosamente. Discreto, trabalhou durante
varias semanas entre aqueles que criam e moldam a
moda. A alta-costura que, em geral, s6 é descober-
ta nas passarelas, teve o testemunho de Uféras em
todo o processo de uma cole¢io. Eximio observador,
enfocou toda a arte do trabalho manual, mostrando
e contando a histéria dos tecidos, dos materiais, do
brilho e do esplendor da couture.

Em 1984, Uféras comecou a trabalhar para o
jornal Libération e é membro da Agéncia francesa
Rapho, desde 1993. Apaixonado pela musica e pelo
teatro, cruzou a Europa e aterrissou em Nova York
fotografando o behind the scenes de dperas e ballets
por 20 anos.

O trabalho de Uféras hoje faz parte de impor-
tantes colecdes, como a Maison Européenne de la
Photographie, em Paris; a Biblioteca Nacional da
Franca; a National Gallery, de Londres; o Salzburg
Festival, na Austria; a Henkel Collection, na Ale-

manha; e a House of Photography, em Moscou.



As “toiles”vio e vem, dos ateliés do 5¢ andar
para o estudio de criacdo do 1° andar, no N° 30,
avenue Montaigne

“Toiles”come and go, from the workshops on the 5"
floor to the creative studio on the 1* floor, at No. 30,
avenue Montaigne
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Momento de descanso da modelo
de prova no estudio de criacgo.
Frequentemente, a modelo deve
ficar por longo periodo de tempo
com os sapatos de salto alto
durante as extensas sessdes de
ajustes dos vestidos

Moment of rest of the test model in
the creative studio. Often, the model
must stay for a long time with high-
heeled shoes during long sessions for
adjustments of a dress



Apbs o ajuste das “toiles’, os tecidos
escolhidos vio para os ateliés de
bordado antes da confeccio final
do vestido

After the “toiles” are adjusted, the
chosen fabrics are taken to the
embroidery studios before the final
production process of the dress
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Quando o processo de ajuste

da “toile” termina, é necessario
reproduzir as medidas sobre os
moldes, que permitirdo que o
vestido seja feito com os tecidos
escolhidos pelo criador

When the “toile” adjustment process

is finished, it is necessary to reproduce
the measures on the molds, which will
allow the dress to be made with the
fabrics chosen by the designer
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As “petites mains” (artesis do atelié)
que passaram semanas trabalhando
na colecio, desde o primeiro desenho,
passando pelas etapas sucessivas

das “toiles’, as etapas finais, estao
impacientes para verem os seus
vestidos nas modelos que logo

irdo desfilar

The “petites mains” (artisans of the studio)
who spent weeks working on the collection,
from the first draft, going through the
successive stages of the “toiles) to the final
stages, are anxious to see their dresses on
the models, who will soon be on the catwalk

72

O desfile que serd apresentado a imprensa e aos

clientes acontecerd, este ano, no prédio histérico
da avenue Montaigne, 30. Muitas semanas antes da
apresentacio, um exército de pessoas prepara o desfile

The fashion show that will be presented to the press
and customers will take place at the historic building on
avenue Montaigne, 30 this year. Many weeks before the
presentation, an army of people is preparing the show



Apds longas semanas, o trabalho
finalmente terminado serd apresentado
ao publico: ha uma grande euforia

no “backstage’; pois o desfile é o dpice
da tensio

After long weeks, the work, finally finished,

will be presented to the public: there is
great euphoria in the backstage, because
the fashion show is the peak of tension

3



Uma modelo aproveita um momento de
descanso antes da corrida do desfile

A model enjoys a moment of rest before
the rush of the show
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Momento de descanso no “backstage”
do desfile em Xangai. A espera é,
frequentemente, longa e o salto alto é,
as vezes, doloroso para as costas

Moment of rest in the backstage of the
fashion show in Shanghai. The waiting
time is often long, and the high heels are
sometimes painful for the back




Depois de ser apresentada em Paris,
a cole¢do serd apresentada em Xangai

After being presented in Paris, the collection
will be presented in Shanghai
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Préximas paginas | Next pages
A cole¢io Haute Couture pronta é

apresentada aos clientes no saldo
privado do N° 30, avenue Montaigne

The Haute Couture collection is ready and
it is presented to customers in the private
salon of N. 30, avenue Montaigne

O atelié de alta-costura com suas
“toiles” (protétipos) durante a
elaboracio da coleciao

The test of one of the “toiles” in the process
of creation of the Haute Couture collection
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Toile (protétipo) do look 33| Toile of look 33
Colecio Alta-costura primavera-verdo 2012
Haute Couture Spring/ Summer 2012 Collection
Algodao | Cotton

Christian Dior Couture

Fotos | Photos Alain Mingam
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Vestido vermelho | Red dress
Colecio Alta-costura primavera-verdo 2012

Haute Couture Spring/ Summer 2012 Collection

Design Bill Gayten

Seda, poliamida e polyester | Silk, polyamide and polyester
Christian Dior Couture

Foto | Photo Alain Mingam




Dior—a magia
do circo

om um show ritmado pela perfor-

mance da companhia britinica Mim-

bre, de circo feminino, Maria Grazia

Chiuri apresentou o seu caos criativo

com a colecdo alta-costura primavera-
-verdao 2019 no Museu Rodin, em Paris. O solo mar-
cado por losangos fez referéncia a figura do arle-
quim, onde as modelos desfilaram, em meio a de-
zoito acrobatas mulheres, numa atmosfera poética
que uniu a moda e a arte. O cendrio foi criado pela
cenégrafa Shona Heath.

O conceito andrégino de Chiuri, traduzido na
figura dos clowns no picadeiro, veio repleto de re-
feréncias artisticas, evocando a memoéria do criador
da Maison. O Circo da Dior chega a Cidade, procla-
mou uma reportagem da televisio britanica, em
1950, em razao do desfile da Maison no Hotel Savoy
em Londres. Christian Dior adorava ir ao Cirque
d’hiver, onde Richard Avedon capturou a famosa
foto “Dovima et les éléphants’, em 1955.

Paris tem uma longa tradicdo com o circo e, além
disso, foi entre Roma — cidade natal de Maria Gra-

zia — e Napoles que foi criado o emblematico balé

Botas / couro de novilho
Boots / calfskin

Christian Dior Couture
Foto | Photo Fifi Tong

“Parade’] com cendrio e figurinos de Pablo Picasso,
para a revolucionaria companhia de Sergei Diaghilev.
O espeticulo, com argumento de Jean Cocteau, foi
apresentado nos palcos parisienses em 1917.

O circo é um pequeno mundo que vai de uma ci-
dade para a outra e transforma a cidade aonde chega.
E como a fashion week, disse a diretora artistica da
Dior. E uma parada em que cada roupa representa
um carater, corajoso e melancélico — acrescentou.
As referéncias aos cédigos do circo siao evidentes:
losangos sobre jacquard, seda ou organza; animais
bordados nas saias e motivos de chamas em vesti-
dos longos.

As cores suaves da colecio se misturaram em ca-
madas com uma técnica para dar a impressiao de que
as roupas estavam danificadas e desbotadas pelo
tempo, como se tivessem saido das caixas da com-
panhia ambulante. As saias bordadas ou incrustadas
com paetés opacos foram encurtadas, até se torna-
rem tutus que recordam o circo, com seus acrobatas,
domadores e cavalarias.

Maria Grazia Chiuri compés a sua prépria “pa-

rada’ Camisas brancas transparentes realcadas por
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Cirque look — Maria Grazia Chiuri
Haute Couture Spring/Summer 2019 Collection

golas ou fitas que parecem desgastadas pelo tempo,
espartilhos em couro, blusas de marinheiro e casa-
cos pretos inspirados nos trajes dos domadores. A
roupa geométrica do palhaco branco, sébria ou lu-
xuosa, foi reinterpretada com novos materiais bor-
dados e proporcoes diferentes.

As pecas ressaltam a lembranca e o imaginario
que envolve o circo e a sua relacio com os costumes,
com a moda e com a arte, destacando o trabalho da
fotoégrafa e diretora de cinema Cindy Sherman con-
sagrado aos palhacos.

A colecio foi constituida por uma sobreposicio
de imagens: a pele tatuada da mulher, que remete
ao circo vitoriano e seus fendmenos extraordina-
rios, torna-se um conjunto com motivos fantasticos
que moldam o corpo e contam uma histéria sob os
vestidos.

O clown andrégino, com referéncias ao Perio-
do Rosa de Picasso, foi o grande representante da
modernidade de Chiuri da temporada primavera-
verao apresentada em 2019, expressao de uma dese-
jada igualdade onde beleza, origem, género e idade

nio importam mais, apenas técnica e audicia.

Cirque look — Maria Grazia Chiuri

Haute Couture Spring/ Summer 2019 Collection

Body, vestido e botas / poliamida, seda e poliamida,
couro de novilho, poliuretano, poliester e algodio
Bodysuit, dress and boots / Polyamide, silk and polyamide,
calfskin, polyurethane, polyester and cotton

Christian Dior Couture

Foto | Photo Fifi Tong



Entrevista com

Maria Grazia Chiuri

por Giselle Padoin

Feminismo e arte sdo temas recorrentes

em suas colecoes. Como vocé os liga a Historia
dentro de seu processo criativo?

Para mim, feminismo é ativismo: uma responsabi-
lidade constante que se expressa primeiro e acima
de tudo através do trabalho e compromisso didrio.
A arte me interessa por sua capacidade de articular
o pensamento de uma maneira imediata e pode-
rosa, de antever quais serao os interesses em co-
mum e colocar questdes importantes no coragio
de uma linguagem expressiva tUnica. A justaposi-
cao da arte e do feminismo, para mim, é uma forca
extremamente inspiradora, pois mostra como ide-
ais e criatividade se reforcam mutuamente. Meu
processo criativo consiste em propor experiéncias
e eventos instigantes e interessantes ao longo da
histéria do atelié de criacio da Dior e filtrar isso
tudo através das minhas préprias sensibilidades,
da minha histéria pessoal, da bagagem que carrego
proveniente do meu passado e que prende minha

atencdo no aqui e agora.

Vocé diria que a alta-costura é um

manifesto artistico, politico e social?

A alta-costura é uma coisa complexa e diversa, um
espaco para experimentar e para o impossivel acon-
tecer, onde atitudes, sensibilidades e toda uma série
de pessoas desempenha um papel. Eu desejo que as

roupas que mando para a passarela sejam a expressio

desta complexidade, que assumam um sentido que
va além da sua prépria materialidade. Eu iria mais
longe e diria que quero que minha mensagem, cos-
turada entre as dobras de roupas deslumbrantes,
use esta materialidade sublime para expressar ideias
e atitudes. Acho que é extremamente importante
ter consciéncia do que estd acontecendo no mundo
e ter uma opinidao que, de certa maneira, ja quer di-
zer ter uma atitude “politica” em relacio a sociedade.
Tenho interesse em criar um espaco onde diferen-
tes atores trabalhem juntos para alcancar um obje-
tivo comum, e em enviar uma mensagem inclusiva

e positiva por meio do trabalho que faco.

Na colecao Circo primavera-verdo 2019 de alta-
costura, voceé se inspirou na obra-prima de Pablo
Picasso feita em 1917, Parade. Essa peca iconica
da arte moderna foi uma cortina de cena para um
espetdculo de balé realizado pelos Ballets Russes
de Sergei Diaghilev e transfigurou a simbiose
crescente entre arte e moda. Quais sdo as fontes
da emocdo artistica que essa revolucdo desperta
em vocé? Como vocé sente que essa revolugdo
aumentou o prestigio da Maison Dior?

Para a colecio primavera-verdo 2019, decidi pen-
sar nos desfiles porque sao um ritual que retne o
mundo do circo e o mundo da moda. Redescobrir a
obra de Picasso e a histéria que a liga a Diaghilev e

aos Ballets Russes, evocando a atmosfera tinica que
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Maria Grazia Chiuri nos ateliés (Coleciio Alta-Costura AH 20-21)
Maria Grazia Chiuri in the studios (Haute Couture Collection AH 20-21)
Foto | Photo Ines Manai

a arte, a moda e o teatro criaram em Paris naqueles
anos, foi emocionante para mim. E também con-
firmou que o rumo que minha pesquisa estava to-
mando era rico em referéncias e possiveis incursoes
em territérios fascinantes. Nao acho que se trate de
um “enobrecimento’; pois acredito que a moda tem
a dignidade e a forca para alcancar o sucesso ape-
nas mostrando seu préprio valor inerente. O que

me interessa é o cruzamento no qual as disciplinas

criativas — arte, teatro, performance, danca, moda —

se encontram e 0 que esse encontro traz a tona em
cada um desses campos diferentes. Eu celebro e in-
centivo essa colaboracio, esses objetivos comuns,
interesses compartilhados e paixdes que, quando re-
alizadas por todos juntos, tornam-se tangiveis e co-
municaveis. Isso de fato me empolga: ser capaz de
tecer uma rede tao vasta e variada de referéncias e de
pessoas, ser capaz de tornar a identidade da Maison

Dior tao aberta e rica quanto possivel, para colocd

-1a no seu devido lugar no futuro que ela merece.



Quais sdo os temas recorrentes na sua pesquisa
quando vocé estd criando uma colecdo?

Trabalho muito com os arquivos, que visito perio-
dicamente niao s6 em busca de inspiracio e refe-
réncias, mas principalmente para estudar a histéria
desta extraordinaria casa de moda. E uma fonte de
ideias que me permite construir uma mensagem o
mais global e inclusiva possivel. Depois, hd o meu
fascinio pelas palavras, e nio deixo de ficar im-
pressionada com todos os diferentes niveis em que
textos e slogans bem escritos podem ser lidos. Por
exemplo, é dai que veio a decisio de usar a frase
de Chimamanda Ngozi Adichie, “Sejamos todos fe-
ministas’, para a minha primeira colecio. E, a par-
tir dai, pensar em Robin Morgan e Linda Nochlin,
olhando para a arte e para as artistas mulheres a fim
de explorar seu poderoso trabalho e sua meméria.
Em geral, em relacio ao meu processo criativo, fazer
palavras e imagens de nossa heranca cultural global
interagirem com o pensamento de hoje e as ideias
de graca e feminismo que compdem os cédigos da
Dior tem sido minha maneira de deixar uma marca
do meu modo de trabalho. Vou continuar avancan-
do dessa forma, usando uma variedade de métodos
para cada colecio, mas sempre me mantendo fiel
as diretrizes estabelecidas desde o inicio, que para
mim sio uma espécie de declaracio de intencdes,
um manifesto.

Monsieur Christian Dior desempenhou um
papel revoluciondrio na histéria da moda
durante as décadas de 1940 e 1950. Quais
cddigos vocé acha que compartilha com ele
e quais ele deixou de legado a vocé?

A primeira pessoa que eu queria conhecer quando
vim para a Dior era o préoprio Monsieur Christian
Dior. Eu o conheci por meio de sua autobiografia e
de outros escritos: estudei seu trabalho, sua abor-
dagem, suas paixdes, obsessodes, procurando destilar
sua ideia de moda em conceitos-chave que se encai-
xam colecdo apos colecio e que se tornaram refe-
réncias, desafios ou ideias indispensaveis nascidos
em um tempo especifico que é meu dever recuperar
e reapresentar através das lentes do presente. Sem
duvida, o tema sobre o qual mais pensei é a feminili-
dade, que se expressa através de cédigos como a Bar
Jacket, produtos feitos a partir do corpo feminino,
bem como o uso da cor, a escolha de tecidos, borda-
dos e elementos decorativos. Acredito que femini-
lidade é o c6digo que “recebi” do Monsieur Dior e

que eu gostaria de reinterpretar no mundo de hoje.

Depois de ter conceituado seu design,

como vocé trabalha com as petites mains

para dar um toque de magia em uma colecdo

nos ateliés da Dior?

Para mim, o didlogo é fundamental, assim como
trabalhar lado a lado, consertando o que deu errado,
olhando nos olhos um do outro, e vem aquele flash
de compreensio instantanea. Gosto de dialogar, de
falar sobre as minhas ideias, e as conversas que tive
com todas as pessoas fantasticas do atelié da Dior
sempre foram oportunidades de aprendizado e des-
coberta. A cada vez, fico surpresa com a forma como
eles conseguem traduzir o que tenho em mente em
criacoes perfeitas, até o ultimo detalhe. A prépria
esséncia da moda, e em particular da alta-costura, é

justamente esta capacidade de usar o savoir-faire dos
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ateliés para dar forma “vestivel’a uma ideia, tornar
uma visao palpavel, por meio do uso de técnicas
testadas e materiais excepcionais. Trabalhar juntos
é a chave, também porque cria um espaco para que
o inesperado aconteca: aquela ideia brilhante que
torna tudo melhor, e que s6 pode ser o resultado de

multiplas mentes e mios se unindo.

Vocé acha que cada colecdo de sucesso

da Dior contribui para o tdo necessdrio
reconhecimento do feminismo?

O que eu sei com certeza é que o trabalho feito
até agora tem sido positivo no processo de cons-
cientizacdo coletiva sobre o feminismo —como uma
luta, mas também e especialmente como uma prati-
ca didria que é, espero, cada vez mais generalizada e
natural. O alcance, em termos de comunicacio, da
casa Dior é tio amplo que é nossa responsabilidade,
como capitdes de um dominio tio importante como
a moda global, usar as ferramentas a nossa disposicio
para afirmar o quanto é necessario pensar na mulher,
nas suas necessidades, nos seus direitos e no que as
torna diferentes e tinicas. Como estilista e como mu-
lher, penso muito sobre o meu papel na sociedade e
quero transmitir essas reflexdes através das minhas
colecdes, cujo sucesso é a prova de que a linguagem
que utilizo e as mensagens que procuro passar sio

compartilhadas. E isso me deixa feliz e orgulhosa.

Como vocé percebe a evolugcdo da moda

no futuro como estilista? Qual serd a sua
orientacdo na Dior?

Acho que estamos vivendo tempos extremamen-

te interessantes para estilistas. As questdes criticas

que surgiram durante este periodo complicado sa-
lientaram muito os limites e inconsisténcias da so-
ciedade em que vivemos. Como estilistas, estamos
em posicio de responder proativamente a essas
crises e propor solucdes que satisfacam o desejo de
mudanca. O impulso para criar anda de mios da-
das com a necessidade de estar em sintonia com a
sociedade em sua marcha continua para frente (e,
assim espero, em direcio a algo melhor). Esta é uma
oportunidade extraordindria de travar as batalhas
que escolhemos de forma concreta, e espero que a
moda responda com vigor e entusiasmo e se rein-
vente, tornando-se, sem desculpas, mais sustentavel
e mais politica—sem nunca esquecer a diversio, a
beleza e o devaneio, aspectos importantes da moda.
Na Dior, pretendemos aprender com as estratégias
e novos procedimentos colocados em pratica nes-
tes ultimos meses: incorporando a tecnologia como
uma segunda natureza, a comunicacdo instantinea
e o contato direto com o publico que queremos
atingir. Mas estamos mais do que felizes em poder
nos ver novamente e, de fato, passamos a apreciar
o valor de atos simples, porém fundamentais, como
escolher tecidos e materiais tocando-os com nossas
proprias maos, verificar pecas-piloto diretamente
de quem as produz e comunicar-nos com artesios a
fim de vé-los encontrar novas solucdes para trans-
formar nossas ideias em realidade. Nossa tnica di-
retriz, neste ponto, é valorizar cada etapa da jornada
pelas relacdes que gera, resultando, ao final, em um
produto que é reflexo da paixao de todos aqueles que
contribuiram para fazé-lo, e, principalmente, que é
sensivel cultural, ambiental e socialmente falando:

um manifesto do tipo de amanhi que queremos.



Vista da exposicdo
Exhibition view
Foto | Photo Alain Mingam




Cristobal
Balenciaga

onsiderado o arquiteto do corpo e dos

cortes precisos, Balenciaga (1895-

1972) marcou uma era e trouxe a pu-

reza das linhas, imprimindo um estilo

atemporal que influenciou o futuro
da moda e inimeros designers.

Foi considerado por Christian Dior como “o
mestre de todos nds’; ! um eco constante nas paginas
das grandes revistas de moda como Elle, Harper’s
Bazaar, L'Officiel, Vogue. Sabia desenhar, cortar e
costurar com perfeicao. Se percorrermos a historia
da moda, podemos tracar um paralelo de suas pecas
com costureiros como Paul Poiret, Mariano For-
tuny, Madeleine Vionnet e Coco Chanel, precurso-
res na libertagcio do corpo feminino dos polémicos
corsets nos anos 1910-20.

Além disso, é evidente também o impacto exer-
cido sobre os vanguardistas dos anos 1980 e 90,
como os japoneses, Rei Kawakubo (Commes des
Garcons) e Yohji Yamamoto, e o grupo dos estilis-
tas belgas conhecidos como “Os seis da Antuérpia’
especialmente em Ann Demeulemeester, designers
que de alguma forma encontraram no minimalismo
de Balenciaga um fio condutor para criar. No Brasil,
a estilista Clé Orozco (1950 -2013), dona da marca
Huis Clos, era uma das admiradoras de seu trabalho
conceitual.

Madame Grés, Jeanne Lanvin, Issey Miyake,

Courréges, Martin Margiela, Iris Van Herpen e

1 Museu Cristébal Balenciaga, Getaria, Espanha.
https://www.cristobalbalenciagamuseoa.com/

Alexander MacQueen sio outros criadores que tém
cruzamento de referéncias e fontes de inspiracio
com o costureiro espanhol que usou o quimono
como um pilar criativo. Fascinado pelo preto, fi-
cou conhecido pelas roupas soltas, tirando o foco
da cintura e acentuando o olhar para o pescoco, os
ombros e o busto.

Se comparado aos estilistas contemporaneos, o
que surpreende é que seus modelos audaciosos que
abusam dos volumes e linhas arquitetonicas pode-
riam tranquilamente desfilar em qualquer fashion
show nos dias atuais.

Nascido em Guetaria, em 1895, filho de uma mo-
dista, abriu sua primeira casa em 1915, em San Se-
bastian, na Espanha, incentivado pela marquesa da
Casa Torres. Tinha a familia real como cliente, e logo
expandiu para Madrid e Barcelona. Mas, em 1937,
com a Guerra Civil, encerrou as atividades em seu
pais e se mudou para Paris, onde abriu a sua maison
de alta-costura, no 10 Avenue George V. Obteve su-
cesso imediato e vestiu mulheres como a Duquesa
de Windsor, Grace Kelly e Marlene Dietrich.

Inspirado na dramaticidade da pintura espanho-
la, nos quadros de Velazquez e Zurbaran, criou um
estilo Unico. Vestidos de silhueta reta, a silhueta
trapézio, os padroes geométricos, as mangas 3/4 e
as capas curtas estio entre as suas invencdes mais
iconicas, sempre com preciosidade na técnica e te-
cidos sofisticados.

Considerava a moda uma arte e dizia: um costu-

reiro tem que ser um arquiteto para o corte, um escultor
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Cristobal Balenciaga, 1952

Museu Cristébal Balenciaga, Getaria, Espanha
Cristobal Balenciaga Museum, Getaria, Spain
Exposicio “Moda e Patrimonio”

Exhibition “Fashion and Heritage, 2018

Foto | Photo Giselle Padoin



para a forma, um pintor para as cores, um miisico para
a harmonia e um filésofo para o estilo,* e assim criou
formas artisticas, com um significado e uma ima-
gem proprios do corpo feminino, conceito seguido
também por André Courréges e Hubert de Given-
chy, que trabalharam com ele.

Conforto, elegincia e inovacio técnica sempre
pautaram as suas criacoes, e o maximo da ousadia foi
quando encerrou seu desfile em 1967 com um vesti-
do de noiva confeccionado com uma unica costura.

Em 1968, entretanto, Balenciaga, que atingiu o seu
auge nos anos 1950 e 60, desiludido com o dominio
do prét-a-porter e a producio em massa, encerrou a
sua Casa. Morreu em 1972.

Para Nicolas Ghesquiére, o jovem estilista que
deu novos ares a marca a partir de 1997, ele inven-
tou o minimalismo na moda, com a ideia de mo-
vimento na depuracio das formas. Hoje, a maison
estd sob o comando do georgiano Demna Gvasalia,
que afirma se conectar com a heranca do mestre
pensando no corpo de quem ird usar a roupa.

Cristobal Balenciaga foi um dos maiores costu-
reiros da histéria da moda, e seus cortes seguem in-
fluenciando estilistas e criadores contemporaneos
que também radicalizaram na transformacio da si-

lhueta feminina.

2 Museu Cristobal Balenciaga, Getaria, Espanha.
https://www.cristobalbalenciagamuseoa.com/

Cristobal Balenciaga, 1955

Museu Cristébal Balenciaga, Getaria, Espanha
Cristobal Balenciaga Museum, Getaria, Spain
Exposicio “Moda e Patrimonio”

Exhibition “Fashion and Heritage, 2018

Foto | Photo Giselle Padoin
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Cristobal Balenciaga, 1957
Museu Cristébal Balenciaga, Getaria, Espanha

Cristobal Balenciaga Museum, Getaria, Spain
Exposicio “Moda e Patrimonio”
Exhibition “Fashion and Heritage, 2018

Foto | Photo Giselle Padoin



Cristébal Balenciaga

Vestido de noiva, 1968

Wedding dress

Museu Cristébal Balenciaga, Getaria, Espanha

Cristobal Balenciaga Museum, Getaria, Spain
Exposicio “Moda e Patrimonio”
Exhibition “Fashion and Heritage’, 2018

Foto | Photo Giselle Padoin
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Cristébal Balenciaga, anos 1940 | 1940’s
Museu Cristébal Balenciaga, Getaria, Espanha
Cristobal Balenciaga Museum, Getaria, Spain
Exposicio “Moda e Patrimonio”

Exhibition “Fashion and Heritage, 2018

Foto | Photo Giselle Padoin
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Publicidade para vestido de noite de acetato pregueado
de Robert Perrier (1898-1987) para Hubert de Givenchy
Publicity for evening gown, in “peau de faille” acetate fabric
by Robert Perrier for Hubert de Givenchy

Hubert de
Givenchy

ubert James Marcel Taffin de Gi-
venchy (1927-2018), aristocrata
francés e icone da moda, fundou a
casa Givenchy em 1952.
Nascido no Norte de Franca, em
Beauvais, em 1927, chegou a Paris aos 17 anos, para
se tornar a quintesséncia da alta-costura francesa
do pés-guerra. Apaixonado por moda desde os dez
anos, seu sonho era encontrar Balenciaga. Debutou
no métier na década de quarenta com Jacques Fath.
Em 1946, trabalhou para Robert Piguet e, no ano
seguinte, com Lucien Lelong para Elsa Schiaparelli,
onde foi nomeado diretor artistico. Na Maison de
Schiaparelli, foi um dos precursores do prét-a-por-
ter de luxo, criando uma linha de blusa, saia, casaco
e calca, inspirada nas roupas esportivas. Em 1952,
para a sua primeira cole¢io, chamou a modelo Bet-
tina Graziani para abrir o desfile com uma blusa de
linho branco, a famosa “Blusa Bettina? Apenas em
1969 criou o menswear.

Foi um grande colecionador de arte e antiguida-
des, lembrando o aprendizado com o av6 que cole-
cionava tecidos raros. Ele, inclusive, credita a sua
vocacdo de costureiro a essa vivéncia. Muitas das
obras estio em seu castelo no Vale do Loire, onde
viveu nos dltimos tempos com o seu companheiro e
amigo Philippe Venet.

Elegiancia e simplicidade se tornaram o seu man-
tra e também o aproximaram de Audrey Hepburn,
que o imortalizou nas telas de cinema com os fi-

gurinos das personagens interpretadas nos filmes
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Hubert de Givenchy nos anos 1950, figurinista, com Audrey Hepburn

Hubert de Givenchy in the 1950’s, costume designer, with Audrey Hepburn
© Alamy Stock Photo



André Courréges

Saias de cano, suspensérios de botio e blusas de couro com gola alta,
apresentados por Samuel Robert, Nova York, 1965

Suspender oufits featuring barrel skirts with button-attached suspenders

and leather cowl-neck blouses, presented by Samuel Robert, New York City, 1965
© Alamy Stock Photo
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“Sabrina’; “Bonequinha de Luxo’, entre outros, dese-
nhados pelo estilista. O comeco dessa parceria, entre-
tanto, nao foi tao simples assim. Givenchy negou-se
a vesti-la no primeiro momento, alegando n3o ter o
dom das petites mains dos grandes ateliés. Mas, ap6s
um jantar proposto pela propria atriz, encantou-se
com ela e a elegeu como sua musa e amiga eterna.
De fato, Hepburn o considerava muito mais do que
um estilista, mas um criador de personalidade.

Givenchy desenhou para outras estrelas do ci-
nema e personalidades, como Jackie Kennedy, a
princesa Grace de Monaco, Jane Fonda, Elizabeth
Taylor e Wallis Simpson.

A filosofia de elegancia e simplicidade eratambém
o que ligava o criador ao seu grande idolo, Cristébal
Balenciaga. Conheceu-o em 1953, em Nova lorque,
e logo ficaram amigos. Fazer um vestido simples, onde
ndo hd nada além de uma linha, isso ¢ alta-costura
costumava dizer-lhe o criador espanhol. Chama a
atencao nas producdes de Givenchy o mesmo traco
arquitetonico e a precisido dos cortes de Balenciaga,
seu maior mestre. A inovacio, para ele, estava na
melhor versio de uma peca tio simples quanto um
vestido preto. “O vestidinho preto é a coisa mais di-
ficil de conceber’,? declarou em 2010 ao Independent
(edi¢ao de 7 de junho).

Em 1957, apresentou um de seus looks mais mar-
cantes: a sack silhouette. O vestido caia de forma sol-
ta, independente das formas do corpo que estava por

baixo; priorizava o conforto e o desejo da mulher.

1 https://www.independent.co.uk/life-style/fashion/features/hubert-de-
givenchy-it-was-always-my-dream-to-be-a-dress-designer-1993047.html

2 https://www.independent.co.uk/life-style/fashion/features/hubert-de-
givenchy-it-was-always-my-dream-to-be-a-dress-designer-1993047.html

Foi nos anos 1950 também que Givenchy visi-
tou o Brasil e elogiou a beleza das mulheres bra-
sileiras — para ele as Unicas que poderiam rivalizar
com as parisienses. Em maio de 1956, apresentou
as suas criacdes no Golden Room do Copacaba-
na Palace e visitou a tradicional Fabrica Bangu do
Rio. Impactado com a qualidade do algodao que
encontrou na fabrica, disse que era equivalente ao
que tinha de melhor na Franca: Olhando estes tecidos,
vem-me a vontade de criar, desenhar,® disse em entre-
vista ao jornal O Globo—edicio de 26 de maio de
1956. Givenchy, em seguida, desenhou uma colecao
de algodio, encomendada pela Bangu.

Nesse periodo, ele comecou uma grande amiza-
de com uma das mulheres mais elegantes da socie-
dade brasileira, Carmen Mayrink Veiga, que fale-
ceu em dezembro de 2017. Ele era o seu costureiro
do coracio.

O costureiro vendeu a sua marca ao grupo fran-
cés LVMH (Louis Vuitton Moét Hennessy) em
1988, abandonando a direc¢io criativa, poucos anos
depois, em 1995. No mesmo ano, retornou ao Bra-
sil e participou da abertura do I Congresso Bra-
sileiro de Moda, organizado pelo Instituto Zuzu
Angel e pela Faculdade Veiga de Almeida.

Givenchy considerava a elegancia uma caracte-
ristica inata: o ideal, se possivel, é ter de nascenca
uma certa elegancia.* Mas, sobretudo, aconselhava

a simplificar sempre.

3 https://acervo.oglobo.globo.com/frases/olhando-estes-tecidos-vem-
me-vontade-de-desenhar-22480932

4 https://www.independent.co.uk/life-style/fashion/features/hubert-de-
givenchy-it-was-always-my-dream-to-be-a-dress-designer-1993047.html



Pierre Cardin revolucionou a moda apresentando os seus vestidos em 3D: O estilista Paco Rabanne com Julie Harris no set de filmagem de “Casino Royale’, 1966
os “Cardines’;, com tecido que desenvolveu a partir de fibra sintética dynel, 1968 Fashion designer Paco Rabanne with Julie Harris on the film set of “Casino Royale; 1966
Pierre Cardin revolutionized the world of style by presenting his 3D “Cardines” © Alamy Stock Photo

with fabric that he developed from dynel synthetic fiber, 1968

©Keystone Press/Alamy Stock Photo
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Yves Saint-Laurent
Vestido, 1966
Dress

Fonte | Source Wikimedia Commons
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Yves Saint Laurent

ves Saint Laurent (1936-2008) nasceu
em Oran, na Argélia, e nunca esque-
ceu as suas raizes africanas, elegendo
o Marrocos como um odsis de criacio.

Em 1954, instalou-se em Paris e
inscreveu-se na Ecole de la Chambre Syndicale de
la Haute Couture. Com a morte precoce de Chris-
tian Dior, em 1957, assumiu como o novo estilista da
Maison. Em 1958, apresentou a sua primeira colec3o:
a linha Trapézio, um sucesso absoluto, que resultou
no prémio Neiman Marcus. Quatro anos depois, em
1961, abriu a prépria maison de alta-costura.

Paris o consagrou. E 14 onde manteve o seu QG
produtivo, seu atelié e a sua gigantesca colecao pes-
soal, apresentada ao publico em exposicdes tempo-
rarias ao redor do mundo e no atual museu da Fun-
dacido Pierre-Bergé-Yves Saint Laurent, desde 2004.
Um patrimoénio riquissimo, que abrange looks re-
voluciondrios da histéria da moda.

Yves Saint Laurent estabeleceu um didlogo proé-
prio com a arte para mostrar a sua admiracio por
grandes mestres. O amor pelo teatro abriu caminho
para as conexoes artisticas que realizou ao longo da
carreira. Nos anos 1950, iniciou com desenhos de fi-
gurino e cenarios para pecas teatrais, e nos 1960 para
o cinema. Catherine Deneuve tornou-se uma gran-
de amiga e musa. Assinou o figurino da atriz para os
filmes “A sereia do Mississipi, de Francois Truffaut,
1969, e “A bela da tarde’, de Luis Bufiuel, 1967.

Como nio lembrar da ousada colecio Mondrian,

do inverno de 1965, inspirada na obra abstrata do
artista holandés Piet Mondrian (1872-1944), e dos
“cocktail dresses’, tributo ao pintor modernista fran-
cés nascido na Russia Serge Poliakoff (1900-1969)?
Quase como um pressagio, em 1931, Mondrian de-
clarou: A moda ndo ¢ apenas o espelho de uma época,
mas também uma das formas mais diretas de expressdo
visual da cultura humana.'

Em seguida, viria a cole¢io Pop Art (inverno
1966), influenciada pelo movimento americano que
destacou Andy Warhol (1928-1987), Roy Lichtens-
tein (1923-1997), Tom Wesselmann (1931-2004) e
Ellsworth Kelly (1923-2015). Warhol foi um con-
testador da cultura de massa e tinha aversao as con-
vencdes e ao establishment. Protagonizou happe-
nings memoraveis em seu atelié —The Factory—,
reunindo jovens, boémios, artistas, modelos, musi-
cos, cineastas, dragqueens, transexuais, poetas, so-
cialites e celebridades de Hollywood. Todos o ins-
piravam e transformaram a “Factory” numa lenda.
Atuou na moda como ilustrador para a Glamour, a
Vogue, a Harper’s Bazaar. Em 1972, pintou uma sé-
rie de retratos de Saint Laurent.

Na década de 1980, Yves Saint Laurent homena-
geou Matisse e Braque. Logo vieram os casacos Van

Gogh e Bonnard (1988). Os vestidos com os bustos

1 Benaim, Laurence; Steele, Valerie; Lang, Jack; Saillard, Olivier. Les Mu-
sées Yves Saint Laurent, Paris Marrakech, sous la direction scientifique d Aurelie
Samuel. Musée Yves Saint Laurent Paris. Presses D’Auria, Sant’Egidio alla
Vibrata, Italie, 2017, p.119



Yves Saint Laurent

Vestidos “Mondrian’, 1965
“Mondrian” dresses

Foto | Photo Eric Koch /Anefo

Fonte | Source Wikimedia Commons
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Colecio Yves Saint Laurent

Vestidos “Mondrian’, 1965

Museu Yves Saint Laurent, Paris, 2017
Yves Saint Laurent Collection
“Mondrian” dresses

Yves Saint Laurent Museum, Paris

Foto | Photo Alain Mingam
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Yves Saint-Laurent
Saia de patchwork de seda multicor e blusa de organdi

estampada com flores, colecio primavera-verio, 1969
Para Harper's Bazaar, 1969. Exposicio “Harper’s Bazaar
premier magazine de mode’; MAD, Paris, 2020

Multicolored silk patchwork skirt and organdy blouse

with flower pattern, Spring/ Summer Collection, 1969. For
Harper's Bazaar, 1969. Exhibition “Harper’s Bazaar premier
magazine de mode’, MAD, Paris, 2020.

Foto | Photo Giselle Padoin

Yves Saint-Laurent

Colecio Alta Costura, Outono-Inverno 1977, colecio chamada “Chinoise”(Chinesa),

com forte influéncia da colecio anterior “Russe’, inspirada nas 6peras e balés dos Ballets Russes
Haute Couture Collection, Autumn/ Winter 1977: collection called “Chinoise” (Chinese), with

a strong influence of the previous collection, “Russe”, inspired by the Ballets Russes ballets and operas
Museu YSL, Paris, 2018.

Foto | Photo Giselle Padoin
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esculpidos em cobre galvanizado de ouro pela es-
cultora e designer, amante da natureza, Claude
Lalanne (1925-2019) — colecio inverno 1969. As
pecas foram moldadas no corpo da estrela da época
Veruschka. Lalanne também desenvolveu uma cole-
cdo de bijoux para a maison. Em 1979, fez a home-
nagem a Sergei Diaghilev e a sua colabora¢io com
Picasso. Em 1981, a saia Fernand Léger. Em 1988, a
colecio de verao desenhada nas capas com motivos
e colagens cubistas e os casacos “Picasso’”

Em 1966, inovou e abriu a primeira butique de
prét-a-porter de luxo, a Saint Laurent Rive Gauche.
Lancou o primeiro smoking feminino, que virou
um classico do guarda-roupa das mulheres. Impen-
savel para a época, hoje o look andrégino da mulher
de terno é um “essencial”.

Nosanos 1960,naondadeartistaseboémios,aven-
turou-se no Marrakech Express com Pierre Bergé,
companheiro inseparavel. Em 1966, apenas 10 dias
ap6s estarem no Marrocos, compraram a primeira
casa, “Dar El Hanch”(Casa da serpente). Marrakech
foi o lugar adotado por Saint Laurent como um “exi-
lio”e teve um papel fundamental para o crescimento
de sua arte, impulsionando a sua explosio criativa.
Antes de Marrakech, eu ndo fazia nada, além de preto e
branco, declarou YSL. Foi 14 onde surgiram as cores
nas colecdes e também as capas, os djellabas e os
sarouels.

O impacto da Africa veio traduzido numa das
pecas icones de Saint Laurent, a “Saharienne’; ves-
timenta militar, usada em batalhas e expedicdes
na savana subsaariana, e imortalizada pela modelo
Veruschka. E, ainda, em toda a lendaria colec¢ao pri-

mavera-verao dos vestidos “Bambara’; de 1967, que

Atelié Yves Saint-Laurent

Yves Saint-Laurent studio
Fondation Pierre Bergé - Yves Saint-Laurent, 2018
Foto | Photo Giselle Padoin

abalaram os padrodes da alta-costura. Pela primeira
vez, a rafia e o linho foram bordados com contas de
madeira e vidro.

Com a provocante coleciao 40 de 1971, que trou-
xe referéncias dos anos da Ocupacio, causou furor,
e as criticas ao seu trabalho estamparam as princi-
pais publicacdes de moda e a imprensa internacio-
nal, que a considerou sem inspiracio. Apds o turbu-
lento maio de 68, que havia sacudido a Franca com
protestos, a intencdo do estilista era trazer renova-
cdo para a alta-costura para agradar aos jovens, bus-
cando no espirito das ruas as ideias para uma nova
revoluciao. A musa inspiradora foi Paloma Picasso,
que vestia roupas compradas no Marché aux Puces
(mercado das pulgas): usava turbantes e sapato pla-
taforma com salto de madeira, vestidos mais curtos
e justos de jersey, e acessorios de flores artificiais.

O look tipico do racionamento devido aos limi-
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FNSEMBLES HABLLES

Colecio alta-costura Yves Saint-Laurent—desenhos e tecidos, primavera-verio, 1962
Yves Saint-Laurent Haute Couture Collection— drafts and fabrics, spring-summer, 1962
Museu YSL, Paris, 2017

Foto | Photo Giselle Padoin

tes de producio de tecidos e couro do pds-guerra
privilegiou uma moda utilitiria para uma mulher
ativa. Mesmo incompreendido, Saint Laurent nio
se rendeu e seguiu convicto da originalidade da sua
proposta de ruptura, posteriormente reconheci-
da. Na colecio outono-inverno de 1971, desenhou
também o famoso “vestido de costas nuas”de crepe
e renda preta. A foto iconica do vestido, clicada por
Jeanloup Sieff, é um simbolo da fotografia de moda
e remete ao trabalho de Man Ray, “Violon d’Ingres”
de 1924. Ainda no caminho da provocacio, posou
nu para o perfume masculino “Homme”.

Em 1972, iniciou uma parceria com Loulou de la
Falaise para a criacio de acessoérios.

A paixdo pela Asia também levou Saint Laurent
a realizar uma série de colecdes étnicas (de 1960 a
2000), apresentando toda a maestria dos bordados

dos ateliés das maisons Mesrine e Lesage; estampas

e tecidos coloridos e luxuosos. India, China e Japio:
explorou a cultura desses paises e a decodificou em
espléndidos saris, casacos, tunicas, tailleurs, saias,
vestidos e quimonos. Em 1977, mais uma polémica
devido ao lancamento do perfume oriental “Opium’
que, com o nome estratégico, obteve éxito instanta-
neo. Em 1991, declarou: Eu abordei todos os paises
pelo sonho. Basta eu olhar um livro sobre a India
para eu desenhar como se estivesse estado 14. E a
funcdo do imaginario.?

Em 1976, lancou a emblemadtica colecio “Russia*
saias amplas, casacos bordados, mantés e turbantes
inspirados nos “Ballets Russes” Foi considerada re-
voluciondria e virou manchete no New York Times.

A dramaticidade espanhola e a admiracio por
Diego Velazquez (1599-1660) foram reveladas em
forma de boleros bordados com passamanarias e
vestidos de noiva pretos nos anos 1980.

O percurso tracado por Saint Laurent, que esta-
beleceu uma conexio direta com as artes, foi aberto
por Paul Poiret no inicio do século XX e manteve
a continuidade com diversos nomes da alta-costura:
Jacques Doucet, Elsa Schiaparelli, Sonia Delaunay,
Gabrielle Chanel, todos sob o impacto dos movi-
mentos da modernidade: surrealismo, dadaismo,
cubismo, futurismo, abstracionismo. A iniciativa se
intensificou entre os estilistas e artistas contempo-
raneos, e hoje os inumeros intercimbios, que nio
possuem fronteiras, sao inerentes ao mundo fashion.

Em 2002, Yves Saint Laurent se despediu da

moda. Faleceu em Paris em Junho de 2008.

2 Catalogo “L’Asie Révée d’ Yves Saint Laurent’, Les Musées Yves Saint Lau-
rent, Paris, sous la direction d Aurélie Samuel. Musée Yves Saint Laurent Pa-
ris, Edition Gallimard, Paris, 2018, p-73.



Rose Benedetti

Colar de latas, s/d

Colar de metal e desenho sobre papel
Tin necklace, n.d.

Metal necklace and drawing on paper
Colecio | Collection Rose Benedetti
Foto | Photo Fifi Tong

Rose Benedetti
Design

eferéncia no design de bijuterias e

acessorios de luxo no Brasil, Rose

Benedetti soma quase 50 anos de

carreira. Comecou a produzir na dé-

cada de 1970 e, nos anos 1980, fez
parte do Nucleo Paulista de Moda, que visava for-
talecer marcas brasileiras com trabalho autoral. En-
tre os designers do grupo, estavam também Gloéria
Coelho, Cl6 Orozco (1950-2013), Ana e George
Kauffman, entre outros.

O trabalho que a designer iniciou como um
hobby encantou as amigas e se expandiu pelo Bra-
sil. Ela credita o seu reconhecimento ao costureiro
Clodovil Hernandes (1937-2009), que lhe encarre-
gou de produzir bijoux para complementar os seus
looks. Foi assim que conquistou as editoras de moda
Costanza Pascolato e Regina Guerreiro, das revistas
Claudia e Vogue. Sua grande inspiracio foi sempre
Coco Chanel, pioneira em acrescentar bijuterias de
luxo em abundancia aos looks do dia.

Rose acabou chamando a atencao de Yves Saint
Laurent. Em 1975, foi a Paris a convite do estilis-
ta. O encontro resultou em uma parceria de licen-
ciamento da maison francesa para Rose reproduzir
as bijoux YSL. A colaboracio se estendeu por 15

anos e lhe rendeu um acervo de 400 pecas originais
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de colecoes iconicas do mestre, como a colecio de
bijuterias de moedas “O Marrocos de Delacroix”
(1978). Tudo era feito aqui. Eu ia para Paris, escolhia
junto com a marca os produtos e fazia idéntico no Brasil.

Convivi com todos os fornecedores da marca na Franca

e desenvolvi as mesmas técnicas no Brasil, tudo era apro-

vado por Monsieur Yves Saint Laurent, diz ela.

Hoje, Benedetti continua criando em seu atelié

em Sao Paulo, desenvolve pecas sur mesure e atua

como consultora para outras marcas brasileiras.
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Rose Benedetti

Colar de de medalhas, s/d

Colar de metal e desenhos sobre papel
Medal necklace, n.d.

Metal necklace and drawing on paper
Colecio | Collection Rose Benedetti
Foto | Photo Fifi Tong

Rose Benedetti

Pulseira azul e pulseira vermelha, s/d
metal, pedra e desenho sobre papel
Blue bracelet and red bracelet, n.d.
Metal, stone and drawing on paper
Colecio | Collection Rose Benedetti
Foto | Photo Fifi Tong



Alta-costura no Brasil

uando se fala da alta-costura bra-
sileira, hda um nome ou um “sim-
bolo” que surge de imediato: Dener
Pamplona de Abreu (1937-1978).
Considerado um dos pioneiros da
moda brasileira, foi o primeiro a comercializar o
seu nome em grife. Era um artista irreverente e mi-
didtico, o que colaborou para ele ter se transforma-
do em uma celebridade. Paraense de Soure, Ilha do
Marajo, debutou no mundo da moda, aos 13 anos,
na Casa Canadd, no Rio de Janeiro em 1948. Foi 14
onde aprendeu os seus segredos. A Casa, inaugu-
rada em 1935, era considerada a maior do ramo,
e foi dirigida por Mena Fiala por 35 anos, outro
personagem fundamental para o crescimento da
moda no pais. A Casa Canada atingiu seu auge nos
anos 1950-60, conhecidos como os “Anos Doura-
dos” do Brasil. Introduziu os desfiles de moda e do
prét-a-porter e era importadora da moda francesa.
A Casa vestiu mulheres elegantes do Brasil como a
mecenas da Belle Epoque da capital carioca, Laurin-
da Santos Lobo (1878-1946). Laurinda fazia a ponte
Brasil-Paris; reuniu nos seus saldes culturais — Salao
de Laurinda — no bairro de Santa Teresa, os Moder-
nistas da década de 1920, como a pintora Tarsila
do Amaral, o compositor Villa-Lobos e a bailarina
[sadora Duncan; ela patrocinava musicos e poetas.
Em 1954, Dener foi para Sio Paulo e abriu um

atelié: “Dener Alta-costura’, na Praca da Republica.

Lancou modas, valorizou a matéria-prima do pais e
fez as brasileiras deixarem de lado as marcas fran-
cesas, que se negava a copiar. Admirava o purismo
de Cristébal Balenciaga, a quem chamava de “papa”
e cuja couture teve a oportunidade de apreciar em
sua temporada parisiense. Disposto a fazer uma
moda genuina, virou estrela, capa de revista, perso-
nagem de TV e vivia cercado de personalidades da
cultura, do mundo empresarial e da politica. Tinha
entre suas clientes famosas as primeiras-damas Sa-
rah Kubitchek e Maria Teresa Goulart, e a fama do
couturier sé crescia.

Dener foi um dos costureiros que fez parte do
seleto grupo de criadores da Rhodia na década de
1960. Em 1965, casou-se com Maria Stella Splen-
dore, e tiveram dois filhos. Separou-se em 1969 e
em 1975 casou com a amiga Vera Helena. Nos anos
1970, lancou a sua autobiografia “Dener — O Luxo”
e também um livro bésico de corte e costura.

Os rumos da moda comecaram a mudar com a
expansdo do prét-a-porter. Dener queixou-se da
falta de apoio aos costureiros nacionais. Em seu li-
vro, questionou-se: Por que forco a alta-costura? Por-
que € o laboratorio da moda de um pais. A alta-costura
inspira os modelos, mexe a engrenagem de todo o mundo
da moda, lanca padroes, estilos. Nenhum pais tem moda

propria se ndo tiver uma excelente alta-costura.!

1 Abreu, Dener Pamplona de. “Dener — O Luxo”. 32 ed ver. Sao Paulo: Cosac Naif, 2007, p.110.
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Seu maior concorrente foi Clodovil Hernandes,

outro mestre da costura nacional. Outros nomes de
destaque foram: José Ronaldo, Guilherme Guima-
ries e Rui Spohr, que se aprimorou em Paris nos
anos 1950 ao lado de Christian Dior e Yves Saint
Laurent. Além deles, Conrado Segreto, que era fas-
cinado pelo luxo da moda francesa, modernizou a

alta-costura brasileira.

Dener Pamplona, campanha para a Rhodia, 1961
Dener Pamplona, campaign for Rhodia

Foto | Photo Otto Stupakoff

Instituto Moreira Salles



Fernanda Nadal —
atelié e escola de bordado

designer paranaense Fernanda Nadal
trabalha com bordados em pedraria
em seu atelié e escola desde 2002. As
amostras apresentadas foram espe-
cialmente criadas para a exposicdo. A
experiéncia do atelié de bordados disponibilizada aos
visitantes revela o bordado de Lunéville. A técnica,
herdada da alta-costura francesa, surgiu na cidade de
Lorraine, no Castelo de Lunéville, e remonta a pri-
meira metade do século XIX — 1810. A finalidade era
imitar as rendas de Veneza, de Flandres e Valéncia.

Minhas inspiracoes vém da técnica francesa de Luné-
ville (Point-de-Lunéville) com o meu toque de diferentes
estilos de bordados manuais, matérias e texturas. Para
mostrar ao publico as iniimeras possibilidades que o bor-
dado pode gerar na drea da moda, da decoracdo e da
arte— diz ela. Para criar os seus bordados, Fernanda
se inspira no cotidiano, na natureza e em pesquisas
de histéria da arte e da moda. Vejo o bordado como
uma forma de arte visual, onde as pecas sdo eternas, sem
me deter em tendéncias, acrescenta.

O bordado de Lunéville, que evoluiu com o uso
de uma agulha de crochet, é amplamente utiliza-
do pela Maison Lesage. A famosa casa francesa de
bordados é a continuacao da lendaria casa Micho-
net, fundada em 1868. A Maison Michonet acom-
panhou o préprio desenvolvimento da alta-costura

na Franca como fornecedora de pedidos especiais

da corte de Napoledo III, de teatros parisienses e
de grandes costureiros, entre eles: Charles Frédéric
Worth, Doucet, Paquin, Callot Soeurs. Foi compra-
da pelos pais do bordador Francois Lesage em 1924
e depois pela Chanel em 2002.

A reserva da Lesage —a maior cole¢io de bor-
dados artisticos do mundo — possui mais de 70.000
amostras de diferentes épocas—um patrimoénio
que percorre a histéria do bordado e da moda desde
o século dezenove, produzido por artesaos de exce-
léncia e bordados para costureiros como Madelei-
ne Vionnet, Elsa Schiaparelli, Cristobal Balenciaga,
Yves-Saint Laurent, Christian Lacroix, Christian
Dior e Chanel. O imenso acervo é uma espécie de
templo sagrado para os designers, que, frequente-
mente, o utilizam como fonte de inspiracao.

Fernanda Nadal é pés-graduada em Moda e Cul-
tura pela UEL (Universidade Estadual de Londri-
na) e especialista em Design de Calcados. Estudou
moda com Marie Rucki, estilista e diretora do Stu-
dio Bercot de Paris, e com a designer mineira Gloéria
Coelho, referéncia na moda brasileira; entre outros.
Além disso, tem formacdao em atelié de bordado na
Ecole Lesage em Paris. Referéncia mundial em bor-
dados para a alta-costura, a escola da Maison Lesage
foi criada por Francois Lesage em 1992 para trans-

mitir o seu savoir-faire. Hoje faz parte dos Ateliés
Métiers d’Art da Chanel.
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Fernanda Nadal

Bastidor russo com releitura de um bordado de 1925 de Jeanne Lanvin, 2020

Luneville, pedrarias, couro e fios (peca central Swarovski)

Russian embroidery frame with the remake of a 1925 embroidery by Jeanne Lanvin, 2020
Luneville embroidery, stones, leather and threads (Swarovski centerpiece)

Colecio | Collection Fernanda Nadal

Foto | Photo Fifi Tong




Fernanda Nadal

Vista da instalacdo

Installation view
Foto | Photo Fifi Tong
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dade nacional. A iniciativa, que par-
tiu da empresa francesa Rhodia, nos
anos 1960, foi capitaneada pelo publicitario italiano
Livio Rangan (1933-1984) e teve a parceria funda-
mental do ilustrador, figurinista e designer Alceu
Penna (1915-1980). O palco era a Fenit (Feira Na-
cional de Industria Téxtil), e o intuito era divulgar a
nova producio de fios e fibras sintéticas da empresa
através de shows-espeticulos ou desfiles-espetacu-
los, incrementados pela arte, danca, musica e teatro.
Os eventos nio s6 transformaram-se na maior atra-
cdo da feira como serviram para impulsiona-la. A
férmula, ja bastante difundida no cenario europeu,
foi um sucesso. As pecas histéricas com estampas
assinadas por artistas plasticos e criadas por gran-
des estilistas brasileiros compdem hoje a lendéria
colecio da Rhodia (79 pecas), doada ao MASP em
1972, e sao simbolos da moda nacional genuina.
A cultura brasileira vivia uma revolucio no perio-
do, com movimentos que propiciavam a liberdade

criativa. A estética tropicalista estava no auge, e o

artista Hélio Oiticica (1937-1980) era um dos expo-
entes: teve a sua instalacdo multissensorial “Tropi-  Foto comemorativa dos 50 anos da Rhodia no Brasil, 1969
calia” apresentada no Museu de Arte Moderna do Photo celebrating Khodia’s 0% anniversary i Bzt 156
Rio de Janeiro (MAM-R]J) em 1967. A obra-ambi-
éncia reuniu uma série de simbolos da cultura bra-
sileira e fez referéncia, ao mesmo tempo, as van-

guardas nacionais e internacionais, influenciando a
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Desfile da Rhodia, Sao Paulo, 1968
Acervo Alcantara Machado
Rhodia’s fashion show, Sdo Paulo, 1968
Alcantara Machado Collection

Foto | Photo Vassily Volvoc Filho/
Livio Rangan (Rhodia)

musica, o teatro e o cinema no Brasil. O impacto
foi tdo intenso que pouco tempo depois empresta-
ria o nome ao album lancado em 1968 por musicos
consagrados da época: Caetano Veloso, Gal Costa,
Gilberto Gil, Nara Ledo, os Mutantes, Tom Zé.

Os anos 1960 foram marcados por rupturas, e os
jovens estavam no cerne das transformacgdes. Lon-
dres vivia o seu esplendor com a rebelido dos swin-
gers e era o novo centro lancador de tendéncias, di-
tadas pelos Beatles e pelos Rolling Stones. A moda
de rua e o rock se alastraram pelo mundo. Em 1966,
a reportagem de capa da edicio de abril da revis-

ta Time cunhou o termo “swinging London” para

mostrar a revolucio cultural que acontecia na con-

servadora Inglaterra. A estilista Mary Quant lancou
os seus minivestidos, e Twiggy tornou-se mundial-
mente famosa como a modelo que definiu a estética
da época. A década de 1960 trouxe mudancas poli-
ticas e sociais, e o feminismo fincou a sua bandeira
com a revolucao sexual. O consumo de massa estava
declarado, e o advento da Pop art de Andy Warhol
virou cult.

O Brasil acompanhava a atmosfera vanguardista
e, na onda dessas novidades, a Rhodia viu a oportu-
nidade para sedimentar a moda nacional autoral, di-

vulgando ao mesmo tempo o trabalho dos ateliés de
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alta-costura e a arte contemporanea. A Pop art, a
arte concretista, neoconcretista, abstrata, 6ptica e
cinética estamparam as pecas lancadas nos shows-
desfiles. Rangan captou com maestria o espirito
inovador e buscou a nata do mundo artistico para
se engajar no projeto da empresa que mostrou de
forma inédita o Brasil criativo e as tematicas brasi-
leiras no pais e no exterior. Os estilistas Alceu Pen-
na (1915-1980), Dener Pamplona (1937-1978), José
Ronaldo (1933-1987), Jorge Farré, Ugo Castellana
(1928); e os artistas Aldemir Martins (1922-2006),
Alfredo Volpi (1896-1988), Antonio Bandeira (1922-
1967), Carlos Vergara (1941), Carmélio Cruz (1924),

— Préxima pagina | Next page
Vista da exposicdo

Exhibition view

Foto | Photo Fifi Tong

Fernando Martins (1911-1965), Genaro de Carvalho
(1926-1971), Glauco Rodrigues (1929-2004), Hércu-
les Barsotti (1914-2010), Nelson Leirner (1932-2020),
Tomoshige Kusuno (1935), Willys de Castro (1926-
1988), entre outros, formavam o time selecionado.

A Rhodia é uma empresa de origem francesa que
se instalou no Brasil em 1919 como inddustria qui-
mica. Hoje pertence ao grupo belga Solvay. A partir
dos anos 1950, iniciou a producio de fios e filamen-
tos sintéticos. Os desfiles-shows foram até 1971,
promoveram a alta-costura nacional e constituiram
um marco no cruzamento da moda com outras ex-

pressoes artisticas no Brasil.
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Aldemir Martins (1922-2006)
Designer da estampa
Pattern designer

Jorge Farré
Estilista
Stylist

Vestido curto trapézio, 1966

Trapeze short dress

Tecido bouclé Rhodosd

Bouclé fabric by Rhodosd

Acervo | Collection Museu de Arte de
Sao Paulo Assis Chateaubriand- M ASP
Doacio | Donated by Rhodia, 1972
MASP.03399

Foto | Photo Fifi Tong
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Fernando Martins (1911-1965)
Designer da estampa
Pattern designer

Alceu Penna (1915-1980)
Estilista
Stylist

Ugo Castellana (1928)
Estilista
Stylist

Macacio longo, Palazzo Pijama, 1968
Tecido musselina Rhodianyl

Long jumpsuit, Palazzo Pijama
Rhodianyl Muslim fabric

Acervo | Collection Museu de Arte de Siao Paulo
Assis Chateaubriand

Doacio | Donated by Rhodia, 1972
MASP.03349

Foto | Photo Fifi Tong
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Hércules Barsotti (1914-2010)
Designer da estampa
Pattern Designer

Alceu Penna (1915-1980)

Estilista

Stylist

Vestido longo (vestido coluna em camadas), 1966
Tela Rhodosa

Long dress (column dress in layers)

Fabric by Rhodosd de Rayon

Acervo | Collection Museu de Arte de Sao Paulo Assis Chateaubriand —
MASP

Doacio | Donated by Rhodia, 1972

MASP.03379

Foto | Photo Angela de Menezes Freitas

Hércules Barsotti (1914-2010)

Sem titulo, sem data | Untitled, n.d.

Nanquim sobre papel | Chinese ink on paper, 19,7 x 19,7 cm cada | each
Acervo | Collection Museu de Arte de Sao Paulo Assis Chateaubriand -
MASP

MASP.04041, MASP.04042
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Alceu Penna (1915-1980)

Vestido de noite, 1968

Evening dress

Grafite e tinta de caneta hidrografica, sobre tecido e papel

Pencil and pen on fabric and paper

Acervo | Collection Museu de Arte de Sao Paulo Assis Chateaubriand
Doagio | Donated by Ugo Castellana, 1998

MASP.04906

Foto | Photo Angela de Menezes Freitas
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Alceu Penna (1915-1980)

Palazzo Pijama, sem data

Grafite e tinta de caneta hidrografica, sobre tecido e papel

Pencil and pen on fabric and paper

Acervo | Collection Museu de Arte de Sio Paulo Assis Chateaubriand
Doagcio | Donated by Ugo Castellana, 1998

MASP.04907

Foto | Photo Angela de Menezes Freitas

100

Alceu Penna (1915-1980)

Vestido de noite, 1968

Evening dress

Grafite e tinta de caneta hidrografica, sobre tecido e papel

Pencil and pen on fabric and paper

Acervo | Collection Museu de Arte de Sdo Paulo Assis Chateaubriand
Doagio | Donated by Ugo Castellana, 1998

MASP.04906

Foto | Photo Angela de Menezes Freitas




Ivan Serpa (1923-1973)

Série Amazonia n? 12, 1968

Oleo sobre tela | Oil on canvas, 116 x 97 cm
Colecio | Collection Santander Brasil

Foto | Photo Fifi Tong
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Hércules Barsotti (1914-2010)

Sem titulo, s/d | Untitled, n.d.

Serigrafia colorida sobre papel | Color screenprint on paper, 69 x 69 cm
Colecio | Collection Santander Brasil

Foto | Photo Fifi Tong



Genaro de Carvalho (1926-1971)
Dois pdssaros mais plantas do trépico, s/d

Tapecaria em 14 e algodio, 165 x 226 cm
Two birds plus plants of the tropics, n.d.
Wool and cotton tapestry

Colecio | Collection Santander Brasil
Foto | Photo Fifi Tong
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Genaro de Carvalho (1926-1971)
Borboleta diurna e plantas da caatinga, s/d
Tapecaria em 14 natural, 96 x 124 x 2 cm
Day butterfly and plants of the caatinga, n.d.
Natural wool tapestry

Colecio | Collection Santander Brasil
Foto | Photo Fifi Tong




Zuzu Angel

stilista mineira nascida em Curvelo,
Zuzu Angel (1921-1976) é um icone
da moda genuina brasileira. Come-

cou costurando para a familia. Em

1943, casou-se com o canadense Nor-
man Angel Jones, com quem teve trés filhos: Stuart,
Ana Cristina e Hildegard. Morando no Rio de janei-
ro, a partir de 1946, destacou-se na sociedade cario-
ca, conquistou a primeira-dama, Sara Kubitschek
(1908-1996) e logo comecou a vestir atrizes inter-
nacionais como a estrela hollywoodiana Yvonne de
Carlo (1922-2007). Foi pioneira em usar temas da

cultura nacional: cangaceiros, baianas, flores e papa-
gaios. “Eu sou a moda brasileira’ dizia ela. As pecas,
estampadas e feitas de algodao brasileiro, remetiam
a personagens famosos: Lampiio — Virgulino Fer-
reira da Silva (1897-1938) —e Maria Bonita — Ma-

ria Gomes de Oliveira (1911-1938) —, cangaceiros

Modelo vestindo conjunto calca e blusa estampada em desfile da

colegio International Dateline Collection, 1971 nordestinos, ou a cantora e atriz Carmen Miran-
Model wearing patterned pants and blouse set at the International . . .
Dateline Collection fashion show, 1971 da ( 1909-195 5) Eram ainda enrlqueCIdaS com ele-

Acervo | Collection Instituto Zuzu Angel/ Museu da Moda
mentos elegantes do artesanato local: rendas, bor-

dados, pedras semipreciosas e conchas. Criativa e
transgressora, Zuzu ousou ao se lancar na brasilida-
de quando o estilo importado predominava no pais.
Em 1971, lancou colecao na Bergdorf Goodman, em

Nova York. As criacdes da designer, que prezava pela

legltlmldade com um eStﬂO hl p Pl e Chl C encantaram Modelo da International Dateline Colletion I com pegas genuinamente

brasileiras inspiradas em Lampido e Maria Bonita, déc. 1970

as americanas e eram Vendidas nas 10] as de departa— Model of the International Dateline Colletion I with genuine Brazilian pieces
. . , s inspired by Lampido and Maria Bonita, 1970s
mento mais elegantes: Saks, Bloomingdale’'s e Macy’s.  Acervo | Collection Instituto Zuzu Angel/ Museu da Moda
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Lino Villaventura

SPFW N46, 2018

Modelo | Model Vivi Orth

Foto | Photo Zé Takahashi/Agéncia Fotosite

110

SPIFW—

Sao Paulo Fashion Week

SPFW comemorou 25 anos em 2020.
O evento de moda mais importante da
América Latina e o quarto no mundo
é comandado pelo empresirio Paulo
Borges. A pluralidade define a fashion
week de Sao Paulo, que ja lancou virios estilistas e
modelos, protagonizou espeticulos memoriveis e
proporcionou visibilidade mundial a criacdo e a in-
dustria téxtil brasileira.

A primeira edicdo, em 1996, foi nomeada Mo-
rumbi Fashion e apenas a partir de 2001 o evento
mudou o nome para Siao Paulo Fashion Week. As
apresentacdes ja foram prestigiadas por personali-
dades de peso que circulam pelas semanas de Lon-

dres, Milao, Nova York e Paris.

Ao longo desses anos, os estilistas que despon-
taram e/ou se projetaram nas passarelas da SPFW
sao: Alexandre Herchcovitch, Fause Haten, Isabe-
la Capeto, Jum Nakao, Lino Villaventura, Lorenzo
Merlino, Marcelo Sommer, Ronaldo Fraga, Walter
Rodrigues; e, mais recentemente, em 2019, Isaac Sil-
va, entre tantos outros. Dos designers da década de
1980, ha Gloéria Coelho e Reinaldo Lourenco e, bem
como Cl6 Orozco (1950-2013), da Huis Clos. Pedro
Lourenco, filho de Gléria e Reinaldo, apresentou
a primeira cole¢io aos 13 anos e, aos 19, debutou
na fashion week de Paris, chamando a atencao do
mercado externo. Ainda, a marca Osklen, de Oskar
Metsavaht, comecou a fazer parte do evento em

2003 e é pioneira no socioambientalismo. Entre as



Alexandre Herchcovitch

SPFW, 2016

Modelo | Model Mari Calazans

Foto | Photo Z¢é Takahashi/Agéncia Fotosite

modelos que ganharam notoriedade internacional
estdo: Alessandra Ambrésio, Carol Trentini, Gisele
Biindchen, Isabeli Fontana, Lais Ribeiro, Lea T, Ra-
quel Zimmermann, Shirley Mallmann e Valentina
Sampaio. Valentina estreou na SPFW N42 e foi a
primeira modelo trans a ser capa da Vogue Paris, na
edicio de marco/2017.

Em 2017, na SPFW N43, a novidade foi o lan-
camento do Projeto Estufa, que visa buscar didlogos
e reflexdes sobre o desenvolvimento de iniciativas
que irdo pautar o futuro dos negdcios criativos, ten-
do estes como pilares fundamentais: sustentabilida-
de, tecnologia, design, responsabilidade social, con-
sumo, novos materiais e identidade. E um estimulo
para jovens criadores.

Num cendrio cada vez mais desafiador, Paulo
Borges, que é um dos grandes responsaveis pelo
desenvolvimento e profissionalismo do mercado
de moda, conta sempre com a reinvencao. Credi-
ta ao ambiente multicultural, alegre e criativo dos
artesdos e designers o interesse crescente pela moda
nacional. Propde constantemente novos formatos
para o evento; faz parcerias; estimula a diversidade,
a inclusdo, as relacdes sociais e o empreendedoris-
mo. Tudo isso, sem se descuidar de praticas susten-
taveis, para a manutencao de um trabalho engajado e
especializado hoje e no futuro, ja que a fashion week
é o maior conector da cadeia produtiva, criativa e
econdmica. O setor téxtil e de confec¢do brasileiro
movimentou entre 2018 e 2019 cerca de US$ 50 bi-
Ihdes/ano e é o segundo maior gerador do primei-
ro emprego. O Brasil possui a maior cadeia téxtil
completa do Ocidente, que engloba desde a produ-
cao das fibras, como a plantacio de algodio, até os
desfiles de moda, além das fiacoes, tecelagens, be-
neficiadoras, confec¢des e varejo, segundo dados de

2019 da Associacao Brasileira da Industria Téxtil e
de Confeccio (Abit).
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Ronaldo Fraga

SPFW, 2016

Modelo | Model Malu Bortoloni

Foto | Photo Z¢é Takahashi/Agéncia Fotosite




Alessandra Affonso Ferreira

Sketchbook 2 — Ensaios do desenho Pantanal, 2019
Desenho e aquarela sobre papel | Drawing and watercolor on paper

Colecio | Collection Sissa
Foto | Photo Fifi Tong
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Alessandra Affonso Ferreira

Sketchbook 1 — Memdria da viagem de pesquisa, 2019
Tecido, papel e fotografia | Fabric, paper and photograph

Colecio | Collection Sissa
Foto | Photo Fifi Tong
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SISSA -

Alessandra Affonso Ferreira

ISSA é uma marca de moda autoral que
mistura o repertério particular de sua
fundadora e diretora criativa, Alessan-

dra Affonso Ferreira, a uma visio con-

temporanea global da moda.

Alessandra cresceu no Nordeste (Maranhdo e
Bahia), é arquiteta de formacdo e graduada em De-
sign Téxtil na Chelsea College of Arts, em Londres.
Filha de miae inglesa e pai paulista, Alessandra inspi-
ra-se no Brasil e em suas andancas por diversos pai-
ses. Todas as estampas da SISSA sdo pintadas a mao,
as aquarelas sao impressas nos tecidos com técnicas
de silkscreen ou impressao digital, e os protétipos
desenvolvidos artesanalmente. O seu processo cria-
tivo vem de dlbuns de familia e memorias afetivas,
da riqueza e da natureza do Brasil. Para mim inspira-
¢do vem de tudo quanto € canto, diz ela.

Em 2016, iniciou com o artesao e teceldo cario-
ca Renato Imbroisi o Projeto Muquém, no sul de
Minas Gerais, reciclando todo o residuo téxtil de
seu atelié para criar novos produtos. O projeto sus-
tentavel, sob a coordenacao de Imbroisi — pioneiro
em unir artesanato e design, com mais de duzentos
trabalhos realizados pelo Brasil—é desenvolvido
com a comunidade de mulheres de baixa renda de
Muquém, bairro rural do municipio de Carvalhos.
A sobra da producio é separada por cores e envia-
da a Minas Gerais, onde as mulheres produzem um
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novo tecido, usando teares manuais de mais de 200
anos. Desde que o projeto nasceu, ja foram produ-
zidos mais de 1.600 metros de tecido. Totalmente
handmade, um pedaco nunca é igual a outro, e é as-
sim que os novos produtos sdo criados com um es-
tilo original pautado pela sustentabilidade.

Vista da exposicao
Exhibition view
Foto | Photo Fifi Tong
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Jum Nakao

Corselet de papel — tiras / A costura do invisivel, 2004
Paper corselet — strips / Sewing the invisible

Colegio | Collection Jum Nakao

Foto | Photo Fifi Tong
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Jum Nakao -
a costura
do invisivel

um Nakao é designer e diretor de criagio

e um dos grandes nomes da SPFW. Neto

de japoneses, Jum abriu o seu atelié em Sio

Paulo nos anos 1997 e desde 2004 atua em

diferentes campos: design de espacos, mo-

bilidrio, cenografia, espetaculos, figurinos, instala-

coes, exposicoes, workshops e publicacoes de livros.

Conhecido no mundo todo, Nakao é um mestre em

conciliar a tecnologia digital com o savoir-faire de
pecas feitas a mio.

Ha dezessete anos, protagonizou uma de suas

apresentacdes mais emblemadticas, que viria a ser

chamada de o “desfile da década” O memoravel

desfile operou sob os mais rigidos moldes da alta-

costura: empregou 700 horas de trabalho com mo-
delos confeccionados com meia tonelada de papel
vegetal de diferentes gramaturas, reproduzindo
rendas e brocados em pecas desfiladas em uma
passarela de sonho.

O designer chocou a plateia presente quando,
ao final do evento, as modelos rasgaram todas as
roupas. Num impeto, o publico comecou a reco-
lher os vestidos aos pedacos como se juntassem
um sonho destruido.

A performance, hoje, ressurge mais atual do que
nunca, mediante o panorama de incertezas que se
vive. Propicia uma reflexao profunda sobre a efe-
meridade do vestir, o mundo dos sonhos, dos de-
sejos, questionando os excessos, os limites de uma
producao sustentavel, e revalorizando o fazer ar-
tesanal, impregnado de histéria.

Nakao, por sua vez, segue buscando inspiracio
no cotidiano, conectando pessoas através de novas
experiéncias que unem a arte, o design, a tecnolo-
gia e o prazer de criar, tentando sempre tornar o

invisivel, visivel.



Glaucia Froes-
Plural
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diretora de estilo da marca mineira

Plural, criada em 2006, em Belo Ho-

rizonte/ MG, aposta que, no futuro,

a roupa saird de uma impressora 3D

e que a moda dependera da tecnolo-
gia para sobreviver. Em 2017, apresentou, no Minas
Trend, as primeiras criagdes com o uso deste recur-
so. As pecas foram desenvolvidas na capital mineira
em parceria com a empresa 3D Lopes. O engenheiro
Daniel Lopes inovou e produziu um tecido malea-
vel para dar movimento as roupas. A inspiracio de
Glaucia veio dos cobogds — tijolos vazados, difundi-
dos na década de 1950 pelo arquiteto modernista Lu-
cio Costa (1902-1998)—, e as pecas foram construidas
artesanalmente com a equipe da Plural: a estilista Le-
ticia Ledo (na direcdo de estilo) e o designer Thiago
Froes. A iniciativa partiu da Federacao das Industrias
do Estado de Minas Gerais (FIEMG) com o intuito
de incentivar novos meios de produzir moda.

A arte estd sempre no radar da estilista, que des-
creve suas criacdes como contemporineas e moder-
nas. Movimentos estéticos como o construtivismo,
o concretismo e o abstracionismo tém a preferén-
cia da Plural. Conforto é essencial para Glaucia. Em
2017, a colecao de verao traduziu a forca das mulhe-
res que lutam pela equidade de género, pela liberda-
de, e buscam um estilo descomplicado.

Para o outono-inverno 2019, o trabalho da ce-
ramista e designer industrial americana de origem
hiingara Eva Striker Zeisel (1906-2011) guiou o tra-
balho de Glaucia—“Formas de Eva” Zeisel também
usou as formas do corpo humano para se inspirar,
além das abstracoes do mundo natural e das rela-
coes humanas.

Engajada em causas que visam frear o consumo,
diminuir os residuos e evitar o desperdicio, a Plu-
ral faz doacdes frequentes a entidades beneficentes

e parcerias colaborativas com jovens designers.
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Glaucia Froes

Vestido, saia e top, 2017

Tecido impressio 3D

Skirt and top

3D printing fabric

Colecio | Collection Glaucia Froes
Foto | Photo Fifi Tong



Jum Nakao
Vestido de papel —leque / A costura do invisivel, 2004

Paper Dress — Fan / Sewing the invisible
Colegio | Collection Jum Nakao
Foto | Photo Sandra Bordin

O futuro
da moda

4 muitas incertezas sobre os rumos
da moda. Porém, como expressio
cultural, comportamental e criati-

va, a moda vem se adaptando aos

novos tempos e aponta caminhos
por mais sustentabilidade: o uso do upcycling, a va-
lorizacao do produto local e artesanal e o emprego
da tecnologia 3D.

A inddtstria téxtil no Brasil também acelerou a
producao de fios e tecidos tecnolédgicos, antivirais
e antibacterianos, e dos fios téxteis funcionais, bio-
degradaveis e sustentdveis. A Rhodia, por exemplo,
lancou, em 2020, 0o Amni® Virus-Bac OFF — contra
a acao de virus e bactérias.

O Brasil é o quarto maior produtor de algodao do
mundo, e,em 2020, a Associacao Brasileira dos Produ-
tores de Algodio (ABRAPA) promoveu o Programa
Algodao Brasileiro Responsével (ABR) — certificado
pela ONG Suica Better Cotton Initiative (BCI) — para
as Unidades de Beneficiamento de Algodao (UBA).
Com ele, a trajetéria de uma roupa de algodao sera po-
tencialmente rastreavel de ponta a ponta.

Além disso, é brasileiro o melhor fio de seda do
mundo, e o Parand é um importante polo de produ-
cdo de seda organica, utilizada por marcas brasilei-
ras e desejada por grandes nomes da alta-costura na

Franca, Italia, Suica e Japio.

16

O estimulo a producio nas comunidades que tra-
balham com técnicas herdadas ha centenas de anos,
como a tecelagem manual em tear, os bordados, o
couro, a renda de bilro, a 12 e a palha, tem trazido
mais visibilidade aos artesiaos, valorizando diferen-
tes processos criativos.

A crise sanitaria impos, pela primeira vez, as se-
manas de moda internacionais e nacionais 2020/21,
eventos totalmente digitais. Assim, a sétima arte
mostrou-se como uma grande aliada para substituir
a experiéncia emocional dos desfiles e trazer ao pu-
blico o minucioso trabalho de criacao dos ateliés.

Houve ainda um aumento do uso de aplicativos
e jogos digitais como meio de divulgacio, entrete-
nimento e vendas. O mundo dos avatares digitais
avanca. Cresce o numero das inovadoras platafor-
mas de contacteless fashion (moda sem contato), que
oferecem looks somente virtuais especificos para
fotografias e postagem nas redes: sem distin¢ao de
género, tamanho, expedicao ou desperdicio.

O desfile ao vivo, entretanto, é um meio de ex-
pressiao essencial para muitos designers. O phygital—
unido dos dois meios — surge, portanto, como a nova
ordem. Por fim, a soma de novas tecnologias, do de-
sign arrojado e a valorizacao dos artesios e de acdes
sustentdveis que garantam a preservaciao do planeta

ja podera assegurar o comec¢o de uma nova era.
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Jum Nakao

Vestido de papel —rostos / A costura do invisivel, 2004
Paper Dress — Faces / Sewing the invisible

Colegdo | Collection Jum Nakao

Foto | Photo Sandra Bordin



Linha do
tempo

ARTS AND CRAFTS....

Place Vendome

Eldorado da moda parisiense na primeira
metade do século XIX. O inglés Charles
Frederick Worth abriu o caminho

para o surgimento dos ateliés de alta-
costura. Inaugurou o seu saldo “Worth &
Bobergh” em 1857 na rue de la Paix com

o comerciante de sedas sueco Otto Gustav
Bobergh. Conquistou a Imperatriz Eugénia
e a corte de Napoledo III. Criou o métier
de manequim. Worth contribuiu para

a formacio da “Chambre syndicale de la
confection et de la couture pour dames et
fillettes” em 1868, que estruturou e regulou
o trabalho artesanal sob medida e precedeu
o nascimento da “Chambre syndicale de la
couture parisienne” em 1910.

Place Vendome

Eldorado of Parisian fashion in the first half of
the 19" century. Englishman Charles Frederick
Worth paved the way for the creation of the
haute couture houses. He opened his salon
“Worth & Bobergh” in 1857 on rue de la Paix,
with the Swedish silk merchant Otto Gustav
Bobergh, and allured Empress Eugénie and

the court of Napoleon IIL. He created the job of
model. Worth contributed to the formation of
the “Chambre syndicale de la confection et de la
couture pour dames et fillettes” in 1868, which
structured and regulated bespoke craftwork and
preceded the birth of the “Chambre syndicale de
la couture parisienne” in 1910.

Jugenstil—Secessdo, Viena, 1890 «¢«..+
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IMPRESSIONISMO....

Belle Epoque e Art Nouveau
(1890-1914) Periodo de grandes

inovacdes. Era da beleza. O corset/

espartilho era a peca essencial do
guarda-roupa feminino, deixando
o corpo em uma forma de “S”—
definindo a chamada “mulher flor”
Predominio de formas organicas

e da feminilidade. Surgimento
dos“Grands Magasins” Paris era
referéncia de moda e cultura.

Gustav Klimt e Emilie Floge,
(Heinrich Boéhler), 1909

Sarah Bernhardt (Félix Nadar), c. 1864,

Belle Epoque and Art Nouveau
(1890-1914) Period of great
innovations. The beauty age. The
corset, which left the body in an “S”
shape— defining the so-called “flower
woman’—, was an essential part of
the female wardrobe. Predominance
of organic forms and femininity.
Emergence of the Grands Magasins.
Paris was a reference for fashion
and culture.

ART NOUVEAU....

Japonismo

Na metade do século XIX, apds
duzentos anos de uma politica
isolacionista, o Japdo virou febre, e
a onda do “japonismo” entrou em
voga, alimentando o imaginario

de artistas e costureiros. Em 1867,
durante a Exposicao Universal

de Paris, os europeus ficaram
fascinados pelas mulheres
japonesas com os seus sofisticados
quimonos, que foram introduzidos
na alta-costura por Paul Poiret e
inspiraram geracdes de criadores
como o espanhol Mariano
Fortuny.

Alfred Stevens, La Parisienne, 1872

Japonisme

In the middle of the 19" century, after
two hundred years of an isolationist
policy, Japan became a fever, and

the wave of “Japonisme” came into
vogue, feeding the imagination of
artists and couturiers. In 1867, during
the Universal Exhibition in Paris,
Europeans got fascinated by Japanese
women with their sophisticated
kimonos, which were introduced in
haute couture by Paul Poiret and
inspired generations of designers

such as Spaniard Mariano Fortuny.

1900

FAUVISMO....

Condessa de Greffulhe

Rainha dos Saldes do Faubourg
Saint-Germain, entre a Belle
Epoque e os anos 1920, Elisabeth
de Caraman-Chimay (1860-
1952) exerceu grande fascinio
em escritores, musicos e artistas.
Foi eternizada por Marcel Proust
(1871-1922) no papel da duquesa
de Guermantes no romance

“Em Busca do Tempo Perdido”
(1913-1927). Usava uma moda
pensada para causar, vestindo os
maiores costureiros da época.

Countess Greffulhe

Queen of the Salons of Faubourg
Saint-Germain, between the Belle
Epoque and the 1920, Elisabeth
de Caraman-Chimay (1860-1952)
fascinated writers, musicians and
artists. She was immortalized

by Marcel Proust (1871-1922) as
the Duchess of Guermantes in
the legendary novel “In Search of
Lost Time” (1913-1927). She chose
a fashion intended to impress,
wearing the greatest couturiers
of her time.

“Les Demoiselles d’Avignon’, Pablo Picasso, 1907

..... | 1910

CUBISMO....
FUTURISMO..

ABSTRACIONISMO

Madeleine Vionnet

Foi uma das primeiras mulheres a
defender que as roupas deveriam
se adequar ao corpo de quem as
vestisse. Estagiou na casa inglesa
Kate Reilly. Depois de trabalhar
para a casa Callot Soeurs, dirigiu
o atelié de Doucet. Inaugurou
seu saldo em 1912. Inspirava-se
na estatudria grega para criar e
se destacou entre os anos 1920-
30 pelos drapeados e o corte
enviesado. Rejeitou o espartilho
e usou costuras diagonais para
obter formas simples com
bastante movimento.

Madeleine Vionnet

She was one of the first women

to defend that the clothes should
suit the body of those who wore
them. She was a trainee at the
English house Kate Reilly and,
after working for the Callot Soeurs
House, she was the director of
Doucet’s studio. Vionnet opened her
salon in 1912. Her creations were
inspired by the Greek statuary, and,
between the 1920s and 1930s, she
stood out for her drapes and bias
cut. She rejected the corset and used
diagonal seams to form simple
shapes with a lot of movement.

EXPRESSIONISMO....

Paul Poiret

Pré-modernista conhecido
como o “Rei da moda’, libertou
a mulher dos espartilhos,

promovendo trajes estilo Imperio.

Ficou famoso pelas roupas
exdticas com cores fortes e pelo
design que lembrava os bazares
orientais. Vestiu atrizes como
Sarah Bernhardt e Réjane e
personalidades como a Condessa
de Greffulhe, a colecionadora

de arte Peggy Guggenheim e a
pintora Tarsila do Amaral.

Paul Poiret

Pre-modernist known as the “King
of fashion) he freed women from
the corsets, promoting the Empire
style outfits. He became famous for
his exotic clothes with strong colors
and for the design that resembled
the oriental bazaars. He dressed
actresses like Sarah Bernhardt

and Réjane and personalities such
as the Countess Greffulhe, the art
collector Peggy Guggenheim and
the painter Tarsila do Amaral.

Tarsila do Amaral, Galerie Percier, 1926
Paris. Revista Para todos

seenee As sufragistas: voto feminino na Inglaterra, 1912

Mariano Fortuny
Desenvolveu o préprio método
de estamparia, estudando antigas
técnicas de alquimia e corantes
vegetais. Produziu capas de
veludo inspiradas nos quimonos.
Criou os lencos “Knossos” e

o vestido “Delphos’, em 1908,
baseado na escultura grega. Suas
roupas enfatizaram o corpo da
mulher em movimento, sendo
cobicadas por bailarinas como
Isadora Duncan e pelas atrizes
Eleonora Duse e Emilienne
D’Alencon. Ele vestiu as
mecenas Marquesa Casati e a
Condessa de Greffulhe. Léon
Bakst reinterpretou o “Delphos”
para criar os figurinos dos balés
gregos para os “Ballets Russes”.

Vestido Delphos, ca. 1920

Mariano Fortuny

He developed his own stamping
method, studying ancient
techniques of alchemy and vegetable
dyes. Fortuny produced velvet
capes inspired by the kimonos. He
created the “Knossos” scarf and

the “Delphos” dress in 1908, based
on Greek sculpture. His clothes
emphasized the woman’s body in
motion, and attracted the desire of
dancers such as Isadora Duncan
and the actresses Eleonora Duse
and Emilienne D’Alencon. Fortuny
dressed the patroness Marquise
Casati and the Countess of
Greffulhe. Léon Bakst reinterpreted
the “Delphos” to create the Greek
ballet costumes for the Ballets
Russes Company. Fortuny’s pleats
also influenced Issey Miyake.

Gabrielle Chanel
Independente, elegante e
perspicaz, soube fazer dos
acontecimentos de sua vida uma
fonte de inspira¢do. Alinhou a
sua moda a rigidez do pés-guerra.
Critica voraz dos costumes,
Chanel captou as mudangas
sociais quando a mulher assumiu
um novo papel e precisava
trabalhar. Criou roupas mais
esportivas. A simplicidade e a
funcionalidade permearam seus
modelos. Em 1926, transformou
o vestido preto no essencial do
estilo chique. O tailleur de tweed
é o maior classico da Maison
Chanel. Mademoiselle continua
sendo o simbolo do moderno.

CONSTRUTIVISMO....

Coco Chanel e Dmitri Pavlovich da Russia, 1920

Gabrielle Chanel

Independent, elegant and astute,
she knew how to make the events
of her life a source of inspiration.
She aligned her fashion with the
post-war austerity. Severe critic of
customs, Chanel figured out the
social changes when women took
on a new role and needed to work.
She created more sporty clothes.
Simplicity and functionality
pervaded her models. In 1926, she
transformed the black dress into the
essential of the chic style. The tweed
jacket is Maison Chanel’s greatest
classic. Mademoiselle remains the
symbol of the modern.

Ballets Russes

A companhia de danca comandada
pelo empresirio Sergei Diaghilev
(1872-1929) exerceu um papel
revolucionario no inicio do século
XX, promovendo colaboracdes
artisticas inéditas entre jovens de
vanguarda de diferentes campos: os
compositores Stravinsky, Debussy
e Ravel; os coredgrafos Fokine

e Nijinsky; os artistas Alexandre
Benois, Jean Cocteau, Pablo Picasso
e Natalia Goncharova; o figurinista
Léon Bakst e a estilista Coco Chanel
também estavam entre eles. Fokine,
Nijinsky e inclusive Bakst foram
fortemente influenciados pelos
movimentos livres de Isadora Duncan.

|sadora Duncan (Arnold Genthe)

Ballets Russes

The dance company led by businessman
Sergei Diaghilev (1872-1929) played

a revolutionary role in the early 20"
century, promoting unprecedented artistic
collaborations among young people

at the forefront of different fields: the
composers Stravinsky, Debussy and Ravel;
choreographers Fokine and Nijinsky;
artists Alexandre Benois, Jean Cocteau,
Pablo Picasso and Natalia Goncharova;
costume designer Léon Bakst and stylist
Coco Chanel were also among them.
Fokine, Nijinsky and even Bakst were
strongly influenced by Isadora Duncan’s
free movements: their idea was to create
costumes that would give dancers more
natural expression of their body.

...... 1919-1933

Bauhaus,

Bailarinas russas

A temporada dos “Ballets Russes”
em Paris, além de influenciar a
moda, despertou uma adorac¢io
pelas bailarinas russas. Na moda,
a influéncia de Anna Pavlova
(1881-1931) e Tamara Karsavina
(1885-1978) foi evidente. Olga
Koklova (1891-1955), membro
da Companhia de Diaghilev,

foi uma das primeiras musas
artisticas de Picasso, com quem
ela se casou em 1918.

Olga Koklova

Russian Dancers

The season of the “Ballets Russes” in
Paris, besides influencing fashion,
sparked a love for Russian dancers.
In the fashion field, the influence
of Anna Pavlova (1881-1931) and
Tamara Karsavina (1885-1978) was
evident. Olga Koklova (1891-1955),
a member of Diaghilev’s Company,
was one of the first artistic muses of
Picasso, whom she married in 1918.
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Natalia Goncharova

A pintora assumiu um papel de
lider nas vanguardas russas apds a
sua exposicio solo em Moscou em
1913. Mudou-se para Paris com o
companheiro e parceiro, o artista
Mikhail Larionov (1881-1964), e
comecou a desenhar figurinos e
cendrios para os “Ballets Russes”.
Goncharova fez incursdes em
diferentes territérios e movimentos
nas artes: cubismo, futurismo,
raionismo (estilo de arte abstrata
desenvolvido por Goncharova e
Larionovem 1911) e primitivismo.
Suas experimentacdes incluiram:
filmes, design de livros, pintura
litdrgica, téxteis e performances.
Desfilou pelas ruas de Moscou
exibindo body art futurista, com o
rosto pintado. Desenhou para casas
de moda em Paris e na Russia.

Natalia Goncharova

This painter took a leading role in the
Russian avant-garde after her solo
exhibition in Moscow in 1913. She
moved to Paris with her companion
and partner, artist Mikhail Larionov
(1881-1964), and started to design
costumes and sets for the “Ballets
Russes” Goncharova made inroads in
different territories and movements
within the arts: Cubism, Futurism,
Rayonism (abstract art style developed
by Goncharova and Larionov

in 1911) and Primitivism. Her
experiments included films, book
design, liturgical painting, textiles and
performances. Natalia walked through
the streets of Moscow exhibiting
futuristic body art with a painted face.
She designed for fashion houses in
Paris and in Russia.

Semana de Arte Moderna, 1922 ..... .

Misia Sert

Esséncia da mulher da Belle
Epoque, conhecida como a
“Rainha de Paris’, era pianista e
apaixonada pela vida mundana.
Acolheu saldes memoraveis. Foi
uma das mulheres mais liberais
de sua época e mecenas de vérios
dos mais proeminentes escritores,
pintores e musicos da virada do
século XX. Foi retratada por
inumeros artistas e caracterizada
como a Princesa Yourbeletieff
na literatura de Proust—“Em
Busca do Tempo Perdido” Foi
confidente do empresério

Sergei Diaghilev e uma de suas
patrocinadoras. Era amiga
intima de Coco Chanel.

Misia Sert

Essence of the Belle Epoque woman,
known as the “Queen of Paris,

a pianist who was passionate

about worldly life. Misia hosted
memorable salons. She was one of
the most liberal women of her time
and patroness of several of the
most prominent writers, painters
and musicians at the turn of the
20™ century. Sert was portrayed by
countless artists and characterized
as Princess Yourbeletieff in Proust’s
literature—"In Search of Lost Time”
She was a confidant of businessman
Sergei Diaghilev and one of his
sponsors, besides being a close
friend of Coco Chanel.

Sonia Delaunay

Foi através dos téxteis que a
artista ucraniana Sonia Delaunay
se destacou para unificar as
diversas artes. Em 1905, sua

casa em Paris jd era ponto de
encontro das vanguardas russas.
Inaugurou a primeira loja de
moda e design, a Casa Sonia, em
Madrid, no periodo entreguerras.
Sonia e o pintor Robert
Delaunay, seu marido, criaram
uma teoria de contrastes de cores
simultaneas, chamada “simultané’,
que culminou na abertura da
Boutique Simultané, um espaco
temporario na ponte Alexandre
III em Paris por ocasido da
Exposicio Internacional das
Artes Decorativas, em 1925.

Sonia Delaunay
It was through textiles that
Ukrainian artist Sonia Delaunay
stood out and unified the different
arts. In 1905, her home in Paris
was already a meeting point for
the Russian avant-garde. She
launched the first fashion and
design store, Casa Sonia, in Madrid,
in the interwar period. Sonia
and the painter Robert Delaunay,
her husband, created a theory of
simultaneous color contrasts, called
“simultané, which culminated in the
opening of “Boutique Simultané,
a temporary store on Alexandre III
bridge in Paris on the occasion
of the Universal Exhibition of
Modern Decorative and Industrial
Arts, in 1925.

Gerda Wegener

Mulher a frente do seu tempo,
a pintora e ilustradora Gerda
Wegener revolucionou a forma
como as mulheres sio retratadas
na arte. Pintou mulheres fortes
com admiracio e identificacio.
Foi também a primeira a
questionar as construcgdes de
género. Seu marido, Einar
Wegener (Lili Elbe), foi tido
como o primeiro transgénero

a passar por uma cirurgia de
mudanca de sexo. Gerda realizou
ilustracdes para a Vogue e La
Vie Parisienne. Na Exposicio
Internacional das Artes
Decorativas de Paris, em 1925,
arrebatou duas medalhas de
ouro e uma de bronze pelo

seu trabalho.

Gerda Wegener

Woman ahead of her time, painter
and illustrator Gerda Wegener
revolutionized the way women

were portrayed in art. She painted
strong women with admiration

and identification. She was also the
first to question the constructions

of gender. Her husband, Einar
Wegener (Lili Elbe), is considered the
first transgender to undergo a sex
change surgery. Gerda illustrated
for Vogue and La Vie Parisienne.
At the 1925 International Exhibition
of Modern Decorative and Industrial
Arts in Paris, she won one bronze
and two gold medals for her work.

ART DECO....

Art Déco

Auge no entre guerras, durante

a Exposicio Internacional das
Artes Decorativas de Paris — 1925
em Paris. Manifestou-se nas

artes plasticas, na arquitetura, no
design, nos téxteis, no cinema, na
fotografia, na moda, na joalheria
e na publicidade. Formas
geométricas contrapuseram

as organicas. Inspiragio:
orientalismo, animais e flores

da China e do Japao, Egito; artes
mexicanas, africanas e persas,
bem como motivos tradicionais
russos.

LLe miroir rouge - Mlle Spinelly, Georges Lepape

Art Deco

Peak in the interwar period, during
the International Exhibition of
Modern Decorative and Industrial
Arts —1925 in Paris. It left its mark

in the visual arts, architecture, design,
textiles, cinema, photography, fashion,

jewelry and advertising. Geometric
shapes contrasted with organic ones.
Inspiration: orientalism, animals
and flowers from China and Japan,
Egypt; Mexican, African and
Persian arts, as well as traditional
Russian motifs.

Anos loucos
“Enlouquecer para esquecer”.
Paris é uma festa ao som do
jazz e do Charleston. Josephine
Baker conquistou Paris com o
espeticulo La Revue Negre. A
atriz Louise Brooks encarnou
o estilo garconne imortalizado
por Chanel. Brooks é o simbolo
das “melindrosas” As feministas
intensificam a luta pelos direitos
das mulheres.

Josephine Baker

Crazy years
“‘Get dizzy to forget” Paris is a
moveable feast to the sound of jazz
and Charleston. Josephine Baker
conquered Paris with the show

La Revue Negre. Actress Louise
Brooks embodied the garconne style,

immortalized by Chanel. Brooks is the

symbol of the “Flappers”. Feminists
step up the fight for women’s rights.

SURREALISMO....

Peggy Guggenheim

A colecionadora Peggy G. chegou a Paris
nos anos 1920 e conheceu inimeros
artistas de vanguarda. Abriu a 12 galeria
em Londres em 1938. Marcel Duchamp
foi seu conselheiro e a direcionou para
o surrealismo e o abstracionismo. Ela
se lancou na maior odisseia da histéria
da arte com a missio de comprar um
quadro por dia para enriquecer a sua
colecdo. Entre os autores estdo Picasso,
Brancusi, Ernst, Miré, Magritte, Man
Ray, Dali, Klee, Chagall. Em julho de
1941, partiu com um grupo de artistas
para Nova York, e em 1942 inaugurou a
galeria Art of This Century. Em 1943, na
32 exposicido da galeria, fez a 12 mostra
de mulheres da América: 31 women. Em
1948, exp6s na 24* Bienal de Veneza.
Colecionava joias; vestia Poiret, Fortuny
e Schiaparelli. Peggy promoveu a arte
moderna e transformou Veneza.

Peggy Guggenheim

The collector Peggy G. arrived in Paris in
the 1920s and met several avant-garde
artists. She opened the first gallery in
London in 1938. Marcel Duchamp was her
advisor and directed her towards surrealism
and abstractionism. She launched herself
into the greatest odyssey in art history,
with the mission of buying one painting
per day to enrich her collection. Among the
authors are Picasso, Brancusi, Ernst, Mird,
Magritte, Man Ray, Dali, Klee, Chagall.
In July 1941, she headed to New York with
a group of artists and in 1942 she opened
the Art of This Century Gallery. In 1943,
at the gallery’s 3% exhibition, she held the
Ist female artists exhibition in America:
31 women. In 1948, she exhibited her
collection at the 24" Venice Biennale. She
collected jewelry; wore Poiret, Fortuny and
Schiaparelli. Peggy promoted modern art
and transformed Venice.

Café Society

Movimento que evocou um
mundo cosmopolita e reuniu
aristocratas, artistas, estilistas,
coredgrafos e musicos nos

anos 1920-30. Teve inicio em
Paris com os grandes bailes

de mascaras. A imprensa era

um dos motores dos eventos,
construindo a moda, a reputacio
dos costureiros, dos artistas, e
criando mitos. Grandes mecenas
alimentaram os talentos mais
originais do século. Alguns
personagens se sobressairam
nesta elite cultural, como o
Conde Etienne de Beaumont, um
apaixonado pelas vanguardas, e a
Marquesa Luisa Casati, trendsetter
dos anos 1920 e musa inspiradora
de muitos designers até hoje.

Marquesa Luisa Casati (1881-1957)

Café Society

A movement that evoked a
cosmopolitan world and brought
together aristocrats, artists, stylists,
choreographers and musicians

in the 1920s and 1930s, it started
in Paris with the big masquerade
balls. The press was one of the
engines of these events, building
fashion, the reputation of the stylists
and artists, besides creating myths.
Great patrons fed the most original
talents of the century. Some
characters stood out in the cultural
elite, such as Count Etienne de
Beaumont, passionate about avant-
garde, and Marquise Luisa Casati,
trendsetter of the 1920s

and inspiring muse of many
designers even today.

Jeanne Lanvin

Comecou como modista em 1885.
Exerceu um papel fundamental na
organizacio do setor de alta-costura

nas exposicdes universais desde 1925.

Atuou como vice-presidente do
“Pavilhio da Elegancia” na Exposicio
Internacional das Artes Decorativas
de Paris e presidiu uma série destas
manifestacdes internacionais. A
filha Marguerite foi sua musa
inspiradora. Criou um departamento
de roupas infantis. A partir de suas
viagens, produzia carnets de voyages,
trazia amostras de tecidos étnicos,
apreciava o savoir-faire de diferentes
culturas, colecionava arte, criava
seus proprios tecidos, motivos e
cores exclusivas — teve, inclusive,
uma fabrica de tingimento nos anos
1920. Fez parceria com o designer
Armand Albert-Rateau para decorar
sua loja e sua casa. Tornou-se uma
especialista em bordados e pedrarias,
criando uma série de motivos com
influéncias diversas.

Jeanne Lanvin

She started as a dressmaker in 1885.
She played a key role in organizing the
haute couture section at the Universal
Expositions since 1925. She was vice
president of the “Pavilion of Elegance”
at the International Exhibition

of Modern Decorative and Industrial
Arts in Paris and chaired many of
these international events. Her daughter
Marguerite was her inspiring muse:
Lanvin created a children’s clothing
department. Based on her travels, she
made her carnets de voyages, brought
samples of ethnic fabrics, appreciated
the savoir-faire of different cultures,
collected art, created her own fabrics,
motifs and exclusive colors — she even
had a dyeing factory in the 1920s.

She had a collaboration with designer
Armand Albert-Rateau to decorate her
store and her house. She also became
an expert in embroidery and stones,
creating a series of motifs with
different influences.

Elsa Schiaparelli

Em 1927, a estilista italiana lanca
a primeira colecdo de pul6veres
esportivos com motivos
geométricos e efeito trompe
l'oeil. Encontrou a sua fonte

de inspiracio no surrealismo.
Inovou nos materiais (pléstico
e celofane) e no uso do ziper
aparente na alta-costura. Foi
pioneira nas cole¢des tematicas.

Elsa Schiaparelli

In 1927, this Italian designer
launched the first collection of sports
pullovers with geometric motifs and
a trompe loeil effect. She found her
source of inspiration in Surrealism.
She innovated the materials (plastic
and cellophane) for clothes and
introduced the use of the exposed
zipper in haute couture. Schiaparelli
was a pioneer in thematic collections.



Jean Patou

Patou (1880-1936) difundiu

a roupa esportiva para as
mulheres e os trajes de banho.
Criou as saias plissadas para a
tenista Suzanne Lenglen.

Jean Patou

Patou (1880-1936) disseminated
sportswear for women and
swimwear. He created the pleated
skirts for tennis player Suzanne
Lenglen.

------ Voto feminino no Brasil, 1932

Madame Gres

Alix Barton (1903-1993) queria
ser escultora. Em 1931, abriu

a Maison Alix e, assim como
Vionnet, inspirou-se nas roupas
gregas. Criava seus vestidos
diretamente no corpo das
modelos. Em geral, eram brancos
em jersey de seda, crepe de seda
ou musseline. Feitos com tecidos
leves e vaporosos, os cortes e 0s
plissados eram na diagonal, com
drapeados precisos.

Vestido de Madame Greés (Robert Doisneau), 1952

Madame Gres

Alix Barton (1903-1993) wanted to
be a sculptor. In 1931, Gres opened
Maison Alix and, like Vionnet, she
was inspired by Greek clothing.
She created her dresses directly on
the models’ bodies. In general, they
were white in silk jersey, silk crepe
or muslin. Made with light, steamy
fabrics, her cuts and pleats were
diagonal, with precise draping.

Pagu

Patricia Rehder Galvio (1910-
1962), escritora, poetisa,
diretora, cartunista e jornalista
foi a primeira presa politica

do Brasil em 1931. Conviveu
com os intelectuais paulistanos
modernistas, entre eles Tarsila

do Amaral e Oswald de Andrade.

Ao casar-se com Oswald, que

se divorciou para ficar com

ela, provocou um escandalo

na sociedade. Militou pelo
Partido Comunista nos anos
1930. Em 1935, filiou-se ao PC
Francés e foi presa em Paris com
documentos falsos. Polémica e
contestadora, foi defensora de
causas feministas, vestia-se com
roupas transparentes e colantes,
usava cabelos curtos, batom e
fumava.

Pagu

Patricia Rehder Galvdo (1910-1962),
writer, poet, director, cartoonist and
journalist, was the first political
prisoner in Brazil, in 1931. She
lived with modernist intellectuals in
Sdo Paulo, among them the couple
Tarsila do Amaral and Oswald de
Andrade. As she married Oswald,
who got divorced for her, she caused
a scandal in society. She fought

for the Communist Party in the
1930s. In 1935, she joined the French
Communist Party and was arrested
in Paris with false documents.
Controversial and provocative, she
was a defender of feminist causes,
and used to wear transparent and
tight clothes, short hair, lipstick

and to smoke.
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Carmen Miranda

Apelidada pelos nova-iorquinos
de “Bombshell’, ditou moda, e
suas fantasias de baiana se
espalharam rapidamente pelas
vitrines da 52 Avenida, tomando
o lugar de grandes grifes. Criou
o “Miranda Look”, com o uso
do turbante, sensacio nos anos
1940 e adotado em massa no
rigor da II Guerra. Frutas na
cabeca, saias longas e rodadas,
babados, muitos colares e as
famosas plataformas de até

18 cm tornaram-se a sua

marca registrada.

Carmen Miranda

Nicknamed “Bombshell” by New
Yorkers, she set trends, and her
baiana costumes spread quickly
through the windows of 5th Avenue,
taking the place of great brands.
She created the “Miranda Look”
using the turban, a sensation in the
1940s adopted en masse in the rigor
of World War IL. Fruit

on the head, long, round skirts,
frills, many necklaces and the
famous platforms up to 18 cm
became her trademark.

seeees Fundac¢io do MASP, 1947

senes Voto feminino na. Franga, 1945

EXPRESIONISMO ABSTRATO....

Cristobal Balenciaga

Nos anos 1940, Balenciaga ancorou as

suas criagdes com uma obsessdo constante
pelas mangas dos quimonos. Fez intiimeras
experimentacdes com formas e construgdes
a fim de estabelecer uma nova relacio
entre o corpo e a roupa. A introducio da
silhueta “cocoon” (casulo) exerceu um papel
fundamental nesse processo claramente
ligado ao japonismo. A forma caracteristica
em arco sobre as costas, a gola afastada do
pescoco e a bainha assimétrica mais curta
na frente sio exemplos de seus cortes, ji os
boleros remetem as raizes espanholas.

Traje de Cristobal Balenciaga, 1955

Cristébal Balenciaga

In the 1940s, Balenciaga based his creations

on a constant obsession with kimono sleeves.

He made countless experiments with shapes
and constructions in order to establish a new
relationship between body and clothes. The
introduction of the “cocoon silhouette” played

a fundamental role in this process clearly linked
to Japonisme. The characteristic arch shape over
the back, the collar away from the neck and

the shorter asymmetrical seam at the front

are examples of his cuts. His boleros refer

to Spanish roots.

Christian Dior
Personagem-chave da histéria da
moda no século XX, desde a ousada
colecdo lancada em 1947, nomeada
“Corola” e logo batizada de “New
Look’, Christian Dior pos fim a linha
de moda simplificada e funcional
disseminada por Gabrielle Chanel.
Buscando inspira¢io no passado,
fez renascer a Belle Epoque,
acompanhada das imagens que trazem
0s matizes vaporosos do pintor
Watteau e uma opuléncia com a qual
consolidou o seu reino na alta-costura
e que a moda retoma periodicamente
quando a insatisfacio prevalece. O
“eterno retorno ao eterno feminino”
trouxe uma silhueta que evoca a
cultura do ballet cléssico.

Traje de Christian Dior, 1951

Christian Dior
A key character in the history of
fashion in the 20" century, since the
bold collection launched in 1947, at
first named “Corolla” and soon called
“New Look, Christian Dior ended the
simplified and functional fashion trend
disseminated by Gabrielle Chanel.
Seeking inspiration in the past, he made
the Belle Epoque be reborn, along with
images that bring the vaporous hues of
the painter Watteau and an opulence
with which he consolidated his kingdom
in haute couture, which fashion resumes
periodically when dissatisfaction prevails.
The “eternal return to the eternal
feminine” brought a silhouette that
evokes the culture of classical ballet.

1950.......

Hubert de Givenchy

Elegancia, simplicidade e precisiao
nos cortes definem as suas criacoes.
Abriu seu saldo em 1952. Produziu
vérios figurinos para Audrey Hepburn.
Givenchy seguiu 0 mesmo trago
arquitetonico de Balenciaga, seu maior
mestre. Em 1957, lancou um dos

looks mais marcantes: a sack silhouette.
O vestido caia solto, independente das
formas do corpo que estava por baixo;
priorizava o conforto da mulher. Em
maio de 1956, realizou um desfile

no Copacabana Palace e visitou a
tradicional Fabrica Bangu do Rio.
Desenhou uma colecio de algodio,
encomendada pela Bangu. Vestiu uma
das mulheres mais elegantes do Brasil,
Carmen Mayrink da Veiga.

CONCRETISSMO +++

Givenchy e Andrey Hepburn

Hubert de Givenchy

Elegance, simplicity and precision in

the cuts define his creations. He opened
his salon in 1952. He produced several
costumes for Audrey Hepburn. Givenchy
followed the same architectural streak as
Balenciaga’s, his greatest master. In 1957,
he launched one of his most striking
looks: the sack silhouette. This dress

fell loose, regardless of the shapes of

the body underneath; he prioritized the
comfort of women. In May 1956, he held
a fashion show at the Copacabana Palace
and visited the traditional Bangu factory
in Rio de Janeiro. He designed a cotton
collection, ordered by Bangu. He dressed
one of the most elegant women in Brazil,
Carmen Mayrink Veiga.

sereee “New look’, de Flavio de Carvalho, 1956

NEOCONCRETISSMO -

YSEsSaiddcauren tlidlogo préoprio com a

arte para mostrar a sua admirac¢io por grandes
mestres. O amor pelo teatro abriu caminho para
as conexdes artisticas que realizou ao longo da
carreira. Nos anos 1950, iniciou com desenhos
de figurino e cendrios para pecas teatrais, e nos
1960 para o cinema. Catherine Deneuve tornou-
se uma grande amiga e musa. Assinou o figurino
da atriz para os filmes “A bela da tarde’, de Luis
Buifiuel, de 1967, e “A sereia do Mississipi’, de
Francois Truffaut, de 1969.

Vestidos “Mondrian’ Yves Saint Laurent (Eric Koch/Anefo), 1966

Yves Saint Laurent

YSL established his own dialogue with art to show
his admiration for great masters. His love for
theater paved the way for the artistic connections he
made throughout his career. In the 1950s, he started
with costume designs and sets for plays and, in the
60s, for cinema. Catherine Deneuve became a great
friend and his muse. He signed the actress’s costume
for the films “La Belle de Jour, by Luis Buiiuel, in
1967, and “The Mississippi Mermaid; by Francois
Truffaut, in 1969.
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Pierre Cardin

Revolucionou o mundo da moda

“« . »
a0 apresentar seus cardines y

vestidos justos de baixo custo que

possibilitaram a venda a precos

mais baixos. O principio por tris

“« . » 7 . .
do “cardine” é simples: uma saia

toile é colocada e processada em
uma forma de waffle, o que cria
um tecido flexivel que se parece

com tweed apés a secagem.

Vestido em 3D “Cardines’, 1968

Pierre Cardin
Cardin revolutionized the fashion

world by presenting his “cardines,

low-cost fitted dresses, which
allowed him to sell them at lower
prices. The principle behind the
“cardine”is simple: a toile skirt is
placed and cast in a waffle mold,
which creates a supple fabric that
looks like tweed after drying.

André Courreges
Paco Rabanne
Pierre Cardin
Trio futurista da moda. Influéncia
da corrida espacial, a “Space Age”
Uso de materiais sintéticos.

Paco Rabanne, 1966

André Courreges, 1965

André Courreges

Paco Rabanne

Pierre Cardin

Futuristic fashion trio. Influence
of the space race, the “Space Age”
Use of synthetic materials.
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Alta-costura no Brasil

Dener Pamplona de Abreu (1937-
1978). Considerado um dos pioneiros
da moda brasileira, foi o primeiro a
comercializar o seu nome em uma grife.
Era um artista irreverente e midiatico, o
que colaborou para ter se transformado
em uma celebridade. Outros nomes de
destaque foram: Clodovil Hernandes,
José Ronaldo, Guilherme Guimaries e
Rui Spohr, que se aprimorou em Paris
nos anos 1950 ao lado de Christian
Dior e Yves Saint Laurent. Além deles,
Conrado Segreto, que era fascinado pelo
luxo da moda francesa, modernizou a
alta-costura brasileira.

Dener Pamplona de Abreu, 1961

Haute couture in Brazil

Dener Pamplona de Abreu (1937-
1978). Considered one of the pioneers
of Brazilian fashion, he was the first
to market his name as a brand. He was
an irreverent mediatic artist, which
helped him to become a celebrity. Other
prominent names were: Clodovil
Hernandes, José Ronaldo, Guilherme
Guimardes and Rui Spohr, who gained
more know-how in Paris in the 1950s
alongside Christian Dior and Yves Saint
Laurent. In addition, Conrado Segreto,
who was fascinated by the luxury of
French fashion, modernized Brazilian
haute couture.

Zuzu Angel

[cone da moda brasileira, Zuzu
comecou costurando para a familia.
Foi pioneira em usar temas da cultura
brasileira: cangaceiros, baianas,

flores e papagaios, além de empregar
o artesanato local, como rendas,
bordados, pedras e conchas. Criativa
e transgressora, ousou ao se lancar na
brasilidade quando o estilo importado
predominava no pais.

Calca e blusa de Zuzu Angel, 1971

Zuzu Angel

Brazilian fashion icon, Zuzu started
sewing for her family. She was a pioneer
in using themes from Brazilian culture:
cangaceiros, baianas, flowers and parrots,
besides using local handicrafts, such

as lace, embroidery, stones and shells.
Creative and transgressive, she dared

to launch herself into Brazilianness
when the imported style prevailed in the
country.

POS-MODERNISMO -

Issey Miyake

Nos anos 1970, a partir do trabalho do
designer japonés Issey Miyake, deu-

se 0 encontro definitivo do oriente
com o ocidente no ambito da alta-
costura. Miyake chegou a Paris em
1965, como o seu conterraneo Kenzo,
revolucionando o conceito ocidental
de corpo e roupa. Kenzo propos um
novo olhar sobre os quimonos, €, na
década seguinte, Rei Kawakubo e
Yohji Yamamoto chocaram com looks
vanguardistas. Miyake é um “criador”-
como um artista plastico, um escultor
que propde a liberdade do corpo e do

Issey Miyake, Flying Saucer, 1994

espirito. As suas influéncias vém do
vestudrio japonés, das inspiracdes
europeias e dos plissados do
espanhol Mariano Fortuny. Suas
formas sio modeladoras ou soltas.
Plésticos e arames que lembram

as armaduras dos Samurais
(bodyworks) estdo entre os materiais
usados pelo estilista. O origami e

as dobraduras transformam-se em
casacos, mantas, vestidos, calcas,
cardigds com o uso da tecnologia
moderna. No ano de 1989, criou a
iconica colecio “Pleats Please”.

Issey Miyake

In the 1970s, with the work of Japanese
designer Issey Miyake, there was a
definitive encounter between the East and
the West in the field of haute couture.
Miyake arrived in Paris in 1965, like his
fellow citizen Kenzo, revolutionizing the
Western concept of body and clothing.
Kenzo proposed a new look at the
kimonos, and, in the following decade,
Rei Kawakubo and Yohji Yamamoto

shocked the world with avant-garde looks.

Miyake is a “creator” — like an artist, a
sculptor who puts forward freedom of
body and spirit. His influences come from
Japanese clothing, European inspirations
and the pleats of Spaniard Mariano
Fortuny. His pieces may be body-shaping
or loose. Plastics and wires that resemble
Samurai armors (bodyworks) are among
the materials used by the stylist. Origami
and folded papers are transformed into
coats, scarves, dresses, pants, cardigans,
using modern technology. In 1989, he

created the iconic “Pleats Please” collection.

“Geracao 80, Parque Lage, 1984

Azzedine Alaia

Colecionador e um verdadeiro
arquiteto do corpo, o tunisiano Alaia,
que faleceu em 2017, frequentou o
Instituto Superior de Belas Artes

em Tunis. Chegou a Paris em 1957.
Nos anos 1980, ficou conhecido
como mestre do corte e da silhueta.
Seguindo os mesmos passos de
Crist6bal Balenciaga, tornou-se um
escultor do corpo feminino, um “génio
das formas” Inovou nos materiais e
técnicas e transformou pecas cldssicas
em esculturais, evidenciando as curvas
da mulher. Suas roupas com tecido
stretch para o sportwear viraram

um sucesso na década de 1980, assim
como os vestidos que eram esculpidos
diretamente nas modelos, e os
“bandage dresses, que “embalavam”

o corpo da mulher, acentuando-lhe

a feminilidade.

Vestido de Azzedine Alaia

Azzedine Alaia

A collector and a true architect of the
body, the Tunisian Alaia, who passed
away in 2017, studied at the Tunis
Institute of Fine Arts in. He arrived in
Paris in 1957. In the 1980s, he became
known as a master of cut and silhouette.
Following the same steps as Cristobal
Balenciaga, he became a sculptor of the
female body, a “genius of shapes” He
innovated the materials and techniques
and transformed classic pieces into
sculptures, showing the women's curves.
His clothes with stretch fabric for
sportwear became a success in the 1980s,
as did his dresses, which were sculpted
directly on the models’ bodies, and the
‘bandage dresses”, which “packed” the
female body, accentuating femininity.

Jean Paul Gaultier

Conhecido como l'enfant terrible,
Gaultier, que se despediu das
passarelas em 2020, é um provocador
e ousou ao selecionar para as
passarelas modelos da vida real.
Teatral nos desfiles, o estilista uniu
os espeticulos de danca a moda, e

a arte foi um tema constante nos

seus shows-desfiles. Deu énfase a
sexualidade, inspirou-se nos punks

e nos clubes londrinos e foi um
adepto dos looks andréginos em
diversas colecdes. Em 1989, reavivou
a crinolina (Cage dress) e trouxe o
corset de volta para as ruas. Em 1990,
desenhou para Madonna o famoso
sutid conico-corset para a sua turné
“Blond Ambition’, transformando a
peca num eterno objeto de desejo.

Jean Paul Gaultier, sutia conico-corset, para Madonna, 1990

Jean Paul Gaultier

Known as l'enfant terrible, Gaultier, who
said goodbye to the catwalks in 2020, is
a provocateur and dared to select real-
life models for the catwalks. Theatrical
in his shows, the stylist combined dance
performances with fashion, and art

was a constant theme in his spectacular
fashion shows. Jean Paul emphasized
sexuality. The London clubs as well as the
punks inspired him, and he was a fan of
androgynous looks in several collections.
In 1989, he revived the crinoline (Cage
dress) and brought the corset back to the
streets. In 1990, he designed the famous
cone bra corset for Madonna in her tour
“Blond Ambition, transforming the piece
into an eternal object of desire.

1990...............2000..........

Sao Paulo Fashion Week

A primeira edicio do evento, em
1996, foi nomeada Morumbi Fashion,
e apenas a partir de 2001 o nome
mudou para Sio Paulo Fashion Week.
O evento de moda mais importante da
América Latina é o quarto do mundo,
e é comandado pelo empresério

Paulo Borges. A pluralidade define

a fashion week de Sio Paulo, que ji
lancou vdrios estilistas e modelos,
protagonizou espeticulos memoraveis
e proporcionou visibilidade

mundial a criacdo e a industria téxtil
brasileira. Borges credita ao ambiente
multicultural, alegre e criativo dos
artesdos e designers o interesse
crescente pela moda nacional.

F

Ronaldo Fraga, SPFW, 2016

Sao Paulo Fashion W eek

The first edition of the event, in

1996, was named Morumbi Fashion,
and only in 2001 it changed its name
to Sdo Paulo Fashion Week. The most
important fashion event in Latin
America is the fourth in the world,
and it is led by entrepreneur Paulo
Borges. Plurality defines the Fashion
Week of Sdo Paulo, which has already
launched several stylists and models,
staged memorable shows and provided
worldwide visibility to the Brazilian
creation and textile industry. Borges
credits the growing interest in national
fashion to the multicultural, joyful
and creative environment of our
artisans and designers.
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e are delighted to begin our 2021 program
here at Farol Santander Sio Paulo talk-
ing about fashion — this entrepreneurial
force that powers our economy as one of
the pillars of creative culture in Brazil.

Together with curator Giselle Padoin, we proudly present
to you, our visitor, The Art in Fashion — Creative Stories. Our
idea with the exhibition is to bring a panorama of the Paris-
ian influence on Brazilian fashion and the constant search
for an aesthetic identity that values the traditional and the
contemporary aspects within our culture.

We invite each of you to make the two floors of Farol
your own catwalk through the exhibition while you discover
icons of national and international haute couture and ap-
preciate pieces that were created by Brazilian artisans and
designers exclusively to be displayed here.

We at Santander believe in the power of entrepreneur-
ship and innovation. Fashion is a living expression of a chain
that produces and reinvents itself every day. We are happy
to bring you some of these creative stories.

May your visit make a catwalk through the Farol!

Patricia Audi

EXECUTIVE VICE PRESIDENT OF COMMUNICATION, MARKETING,
INSTITUTIONAL RELATIONS AND SUSTAINABILITY
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he relations among art and fashion and the

development of creative work within French

and Brazilian studios are the central theme of

this exhibition, which highlights the influence

of the aesthetic revolution that began in Par-
is involving artists, personalities from the cultural milieu
and tailors who, starting from the 1910s, built a Brazil-Paris
bridge. In addition, it will show the historical and chrono-
logical evolution of the facts and the most prominent names
of this creative circle.

The cooperation and exchange between Brazil and
France in the artistic scene were set a long time ago. The
first relevant event was the “French Artistic Mission’, which
contributed to the foundation of Academia Imperial de Be-
las Artes — the Imperial Academy of Fine Arts—in Rio de
Janeiro in 1816, essential for the development of the arts in
the country. The architect Grandjean de Montigny (1776-
1850) and the painter and draftsman Jean-Baptiste Debret
(1768-1848) started the courses at this school. Debret, with
his particular view, broadly portrayed the everyday life of
the Empire and became an important historical source of the
19™ century Brazilian urban iconography. His illustrations
documented the customs, fashion and clothing that followed
the European trends of that time.

The exchanges between the two countries have never
stopped since then. At the beginning of the 20* century, sev-
eral artists headed for Paris and experienced the revolution
led by the fine arts avant-garde in the French capital. They
attended important art schools, salons, galleries, studios and
kept an intense social life in the city, bringing to Brazil the
zeitgeist that had an impact on the formation of modern and
contemporary Brazilian art and fashion culture.

In fact, the world of fashion, arts and design would no
longer be the same since 1909, when businessman Sergei
Diaghilev (1872-1929) arrived in Paris shaking the show
business scene with the “Ballets Russes” This pioneer in
cultural productions, attentive observer of new artistic
trends, joined and encouraged artists of different nation-
alities, connecting his Ballets to all arts: fashion, painting,
dance, theater, music, design, costumes. His company be-
came one of the most important drivers of 20" century

culture, consolidating the “City of Light”as the world center
for the arts. Fashion, as reflection and expression of social
changes, immediately absorbed these changes, spreading
the value and importance of creation and artisanal produc-
tion based on these exchanges.

The haute couture studios such as Paul Poiret, Jeanne
Lanvin, Coco Chanel, and Sonia Delaunay, which experi-
enced these innovations, were the stronghold of artists, de-
signers, creators and artisans, and attracted the avant-garde
women who circulated in Paris in the 1920s: Tarsila do Am-
aral (1886-1973), Anita Malfatti (1889-1964) and Yolanda
Penteado (1903-1983) were constantly in the French cultural
circles and ateliers and paved the way for exchanges in the
world of fashion and arts that have progressively grown up
and still contribute as inspiring sources for the production
of fashion-art in our country.

In the early 1950s, in Brazil and, in particular, in the city
of Sao Paulo, renowned names from the world of fashion
and art, internationally recognized, such as Christian Dior
and the Spaniard Salvador Dali, played a key role for the first
approach between art and fashion in the country, whose
great enthusiast was Brazilian businessman and journalist
Assis Chateaubriand (1892-1968).

Dior’s show at MASP in 1951, having the space designed
by artist-architect Lina Bo Bardi (1914-1992), was the first
fashion show inside a museum in Brazil, and had an imme-
diate consequence in the dialogue among art, fashion and
industry. The Costumes Session in the MASP collection
opened officially during this period. The daily use pieces, do-
nated to the museum, acquired the status of cultural heritage.
In other words, fashion was incorporated by the Museum of
Art as a revealing manifestation of Sao Paulo’s social life and
Brazilian art’s identity traits.

Maison Dior, today under the creative direction of Maria
Grazia Chiuri, is the symbol and the great representative of
classic French fashion. The art of Dior studios was metic-
ulously recorded through the lens of photographer Gérard
Uféras, who sets the Dior Héritage Collection looks in the
section dedicated to the Maison.

From the 1950s until the 1970s, designers and exponents
of Brazilian haute couture started their own production and

rose to national prominence, marked by the strong influ-
ence of the French style of dressing: Dener Pamplona (1937-
1978), Clodovil Hernandes (1937-2009), Guilherme Gui-
mardes (1940-2016), Rui Spohr (1929-2019), among others.

In the 1960s, the French Yves Saint-Laurent and Hubert
de Givenchy also attracted the Brazilian women with their
sophisticated fashion.

Brazilian fashion, however, has developed a more genu-
ine style over the years. The creation of Fenit (Feira Nacion-
al da Industria Téxtil — the National Textile Industry Fair)
and Rhodia’s fashion shows, between the 1960s and 1970s,
imprinted a national fashion-art identity. Pieces of this un-
precedented initiative in Brazil are the core of the Brazilian
section in this exhibition, besides the samples of the arti-
sanal process of contemporary designers and artisans.

In the 1980s, 1990s and 2000s, a more original fashion
emerged with traces of Orientalism-Japonisme, started by
Kenzo Takada in 1970, Rei Kawakubo, Yohji Yamamoto
and Issey Miyake in Paris. In the 1990s, new talents emerged
in Brazil, and most of them became prominent within the
national fashion in the first decade of the 21* century.

The fashion weeks associated with the emergence of
undergraduate and short courses in fashion styling, in the
1980s, contributed to promote and consolidate, during the
1990s, the careers of stylists in different regions of the coun-
try. In this context, SPFW — Sao Paulo Fashion Week —is
the most important event in Latin America and it fosters
Brazilian creativity.

Many designers, however, graduated from French or oth-
er European fashion schools between the 1950s and 1980s,
later returning to Brazil to develop their careers. And from
the 1990s on these professionals started to gain access into
the international market.

The French heritage, as far as it concerns fashion-art re-
lations and the economic and cultural results generated by
the fashion world, remains as a stimulus for the exchange
and production of fashion.

The exhibition “The Art in Fashion — Creative Stories”
aims to trigger the visitors’ feelings to value the creative
work and the most elaborate processes of creating fashion
inside contemporary, traditional and high-tech studios.



Place Vendome -
The birthplace of
haute couture

t was at Place Vendome, in Paris, where it all started
with the encouragement of an English couturier will-
ing to revolutionize the fashion system. Charles
Fréderic Worth (1825-1895) started at the Maison
Gagelin and, in the first half of the 19" century,
paved the way for the rise of haute couture. He settled at
n. 7, rue de la Paix and, with a series of innovative guidelines,
converted the region of the charming square of the 1st ar-
rondissement into the epicenter of Parisian ateliers. Linge-
rie, accessories, jewelry and perfumes were also part of this
new fashion paradise. Everybody worshiped the work of ex-
cellence and produced pieces entirely made by hand.

Paris was experiencing a transmuting moment due to
the changes idealized by Baron Haussmann, and started to
attract the rich and famous from all over the world. Mu-
seums, salons, theaters and avant-garde artists magnetized
dukes, princesses, bankers and great merchants.

Worth’s talent allured a very demanding clientele. His
wife and muse, Marie Vernet, paraded his models through
the store, and so a new métier was created: the mannequin.
Calling himself a “dress artist, he also innovated by having
his signature on the labels of his pieces.

One of his first clients was the Austrian princess Pauline
de Metternich (1836-1921), but he soon charmed the entire
court of Napoleon III. Empress Eugénie acted as an ambas-
sador for the Maison Worth, from where she supplied her
wardrobe. With a strong entrepreneurial spirit, Worth re-
launched the textile industry of Lyon, an achievement that
earned him great recognition from Napoleon III.

He started offering complete outfits that he created
following his imagination —no longer the taste of his cli-
ents — besides sets of dresses that would be the ‘collections:
He eliminated the crinoline and introduced the bustle, a typ-
ical silhouette of the Belle Epoque. The materials were al-
ways noble, such as silks, taffeta, brocades and velvets. Models
were featured in fashion publications: L’Art et la Mode, Ga-
zette du Bon Ton and Harper’s Bazaar.

In 1875, he already had more than a thousand artisans
working for him on rue de la Paix, and the ateliers multiplied
in the surroundings, with a cosmopolitan clientele. Doucet,
Redfern, Jeanne Lanvin, Paquin, Callot Soeurs, Madame

Chéruit are some of the brands that were established un-
til the 1900s. Mme Paquin and Mme Chéruit were the first
women to be prominent in the haute couture. The Universal
Exhibitions of 1889 and 1900 were the great showcase of the
rising French creativity and clothing.

Soon Madeleine Vionnet, Gabrielle Chanel, Maggy Rouff,
Elsa Schiaparelli and Mme Gres would come, with ever more
daring creations that followed the spirit of their time and
enchanted women who wanted to make a difference: pa-
tronesses, artists, actresses, opera singers and ballerinas.

Charles Worth contributed to the formation of the
“Chambre syndicale de la couture et de la confection pour
dames et fillettes” in 1868, which structured and regulated
bespoke craftwork and preceded the birth of the “Chambre
syndicale de la couture parisienne” in 1910. The latter was
initially led by his grandson, Jacques Worth, and established
the conditions for the professional organization of the haute
couture houses in Paris.

Worth passed away in 1895, and his Maison was inherited
by his sons, Gaston and Jean-Philippe, who continued the
art of the great couturier.

Countess
Greffulhe -
Haute couture
and patronage

ueen of the Salons of the Faubourg

Saint-Germain between the Belle Epoque

and the 1920s, a time when haute couture

reigned supreme in France, Elisabeth de

Caraman-Chimay (1860-1952), the Coun-
tess Greffulhe, provoked great fascination over writers, mu-
sicians and artists. She was immortalized by Marcel Proust
(1871-1922) as the Duchess of Guermantes in the legendary
novel “In Search of Lost Time’; 1913-1927. For him, she was
the most beautiful woman in Paris; he used to say that her
beauty was enigmatic and mysterious.

Wearing fashion pieces designed to shock, throughout
her appearances and intriguing disappearances, the coun-
tess always made clear her preference for the exclusive, and
looked for models that favored her slim figure and her own
beauty. Tulles, gauzes, muslins, feathers and embroidery
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were an emblem — described in Proust’s work with a precise
look. Always attentive to Parisian fashion, Proust found in
the countess a source of inspiration and appropriated the
muse’s exuberant and not-so-basic toilettes to create one
of his most enchanting characters, the beautiful Orianne,
countess of Guermantes. Initially snubbed by Elisabeth, he
dreamed of attending the parties held at the mythical hotel
particulier on rue d’Astorg, in the 8" arrondissement in Par-
is. They ended up becoming friends.

Elisabeth not only got dressed with the most important
names of her time, such as Charles Worth, Mariano Fortuny
or Lanvin, but she launched trends, transforming her own
wardrobe. Everything was strategically designed to attract
the eyes of the public, who was dazzled by her looks for a
party or even for a simple afternoon tea. Kimonos, velvet
jackets, fans and hats were pieces she used to receive friends.

However, above all, the countess had a prominent social
role in this period. Born into a family of patrons and later mar-
ried to the powerful Count Henry Greftfulhe, she was one of
the first women to encourage funds for charitable causes. She
promoted shows and operas, including Wagner's operas, and
sponsored Diaghilev’s “Ballets Russes”and the dancer Isadora
Duncan, besides artists Gustave Moreau and Auguste Rodin.
She boosted James Whistler’s art. She also used to gather pol-
iticians in her salons; she was an admirer of Captain Albert
Dreyfuss (1859-1935). She supported scientific studies and, as a
great friend of Marie Curie, she financed the Radium Institute.

An avowed feminist and defender of women'’s rights, she
wrote a document in 1904: “My Studies on Women’s Rights”.
She was a woman who revolutionized Parisian salons in the
late 19" and early 20" centuries and contributed to social
and cultural development in France, in addition to the cus-
toms, history, politics, literature, music and arts of her time.

The Belle Epoque
and Art Nouveau

he Belle Epoque (1871-1914) was marked by

luxury, extravagance and ostentation, and priv-

ileged those who could afford excesses. It was

a period of great cultural effervescence, with

changes that would open the path to different
ways of thinking and living the daily life which influenced
people’s clothing. Paris was a reference for fashion and cul-
ture. Haute couture reached its peak, and great tailors be-
came the stars of that time.

In France, the Grands Magasins— department stores—
were born and started to promote a different form of fashion
consumption: “prét-a-porter’. This economic activity was in-
tense. The Universal Exhibitions presented the innovations.
Art took new forms with Impressionism and Art Nouveau
(1890-1914), an essentially decorative style originated in the
aesthetic movement Arts and Crafts, led by the Englishman
William Morris (1834-1896). With its international reach,
it became known in Germany as “Jungendstil; in Spain as
“Estilo Modernista’, in Italy as “Liberty” and in Portugal as
“Arte Nova’

In Brazil, Rio Janeiro is one of the symbols of these vi-
brant times of modernization in the cities. The citizens from
Rio did not fail to follow the European news to the letter.
The Avenida Rio Branco, then-called Avenida Central, be-
came their fashion catwalk. In Sao Paulo, it was a period of
immigration, and a series of French merchants and ateliers
settled in the capital and provided the elegant society of Sao
Paulo with toilettes, hats, perfumes, jewelry, among others.
“Vila Penteado”— at Rua Maranhio, 88 —, one of the remain-
ing architectural icons of the Art Nouveau style, was created
inspired by the Vienna Secession (1897-1920). It is considered
the first building in this style to be built in Sao Paulo. The
luxurious residence, designed by the Swedish architect Carlos
Ekman (1866-1940), was built in 1902. It was owned by the
family of the farmer and industrialist Alvares Penteado and
his son-in-law Antonio Prado Junior until 1947. It was then
donated to the University of Sao Paulo in 1949, it housed
the Faculty of Architecture and Urbanism (FAU-USP) un-
til 1968 and today it is home to the Postgraduate course. In
addition to these places, in the state of Amazonas — boomed
by the Rubber Cycle, which peaked between 1879 and
1912 — the cult of France and French fashion became notable.

The Belle Epoque was considered the golden age of beau-
ty and innovation. Technological inventions made life easier
on all social levels. In the cultural scene, cabarets, cancan and
cinema became very popular. It was represented by an urban
culture of entertainment, boosted by the development of the
means of communication and transportation, and one of its
main features was the opulence in clothing: large hats, many
feathers and embroidery, lace, ribbons and jewelry. The
corset was the essential part of the women’s wardrobe, giv-
ing their body an “S”shape — defining the so-called “flower
woman’. The waists were thin and the hips, large. The skirts
were “bell-shaped” Fabrics were light, with lace and draping,
in light colors or floral patterns. During the day, gloves and
boots, to cover the shins; the collars of dresses or blouses
were high, with many frills. Hair was tied on the top of the
head. It was also quite common to use parasols, small bags



and fans. At night, for the great balls, the necklines were
lowered, the dresses were glamorous and the gloves were
long. Sports practices such as tennis and horseback riding
led to the development of the tailleur —jacket and skirt — for
leisure, which gave for first time an air of men’s clothing
to female clothes. In Brazil, sea bathing was no longer just
therapeutic and became a sport.

At the beginning of the 20™ century, clothes started to
change with the presence of Paul Poiret (1879-1944) on the
scene. Dazzled by the costumes of the “Ballets Russes’, Poiret
created an innovative aesthetic. The corset was then aban-
doned in favor of a looser silhouette.

On the eve of the First World War, there was no more
room for extravagance, and practicality took over fashion
with light and sporty clothes capable of making life easier
for women. The creations of Madeleine Vionnet and Coco
Chanel came to dominate this new scene.

There are two capitals that best illustrate this period:
Paris and Vienna, as they were major cultural centers. Both
were influenced by the aesthetic of Art Nouveau/Secession,
which boomed ornamentation and ostentation. Art Nouveau
valued nature, the sinuous curves of plants, flowers and fem-
ininity. Organic forms dominated this style, which reflected
the taste for the arts from Japan and the East, besides the
use of materials such as iron and glass. In France, however,
ornamentation and luxury were more ostentatious, while in
Vienna, due to the artists of the Secession — who aimed at the
total work of art, including fashion —, the shapes were purer.

Austrian painter Gustav Klimt (1862-1918) was one of the
artists in this movement that set trends with designer Emilie
Floge (1874-1952), his partner for more than twenty years,
and also an artist from the Secession. Floge, a revolutionary,
had opened an haute couture atelier in Vienna with her sisters
in 1904. She was a businesswoman who traveled to Paris and
London to attend major fashion shows, bring fabrics and ideas
for cutting to design her collections. Her avant-garde dresses
fascinated Paul Poiret, who went to Vienna to meet her.

Floge and Klimt created an unusual connection between
art and fashion. Klimt designed the fabrics and dresses, and
Emilie made them. Their proposal was based on loose clothes
that did not restrict movements, especially for women: they
were practical and comfortable pieces.

In 1903, the Secessionist movement empowered the
creation of Wiener Werkstitte — an avant-garde fabric and
fashion studio that aimed to harmonize clothing with in-
terior design, moving away from the organic forms of Art
Nouveau and evolving towards geometry, giving the tone
of modernism. It was founded by designer Koloman Moser
(1868-1918), architect Joseff Hoffmann and businessman

and patron Fritz Waerndorfer (1868-1939), with the collab-
oration of Klimt and other designers.

Despite their decorativism, the designs were more ge-
ometric and there was no use of the corset, suggested by the
fashion of that time. Klimt preached a simple life and was a
staunch critic of modern Viennese society. Together with
Emilie, he proposed the use of tunics in a vertical line, a style
that became popular with Poiret and the Spaniard Mariano
Fortuny (1871-1949).

Other exponents of Art Nouveau were the Czech painter,
designer and illustrator Alphonse Mucha (1860-1939), the
French stained glass designer and ebanist Emile Gallé (1846-
1904) and the architect Hector Guimard (1867-1942), who
designed the subway entrances in Paris, besides the pioneer-
ing Belgian architect Victor Horta (1861-1947), for his two
main works: Hotel Tassel and Hotel Solvay, in Brussels.

At the beginning of the First World War, in 1914, the dai-
ly needs changed radically. The strong presence of women in
the labor market, imposed by the absence of the men who
went to war, triggered a great revolution in women'’s cloth-
ing. Their new activities, such as driving, cycling and flying
planes, required uncomplicated and sporty clothes that facili-
tated constant mobility. It was the beginning of female eman-
cipation. It was during this period that the stylist Gabrielle
Chanel became a success, creating looks that were inspired by
the male wardrobe, immortalizing the “Chanel style”

Madeleine
Vionnet

adeleine Vionnet (1876-1975) was born

in Chilleurs-aux-Bois, in the Loiret de-

partment, and grew up in Aubervilliers, a

Parisian banlieue. She was one of the first

women to argue that clothes should suit
the body of who will wear them. Still as a teenager, she be-
gan her apprenticeship as a seamstress. However, her ambi-
tion to work in a large Maison took her to London, where
she became a trainee at the Kate Reilly fashion house.

In 1901, at the age of 25, she was back in France. She
started working for the Callot Soeurs House, where she be-
came head of the studio. She credited to Marie Gerber all
her learning, and, in fact, Vionnet was Gerber’s right hand.
Then, six years later, Madeleine was already working at the
Maison of Jacques Doucet, where she stayed for five years to
modernize this brand.
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In 1912, Vionnet finally opened her own house on Rue
de Rivoli. She closed her studio during the First World War
and, when it was reopened, she won the preference of many
actresses of that time. With an innovative style, she used to
create her models directly on a miniature wooden mannequin.

With a declared passion for geometric lines, the French
designer developed innovative cuts and modeling. She built
her clothes starting from the female body, resulting in flow-
ing dresses. Vionnet was inspired by the Greek statuary to
create and stood out between the 1920s and 1930s for her
drapes and bias cut. Besides, she used diagonal seams to ob-
tain simple shapes with movement.

In addition, this stylist played a fundamental role in guar-
anteeing the social rights and interests of her employees,
such as paid leave, short breaks and support in emergency
cases.

Madame
Gres

lix Gres (1903-1993), born Germaine Emilie

Krebs, wanted to be a sculptor. In 1931, she

opened her Maison Alix and, like Vionnet,

she found inspiration in Greek clothing. She

created her dresses directly on the models’
bodies — pieces which could take up to 300 hours to be pro-
duced. In general, they were white in silk jersey, silk crepe
or muslin. Made with light and steamy fabrics, her cuts and
pleats were diagonal, with precise drapes, almost without
the use of scissors.

In the 1940s, she started signing “Madame Gres” Saris,
ponchos, kimonos, serapes and kaftans also served as a source
of studies for the stylist. However, between the 1940s and
1950s, she left the ethnic inspirations, which had influenced
Europe in the previous decades. In the 1960s, they were
resumed, though, due to the hippie fashion, which assimilat-
ed the cultures of the Middle East, India and Native Ameri-
can peoples.

Madame Grés worked until the 1980s, and her last dress
was commissioned by Givenchy in 1989. She died in 1993, at
the age of 89, leaving her art sculpted in fashion through her
unique drapes.

Tarsila do Amaral
and Modernity

symbol of Brazilian Modern Art and avant-
garde woman, the painter Tarsila do Amaral
(1886, Capivari, SP—1973, Sio Paulo, SP)
played a fundamental role in art and culture
in the 20th century. Tarsila had a vast cultural
knowledge, although she had spent her childhood and ad-
olescence on the family’s coffee farms. She learned to em-
broider, to read, to write and to speak French with the Bel-
gian teacher Marie van Varemberg d'Egmont surrounded by
works of art, books and classical music soirées.

She started painting in 1917, with Pedro Alexandrino
(1856-1952). She wanted to expand her knowledge of the
European art and, encouraged by the pianist and conduc-
tor Souza Lima (1898-1982), she left for Paris in 1920. The
French capital had already become the most important cul-

tural center in Europe. Artistic movements of different cur-
rents imprinted their aesthetics in step with the new world.
In her first time in Paris, she studied at Académie Julian
and at Emile Renard’s studio. She followed to the studios of
André Lhote and cubists Fernand Léger and Albert Gleizes.
She became close friends with the Swiss-French poet Blaise
Cendrars (1887-1961), who introduced her to the fashion
designer Paul Poiret.

Since then, she came in contact with the great modern-
ists: Jean Cocteau, Erik Satie, Stravinsky, Brancusi and Pi-
casso. Cendrars wrote the poem “Sao Paulo” for the catalog
of Tarsila’s first exhibition in Paris. He was passionate about
Brazil. In 1924, he came to the country at the invitation of
his friend, businessman and patron Paulo Prado. The poet
played a key role in the development of Brazilian modern-
ism, influencing intellectuals and stimulating exchanges
with France. Brazilian culture, in turn, also marked the pro-
duction of Cendrars.

Tarsila returned to Brazil in 1922, four months after the
“Semana de Arte Moderna” (Modern Art Week), a landmark
of Modernism in Brazil. It was through her friend and paint-
er Anita Malfatti that she learned about the cultural events
that took place in February at Teatro Municipal in Sao Paulo.
Anita introduced Tarsila to her circle of modernist friends
and soon they formed the “grupo dos cinco” (group of five):
Tarsila, Menotti del Picchia, Mario de Andrade, Oswald de
Andrade and Anita Malfatti. Tarsila do Amaral credited the
discovery of modernism to her homeland.



In 1923, in the company of the poet Oswald de Andrade
(1890-1954), founder of the Anthropophagic Movement
(1928) —a vanguard movement that aimed to structure the
national culture—and her boyfriend at that time, Tarsila
lived the peak of her life in the “City of Light’ She attend-
ed studios, salons, shows and lived with the Brazilian and
French intellectual elite. The “exile] in the end, reinforced the
connection between her identity and the themes from Brazil.

Her enthusiasm for fashion led her to meet the great-
est Parisian couturiers. She identified her DNA in the ex-
oticism, travels and colors of Paul Poiret, besides appreci-
ating the design work developed by the artist in his studio.
Her preference for this fashion designer was eternalized in
Oswald’s poem “Atelier’; in 1925. She was wearing Jean Pa-
tou when she portrayed herself in “Manteau rouge’, 1923.
Patou, known for producing the most sporty and elegant
clothes, was also among Tarsila’s favorites. She also wore
Lanvin and Sonia Delaunay’s fabrics. She was admired in the
places she visited, for her beauty, cultural knowledge and
outstanding personality. With her hair up, jewelry and, in
general, long earrings, well-defined eyes, red lipstick, she
was noticed everywhere. With her prestige, her studio be-
came a meeting point for great artists in the French capital.

She put Brazil on the walls of Paris in June 1926, in her
first solo exhibition at Galerie Percier, and her work was
recognized and praised by critics. She married Oswald, in
Sao Paulo, in the same year, with a Poiret dress. The famous
dress was made by the couturier with the tail of Oswald’s
mother’s wedding dress. The poet shared with Tarsila the
passion for fashion and, in the letters exchanged with his
beloved when he returned to Brazil, suggestions of looks for
the Parisian soirées were frequent. The couple understood
the social role of fashion: gathering such privileged intel-
lectuals in that circle. In fact, despite being considered shy,
Tarsila was always dressed in splendor.

Like Tarsila, Brazilian female painters, intellectuals, and
collectors lived in the revolutionary times that shook the
French capital in the 1920s. Anita Malfatti, Olivia Guedes
Penteado (1872-1934) and her niece, Yolanda Penteado
(1903-1983), who were part of the same modernist circle as
Tarsila, became great patrons of the arts in Brazil.

Tarsila is the greatest representative of modern Brazil-
ian art, and her life and artistic trajectory invite us to delve
deeply into the enriching cultural exchanges that took place
in France in the 1910s-1920s. In addition, the artist’s pio-
neering spirit and her experiences in Paris reveal the role of
countless women who tirelessly engage in the support of the
arts and in women'’s causes. Her journey is a real encourage-
ment to always explore new horizons.

Paul
Poiret

aul Poiret (1879-1944), known as the first great

modernist, ruled the haute couture kingdom

in the early 20" century. He freed the women

from the corsets, with long, simple and elegant

clothes. Artist, couturier, decorator, scenic de-
signer, perfumer, entrepreneur, he started as an apprentice
in the studio of Jacques Doucet (1853-1929), introduced by
Madame Chéruit (1866-1955), who previously used to buy
his sketches. He dressed the actresses Réjane and Sarah
Bernhardt and later worked at Maison Worth. In 1903, he
opened his own studio in Paris on rue Auber. He was the
first designer to raise the waistline in dresses. He had a deep
aversion to the corset. In 1908, when the Directoire style
was at its peak in Paris, he launched a collection of dresses
inspired by the elegance of the Napoleonic Empire, immor-
talized by the illustrations of Paul Iribe in the album “Les
Robes de Paul Poiret racontées par Paul Iribe” The luxury al-
bum was one of Poiret’s innovative initiatives, and Iribe pio-
neered the use of the pochoir technique. Aimed at a sophis-
ticated clientele, the album had a limited edition, which was
individually signed, numbered and was sent to elite women
such as Queen Alexandra (1844-1925) of the United King-
dom, who was amazed by the boldness of his looks. This
edition set new standards for fashion illustrations.

A year later, with the arrival in Paris of the Ballet Russes
Company, which spread exotic sets and costumes designed
by Léon Bakst, Poiret shaped an aesthetic revolution: he cre-
ated turbans, feathered headwear, odalisque pants, tapered
skirts and tunics.“Shéhérazade”(1910) was the most striking
show, making all fashion-loving women look like odalisques
coming either from the “Bakst harem”or from traditional
Turkish“bazaars” The colors chosen by Poiret were vibrant:
red, green, yellow, pink, purple, dark blue and brown in bold
combinations for a time when pastel tones prevailed. The
fabrics were delicate: silk, satin, muslin and tulle. The ori-
ental influence of this couturier was evident, in addition to
the importance of historical and folkloric costumes for him.
Denise Boulet, his wife, muse and collaborator, was an en-
thusiast for her husband’s eccentric models and would soon
become an icon. They worked together, attended antique
shops, museums and traveled to get culturally enriched. Like
Doucet, Poiret was a supporter of modern art. He collect-
ed Picabia, Brancusi, Matisse, Derain, Picasso, Van Dongen,
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and many of them were his personal friends. Art collector
Peggy Guggenheim was also one of his famous clients.

In 1909, he moved to an 18" century hotel particulier on
avenue d’Antin, which also housed an art gallery — Galerie
Barbazanges — at the entrance, where he launched numerous
artists through exhibitions and performances.

A second album-catalog was commissioned to the artist
Georges Lepape, in 1911,“Les Choses de Paul Poiret vues par
Georges Lepape’, which enshrined the oriental style and the
“jupe-culotte” (skirt-pants).

Poiret was notable for the theme parties he organized in his
spectacular houses, a strategy to publicize the collections and
allure consumers. In 1911, Denise Poiret caused the biggest
sensation at the event “La Mille et Deuxiéme Nuit” (a dance
party in the style of “One Thousand and One Nights”) wearing
an oriental costume. This great bash brought together Paris-
ian personalities in a décor by Raoul Dufy (1877-1953) with
costumes created especially for the event by the couturier.

Poiret also became a trendsetter for musical taste, pro-
moting countless musical soirées in his properties. The Pa-
villon du Butard, an architectural jewel from the 18" cen-
tury, was designed by Ange-Jacques Gabriel (1698-1782),
architect of the Trianon, and built for Louis XV. Located
in the Forest of Fausses-Reposes, it was abandoned at that
time, and was granted to Poiret in exchange for its restora-
tion. Butard became the stage for memorable concerts and
parties, such as “Les Fétes de Bacchus’, cheered by Isadora
Duncan, in 1912.

His connections with the shows grew bigger and big-
ger. He was one of the first couturiers to make costumes
for dance and theater, and attracted the interest of Diaghilev
and Nijinsky, who visited him as soon as they landed in Paris.

He started in the textile design field in 1910 along with
Raoul Dufy (1877-1953), with whom he shared his passion
for decor. The following year, he founded Ecole Martine, a
school of applied arts which became a storehouse for young
designers and illustrators. He hired Erté (Romain de Tirtoff)
(1892-1990), as well as Iribe and Lepape. His intention was to
spread in France the same ideas as the Wiener Werkstitte in
Vienna for fashion, decoration and furniture. He was a pre-
cursor in combining fashion with decoration. Studio-School
Martine was a success and soon started to produce fabrics for
Poiret’s dresses and accessories, also for his house and studio.
The new business had among its clientele many artists, the
royalty and the European high society.

However, his talent for business would not stop and,
ten years before Coco Chanel launched her N¢5, in 1911 he
opened a perfumery — Parfums de Rosine, named after one
of his daughters.

Poiret was the center of fashion and social life when the
war broke out in 1914, when he closed the Maison and en-
listed in the French Army. After this interruption, he was
unable to recover the same prestige. In 1928, Poiret and
Denise divorced. He was a great catalyst for the arts and
never skimped on his fantasies and eccentricities. In 1929,
the house, which was already facing a serious financial crisis,
was closed, but Paul Poiret is still a source of inspiration for
designers around the world.

The Aesthetic
Revolution of the
Ballets Russes

(1909-1929)

he Ballet Russes Company, created by impresario
Sergei Pavlovich Diaguilev or Diaghilev (1872-
1929), revolutionized the world of arts in the
early 20" century in Paris with its innovative
aesthetic. It is considered the most influential
ballet company of that century. The pioneer cultural producer
brought together the vanguards and boosted artists, connect-
ing the Ballets to all the arts. The Company became a bridge
to join dance, painting, music and performance. It reinvigor-
ated dance, changed the course of musical composition and
completely changed the status of dancers and choreographers.

Sergei Diaghilev landed in Paris in 1909 in order to reju-
venate music, dance and art while making his fame and for-
tune. Born in Perm, inland in Russia, in a wealthy family of
vodka distillers, he had a privileged education. He arrived in
St. Petersburg at the age of 18. A music lover with an envi-
able cultural knowledge, he was appointed a representative
of the Russian imperial theaters by Prince Serge Volkonski
(1860-1937), then director of the Imperial Russian Ballet. It
was his first contact with the Ballets. In 1898, he co-founded
the magazine Mir Iskusstva (“The World of Art”) with Alex-
andre Benois and Léon Bakst, a publication that introduced
the new European art into Russia and sponsored art exhibi-
tions in St. Petersburg.

In 1906, Diaghilev organized a large exhibition of Russian
art at the Petit Palais in Paris: it was the beginning of a close
collaboration with France. In 1907, there were concerts of
Russian music, and in 1908 he produced “Boris Godunov) by



Modest Mussorgsky (1839-1881), for the Paris Opera, one
of the most important pieces in the history of Russian music
and its best known opera. The way was open for the Ballets,
which, in 1909, shook the French capital with its first season
of performances with dancers from the St. Petersburg impe-
rial ballet, including the principal dancers Anna Pavlova and
Tamara Karsavina.

The businessman hired names such as Jean Cocteau and
Pablo Picasso, Alexandre Benois, Miré and Matisse; the com-
posers Erik Satie, Igor Stravinsky, Maurice Ravel and Claude
Debussy; the choreographers Léonide Massine, Michel Fokine,
Vaslav Nijinsky, Bronislava Nijinska and George Balanchine,
and so he played a decisive role in revealing the talent of these
artists to the world. The impact of Léon Bakst’s costumes was
resounding and definitely influenced the innovation of scene
design and fashion, stimulating collaborations with fashion
designers, costume designers and illustrators such as Natalia
Goncharova and stylist Coco Chanel.

Diaghilev immediately allured a group of patrons and
achieved the fundamental encouragement of three women to
finance the Ballets: Countess Greffulhe, Princess de Polignac
and Misia Sert. The Ballets renewed the concept of a dance
company and became one of the most important creative
movements and an engine of culture in the 20™ century. It
attracted exponents of art, theater and music who experi-
mented with new forms and themes from the 1910s on-
wards. The group “Les six” of young composers — Georges
Auric (1899-1983), Louis Durey (1888-1979), Arthur Hon-
egger (1892-1955), Darius Milhaud (1892-1974), Francis
Poulenc (1899-1963), Germaine Tailleferre (1892-1983) —,
who worked in Montparnasse, organized by Jean Cocteau in
1917 and under the influence of Erik Satie, gained notoriety
for its advanced ideas and contributed to the modernity of
Diaghilev’s performances.

Igor Stravinsky, who was a student of Rimsky-Korsakov
and Nikolai Tcherepnin, was launched on the international
stage by Diaghilev and became the best-known musician in
the universe of the Ballets. Michel Fokine, one of the most
prominent choreographers, was strongly influenced by the
dancer Isadora Duncan (1878-1927). Among his most fa-
mous ballets are the orientalist piece “Schéhérazade’, from
1910, and “Parade’, from 1917, which had the scene curtain
designed by Picasso. In addition to these, “Cléopatre” (1909),
“The Firebird” (1910), “The Golden Cockerel” (1914) and
“Petrushka”(1911) were also performed by the Ballets.

The Company made short performances of an act, which
lasted from ten to thirty minutes, and whose music, dance,
decor and costumes fused in the same spectacle. The in-
tention was always to surprise the audience. And, for each

ballet, everything was created in a unique way. Bakst pro-
posed spectacular elements to reach all audiences. The Ballets
Russes promoted Russian art in Western Europe, aroused
interest in ballet and continue to inspire various artistic
fields. Sergei Diaghilev died in 1929 in Venice.

Mariano Fortuny
y Madrazo

panish by birth and Venetian at heart, he was
one of the great creators of the 20™ century. In-
itially a painter, this multi-talented artist also
became interested in photography, engraving,
sculpture, scenography and stage lighting when
he moved to Venice, in 1888. However, it was as a couturier
and designer that he became famous. He was born in Granada,
but he became known as the “magician of Venice’, by mixing
the sophistication of the Renaissance and a lavish Orient.

The artist’s creations were diverse, and his most daring
invention, the 1909 Delphos dress, was named in honor of
the Greek sculpture “I'’Aurige de Delphes”(around 475 BC).
Finely pleated and made of extremely fine Japanese silk, the
dress went through multiple stages of dyeing, which result-
ed in a huge variety of tones — a process later taken up by the
designer Issey Miyake.

In 1906, Fortuny fell in love with fabrics and traveled
tirelessly in search of inspiration. He developed his own
method of imprinting, studying ancient techniques of alche-
my and vegetable dyes, giving his material an authentic and
unique appearance.

His father, also an artist, transmitted to him his pas-
sion for painting, sculpture and imprinting, and his mother,
a woman with a strong personality, was an heiress to the
founders of the Prado Museum. Surrounded by so much cul-
ture, Mariano’s fate could be no other: to create and invent.
In addition, he was a great art collector.

The timeless clothes of Fortuny, one of the greatest de-
fenders of comfort, elegance and the liberation of the body,
were sheer fluidity. They charmed dancers, such as Anna
Pavlova and Isadora Duncan, and avant-garde personalities
such as the Countess of Greffulhe and her daughter Elaine,
Marquise Luisa Casati, Peggy Guggenheim; actresses Ele-
onora Duse, Ellen Terry and Oona O'Neill Chaplin. The
prints made from metallic powders on silk velvet empha-
sized Mariano’s Byzantine, Japanese and Persian influences
and were unique in their refinement.

125

His 1906 “Knossos scarf” was inspired by the Cycladic art; it
was a rectangular veil that could be used in different ways, tied
around the body or as an adornment. In 1912, the stylist made an
exclusive piece —four meters long, with geometric and plant mo-
tifs. With Cretan inspiration, it was used by Denise Poiret, Paul
Poiret’s wife, at Les Festes de Bacchus party, held by the eccentric
couturier. The Greek Antiquity, also present in the Ballets Russes’
productions, was definitely in vogue.

Fortuny adapted several pieces of ethnic clothing and
exotic attire: the Japanese kimono; the albornoz, of Arabic
origin; the djellabah, from North Africa; the Indian sari and
the Turkish dolman.

Mariano Fortuny, who was immortalized in the famous
work of Marcel Proust, “In Search of Lost Time’, was a mix
of artist, inventor and dressmaker who combined color and
texture with a unique cut, which earned him a prominent
place in the fashion world.

Japonisme - Kimonos
in Fashion and Art

f there is a single piece that became a cult classic in

the women’s wardrobe and always hits the streets

and catwalks of shows during fashion weeks, it is

the kimono. Traditional clothing from the Japanese

culture, its name means “thing to wear’, and, since
its first appearances it has inspired generations of creators
like Paul Poiret, Jacques Doucet, Madeleine Vionnet, Yves
Saint Laurent and Balenciaga. It is always in world trends,
whether in patterned silks or even in cotton. In Brazil, it is
a recurrent theme in the contemporary beach fashion crea
tions by Adriana Degreas and Lenny Niemeyer, with tropical
or Asian motifs; and it has already conquered the street style
for its charm and comfort with handmade pieces in organic
silk by stylist Flavia Aranha; or when it is made with natural
raw materials and colors of Brazilian plants and herbs, and
in floral jacquard by Lilly Sarti.

The kimono, originally from China, officially became a
Japanese garment in the late 8™ century and only adopted
the characteristics we know today in the 16™ century. In the
beginning, it was used as underwear and could only be ac-
quired by people with high purchasing power; it was democ-
ratized by the Samurais in the Kamakura Period (1185-1333)
and became popular in Europe in the 19 century, boosting
the textile industry in Japan, which flooded the European
continent with its fine fabrics during this period.

It was the French designer Paul Poiret who introduced
the kimono in haute couture, when he presented it in the
form of a coat in 1911. The model, very daring for that time,
quickly became a hit and soon it was multiplied in the studi-
os of several stylists in different versions.

In the middle of the 19™ century, after two hundred years
of an isolationism, Japan became a fever, and the wave of
“Japonisme” came into vogue, feeding the imagination of
artists and designers. In 1867, during the Universal Exhibi-
tion in Paris, Europeans were fascinated by Japanese women
with their sophisticated kimonos, which had a huge impact
on Parisian fashion. The term “Japonisme”was coined by the
French critic, collector and engraver Philippe Burty (1830-
1890), in 1872, to describe the wave of aesthetic borrow-
ings from Japan by Western art. The profusion of Japanese
illustrations and art objects such as porcelain, metals, fans,
combs and fabrics was intense, and the public interest was
raised by the exhibitions.

Soon, a“kimono mania” really started. This garment was
portrayed by several artists: Alfred Stevens (La Parisienne
japonaise, c. 1872), Claude Monet (La Japonaise, 1876), James
Tissot (La japonaise au bain, 1864), James Abbott McNeill
Whistler (The Princess from the Land of Porcelain, 1863-4),
among others. The image of a woman with an ornamen-
tal silhouette, with long loose sleeves — completely different
from Western clothing — with exuberant fabrics, and hold-
ing a fan becomes the symbol of Japanese exoticism and aes-
thetics. Scenes like this were also painted by the impression-
ists: Gustave Caillebotte, Pierre-Auguste Renoir, Berthe
Morisot, Edgar Degas, Edouard Manet. Fashion and daily
life represented the modern life, which was acclaimed in the
long study made by the poet Charles Baudelaire (1821-1867)
called “The Painter of Modern Life”— initially published in
the newspaper Le Figaro in 1863.

From 1900, Vitaldi Babani (1895-1940) became the sup-
plier of kimonos manufactured in Japan, but adapted to the
western market. Mariano Fortuny (1871-1949) soon start-
ed producing his interpretation of this piece. Then, in the
1920s, all the couturiers in Paris used Japanese motifs.

In the 1940s, Balenciaga masterfully explored this new
style and anchored his creations with a constant obsession
with kimono sleeves. He made numerous experiments with
shapes and constructions in order to establish a new rela-
tionship between body and clothing. The introduction of
the “cocoon”silhouette played a fundamental role in this pro-
cess, clearly linked to Japonisme, which influenced fashion
in the early 20" century. The arch shape on the back, the
collar away from the neck and the shorter and asymmetrical
seam at the front are examples of his cuts within this ten-
dency. The “cocoon”became a classic and it has already been



revisited by Demna Gvasalia, who has been in charge of
Maison Balenciaga since 2015.

Yves Saint Laurent made contact with Japan for the first
time at Christian Dior’s Maison when he was required to
produce a collection for export that reflected the brocade fab-
rics decorated with gold threads. Fascinated by the country
of the rising sun, he visited Japan countless times, especial-
ly in 1963 and 1975, and ordered different items for his art
collection. His kimonos reflect the souvenirs of the Kabuki
theater, one of his passions, and are a tribute to the gracious
courtesans (geishas) who wandered on the small streets of
Gion, a district of Kyoto, or to the elegance of Maria Callas,
dressed in a kimono waisted by an obi for the opera Mad-
ama Butterfly, by Giacomo Puccini, in 1955. Finally, YSL
gave the kimono his version according to the Japanese spirit,
keeping the fluidity of the lines that followed the silhouette
in movement. His patterns were polychromatic, and he did
not neglect the beauty of the décor, which was essential in
this country’s culture. Japan was a vast source of inspiration
and refinement for YSL. The influence of the Asian conti-
nent on the designer’s production was enormous, especial-
ly in the sumptuous “manteaux du soir” (coats) — Autumn/
Winter 1994 haute couture collection. They are luxurious
and modern evening suits. In one of them, the chrysanthe-
mums — a symbol of the Japanese imperial family — are wo-
ven in relief over a lime green silk matelasse with lilac peo-
ny arabesques, a common ornament both in Asia and in the
Western World. With great aesthetic sensitivity, the stylist
practically united, in this unique “manteau’, Japan, Asia and
the West, expressing his creative capacity to materialize the
beauty that crosses space and time, remarking the universal
and timeless aspect of the kimono.

Japanese stylist Kenzo Takada, who settled in Paris in
1965, assigned his identity in the fashion world to the kimo-
no. Since the 1980s, another revolution has arisen: within
the tradition of the kimono, Issey Miyake creates unstruc-
tured clothes with his timeless pleats; Yohji Yamamoto, with
a deconstructed aesthetic, triggers a new wave of Japonisme.

In the Japanese culture, in which there are no boundaries
between the plastic arts and the decorative arts, the kimono
is considered “the art to wear” It is a fascinating garment,
beyond its own time, and perhaps that is why, even today, it
inspires and stimulates creators from all over the world.

Jeanne
Lanvin

eanne Lanvin (1867-1946), founder of Maison Lan-
vin, was a woman of few words, one of her most
remarkable characteristics. Reserved, she tried to
be apart from the glamorous world of her famous
clients. Fashion and love were always inseparable
for her, because both had the same focus: Marguerite-Ma-
rie-Blanche, her only daughter and inspiring muse.
Determined, she started as a dressmaker in 1885 and, in
1893, at the age of eighteen, she settled permanently at 22 rue
du Faubourg-Saint-Honoré. She was only thirteen years old
when she debuted in fashion, and she was nicknamed The Little
Omnibus' because, with endless energy, she rushed around the
city with hats, dresses and accessories in hand to serve her
clients — always on foot, in order to save herself the bus fare.
Mme Lanvin was tireless in her creations and, with the
birth of her daughter, she saw a new business opportunity: a
children’s clothing department. She designed an entire ward-
robe for Marguerite, and became a pioneer in the creation
of mother-daughter dresses. In 1909, she joined the Syndicat
de la Couture, and irrevocably entered the select group of the
Maisons de Couture.
But she went beyond: soon she created the brides, lingerie,
decoration, sports and, in 1926, the menswear departments.
With enormous dedication, she managed to direct more
than a thousand employees and expanded her brand to Deau-
ville, Biarritz, Barcelona, Buenos Aires and Cannes. Each col-
lection featured about three hundred pieces. In addition to
the European customers, she had a wide clientele in Amer-
ica. Observing the customs described in the novels of the
American writer F. Scott Fitzgerald (1896-1940), in 1915 she
traveled to San Francisco and translated the casual way of
dressing of the New World into her clothes, enchanting her
clients, who did not hesitate to cross the Atlantic for each
new launch. Thus, Mme Lanvin gradually built her empire.
Once more, she anticipated in many decades the style of
modern designers who combined style & design in the décor,
and in 1922 she invited the designer Armand Albert-Ra-
teau—to whom she had been introduced by the couturier
Paul Poiret — to decorate her store, and later her home. This
daring decorator’s work astonished her for the sumptuous-
ness that imprinted the luxury of the Art Deco style and di-
verged from the discreet style of Jeanne Lanvin. Indeed, more
than clothes, she projected the “art of living” for all ages. Thus,
this partnership went on and, to celebrate her daughter's thir-
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tieth birthday, in 1927, the perfume “Arpege” was launched,
its bottle was designed by Rateau, and it was adorned with an
illustration by Paul Iribe showing mother and daughter danc-
ing, which has been ever since the Maison logo and one of the
most iconic symbols of the Lanvin empire.

Jeanne Lanvin had infinite curiosity: she traveled and
produced carnets de voyages, brought samples of ethnic fab-
rics; she wanted to learn the savoir-faire of different cultures,
collected art, created her own fabrics, motifs and exclusive
colors — and this included a dyeing factory in the 1920s—,
but she avoided linking her name to a style and defended the
inspiration of the moment.

In 1945, in one of her rare interviews, she said to Vogue:
After so many years, my public likes to see in my collections a
Lanvin style'... However, I have never limited myself to a certain
type of clothing and I have never emphasized a specific style ...
Quite the opposite, I strive every season to catch the impondera-
ble in vogue, as I am influenced by the events, and to translate
it, after my personal interpretation, into a tangible form.* Later,
she stated: I act on impulse and believe in instinct. My dresses
are not premeditated. I am carried away by feeling, and technical
knowledge helps me make it a reality. This shows her desire
to be herself and to do unexpected things, regardless of the
time, seeking inspiration from different sources, be it a fres-
co by Fra Angelico, which gave rise to the famous “Lanvin
blue”; liturgical or medieval motifs; orientalism; Piazza San
Marco in Venice or a Byzantine mosaic.

Jeanne Lanvin’s artistic career was incontestably diverse.
Passionate about theater, she was a regular in Parisian shows,
and she also created numerous scene costumes for actresses
like Cécile Sorel or Yolande Laffon, in addition to Yvonne
Printemps, an extremely popular actress in the 1920s whose
name was often associated with the stylist’s creations. Mme
Lanvin was one of the few couturieres, along with Poiret
and Chanel, to create all the costumes of a show, which en-
sured harmony in its scene.

She became an expert in embroidery and stones, creating
a series of motifs with mixed influences. The daisy, often
portrayed in her pieces, represented Jeanne Lanvin’s pas-
sion for her daughter; knots, leaves and art deco-style roses
also adorned her exclusive embroidery. A perfect savoir-faire
with classic dresses that are able to translate an 18 century
style in dialogue with Art Deco, its black and white geome-
tries and its profusion of crystals, pearls and silk threads.

A creator of timeless pieces, a globe-trotter; a pioneer,
but, above all, a discreet woman with extremely feminine
and sophisticated style codes that aroused the desire of wom-
en from all nationalities with the dresses she created, Mme
Lanvin was endowed with a strong personality.
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Jeanne Lanvin also played a key role in the organization
of the haute couture section in the Universal Exhibitions
since 1925. She worked as vice president of the “Pavillon de
L’Elégance” at the International Exhibition of Modern Dec-
orative and Industrial Arts and chaired many of these inter-
national events, always having an attentive look at Art Deco
style, Modernism and Surrealism.

Maison Lanvin is the oldest haute couture house still
operating.

Sonia
Delaunay

vant-garde character in Paris in the 1920s, So-

nia Terk (1885-1979) was born in Ukraine, but

she was raised in Saint Petersburg by extremely

educated uncles, during a period in which she

awoke to philosophy and music and fell in love
with the art of the European museums she visited. After stud-
ying painting in Germany, at the age of 21 she left for Paris in
search of freedom and settled in the quartier Montparnasse,
a well-known stronghold of artists and intellectuals. In 1905,
her house had already become a meeting place for the Russian
avant-garde. At the Académie de la Palette, she met Fernand
Léger; she discovered Cézanne at the Salon des Indépendents
and was dazzled by the colors of Vuillard, Bonnard, Van Gogh
and Gaughin. The colors that mark her work, however, are
inseparable from her Russian origins, and they are evident
since the first paintings she exhibited in 1908, in the gallery
of Wilhelm Uhde— German collector of Dufy, Braque, De-
rain —, with whom she was married for a year, before she met
the painter Robert Delaunay, who would become her part-
ner in 1909. Together they engaged in the path of abstraction.
In 1913, from the friendship with the poet Blaise Cendrars,
the work —an object-poem —“La Prose du Transsibérien et
de la petite Jehanne de France”was born, colored by Sonia.
She paints “Le Bal Bullier; a dance on Boulevard Saint-Michel,
where she wears for the first time the famous “Simultaneous
Dress” with Harlequin motifs. The Delaunay couple was a reg-
ular of the Bullier and, according to the poet Guillaume Ap-
pollinaire, they were the stars of the place.

Sonia and Robert created a theory of simultaneous color
contrasts, called “simultané’, which led to the opening of
Boutique Simultané, a temporary space on the Alexandre
[IT Bridge in Paris during the the International Exhibition
of Modern Decorative and Industrial Arts in 1925. Among



shoes, bags and beachwear embroidered with geometric
shapes, the fabrics were kinetically displayed in the win-
dow over rolling mechanisms, an approach that was almost
unimaginable for the time, created by the painter Robert
Delaunay. The new métier was based on the constructive
and dynamic power of colors. It was inspired by the color
theory of Eugéne Chevreul (1786-1889), within the context
of the origins of abstraction, and it was linked to the dy-
namism that characterized the modern era: technological
and urban development, inventions in cinema, in aviation,
the discoveries of foreign cultures, sport, speed. It was an
art that reflected modern life, the simultaneity of the world,
and comprised countless artistic creations — posters, fashion,
fabrics, furniture, architecture.

Sonia opened her first fashion and design store, Casa Sonia,
in Madrid, during the interwar period, and it attracted a cos-
mopolitan and bourgeois clientele. It was through textiles that
she outshined in avant-garde projects to unify the different
arts. In Madrid, Sonia met Diaghilev, director of the Ballets
Russes, through Nijinsky. He soon ordered the costumes for
“Cleopatra”(1918), a fusion of abstract art and dance. Willing
to revolutionize fashion and the arts in 1913, she created the
label Ateliers Simultané Delaunay, registered as a brand both
in France and in the United States, in 1925.

When she returned to Paris, she set up a studio/art gal-
lery at home — 3, rue des Grands-Augustins — similar to the
Atelier Martine, inaugurated in 1911 by the stylist Paul
Poiret, who held absolutely exotic Orientalist parties, in-
spired by the Ballets. It was the success of the Russian arts
that invaded Paris in the early 20" century.

In 1923, she started a Maison de couture, L'Atelier
Simultané, next to her apartment, on Boulevard Malesher-
bes and, the following year, Maison Sonia: she become, defi-
nitely, a businesswoman. She also attended the Dada and
Surrealist artists’ places.

However, as previously mentioned, only the Interna-
tional Exhibition of Modern Decorative and Industrial Arts,
in 1925, would give her significant international projection,
when she joined the famous couturier, costume designer and
women'’s fur clothing manufacturer Jacques Heim (1899-
1967) to inaugurate the Simultané Boutique, which remains
one of her most explored ventures when it comes to the art-
ist's innovative character.

During that time, she also started designing for London’s
Liberty Company and for Amsterdam’s Metz & Co luxury
house, a partnership that lasted thirty years. With the crash
of 1929 and the economic crisis, Atelier Sonia restarted
painting. Then, Sonia Delaunay fulfilled her dream, erasing
the boundaries among the arts and proclaiming a dynamic,
modern and democratic style of producing fashion, textiles
and designing objects.

She was one of the greatest colorists of the 20" century
and imposed her own language on abstraction, as did both
her fellow countrywoman multi-artist Natalia Goncharova
(1881-1962) and the Swedish painter Hilma af Klint (1862-
1944), one of the precursors of abstractionism. Sonia De-
launay’s spontaneous and handcrafted creations bring the
strong contrast of the colors of her Ukrainian origins.

Coco
Chanel

hanel’s importance to fashion is equivalent
to Picasso’s importance to painting when, in
1907, he showed the work “Les Demoiselles
d’Avignon” to his friends.

Considered one of the outstanding per-
sonalities of the 20™ century in France, alongside Picasso,
Charles de Gaulle and Jean Cocteau, Chanel was one of the
most innovative and passionate designers of her time. Inde-
pendent, elegant and perceptive, she knew how to turn the
events of her life into a source of inspiration, and made her
production autobiographical.

Not only did she free the woman from the corsets—a
feat achieved by the stylist Paul Poiret as well —, but she also
aligned her fashion with the new aesthetic standards that
emerged in the arts and architecture of her time. An accu-
rate observer and fierce critic of customs, she knew how to
perceive social changes in the early 20™ century, when wom-
en took on a new role and needed to work. She created more
sporty clothes, also to satisfy her desires, since riding was
one of her predilections.

If we think about it deeply, everything we use today has
to do with Chanel. Fashion is not something that exists in dress-
es only. Fashion is in the sky, in the street, fashion has to do with
ideas, the way we live, what is happening', Mademoiselle de-
clared. Driven also by the eagerness to learn, she was always
in the company of artists and painters, ranging between the
vanguards of arts and literature.

Without giving up femininity, while she removed the ex-
cess in the clothes, she added accessories such as bags, flow-
ers, fine and costume jewelry, and shoes, most of them be-
tween the 1920s and the 1930s, which became her strong
mark of style.

Alluring and a little arrogant, Chanel reinvented herself
and promoted herself worldwide. She insisted on being the
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model for her own creations. She saw in the others’ copying
her clothes a confirmation of the fact that she had gone be-
yond simple fashion, incorporating her own style —an as-
pect that only attests to her modernity and seductive power.

In her looks, there are strong features of the Art Deco
style, with straighter cuts, cubist and futuristic trends. Chanel
simplified the forms and even confessed to Salvador Dali that
what she did all her life was simply change men’s clothing into
women’s, as she believed that thus they gave a sense of power.

Androgyny was in the air. In 1922, Victor Marguerite’s
controversial novel “La garconne” was launched, and its main
character is the rebel young woman Monique L'Herbier, who,
disillusioned with her boyfriend, starts her search of inde-
pendence and freedom, challenging her family. She then has
her hair cut, wears simple clothes, begins to work as a decora-
tor, tries drugs and gets involved with another woman, which
caused astonishment at the time. The comparison to Coco
was inevitable.

Chanel was a voracious consumer of books. She found in
literature a way to enrich her spirit, and several heroines be-
came her inspiration: Antigone, Catherine de’ Medici, Joan of
Arc, Emma (Madame Bovary).

She also dared, in 1921, with the collaboration of the
Tsar’s perfumer Ernest Beaux, to create her first perfume,
Chanel N°5, naming it as the famous airplanes of that time.
Numbers meant setting records and calculating profits. There
were numbers on the Cubist paintings of Picasso and Braque,
and the influence of Dadaist works with letters and numbers:
Tristan Tzara had launched his manifesto in 1918. In addi-
tion, the perfume’s severe sobriety and geometry were also
associated with male products. The work on Rue Cambon, 31
would never start without the studio and dressing rooms be-
ing completely perfumed. Chanel always said that, for a wom-
an to be totally elegant, she should be wearing a perfume.

Simplicity and functionality pervaded her models, but al-
ways with an aura of sophistication. She started her career in
1909, selling hats. She had the collaboration of Etienne Balsan,
cavalry officer, and the financial support of Boy Capel, her
great love. Since then, her informal style aroused the interest
of actresses, poets and singers such as Emilienne d’Alencon,
Cécile Sorel and Sarah Bernhardt, who became promoters of
her first productions. She believed that luxury must comprise
comfort. And, for that, jersey was one of her greatest contri-
butions.

In 1917, she met and became the best friend of Misia Sert,
pianist and muse of painters like Renoir and Vuillard. Misia
introduced Chanel to her circle of friends, which included
great artists: Igor Stravinsky, Pablo Picasso, the poet Pierre

Reverdy and Count Etienne de Beaumont, patron of the arts
and well known for promoting the most coveted masquer-
ade balls in Paris. Count de Beaumont initiated her into the
high aristocratic circles. Misia introduced her to Sergei Di-
aghilev, manager of the Ballets Russes, on a trip to Venice.
Soon, Chanel decided to finance them for the presentation of
“the Rite of Spring. Among the collaborations to the dance
company, Chanel produced the costumes for the ballet in one
act “Le Train Bleu” (1924), with libretto by Jean Cocteau and
music by Darius Milhaud; a cubist beach set made by Henri
Laurens and a stage curtain by Picasso. The costumes were
based on her collections, with the predominance of jersey.
In 1920, she became involved with the Russian composer
Igor Stravinsky, who gave her music lessons and told her
stories about life in Russia.

On the Lido beach, in Venice, she launched another fash-
ion: white pants, with a black jersey blouse, espadrilles and
necklaces. Sunbathing and short hair were already part of the
daily life of this new woman, free and independent. In the
interwar period, the black dress came also as a trend, and be-
came a symbol of the chic woman.

However, it was from the romance with Grand Duke Dmi-
tri Pavlovich, grandson of Tsar Alexander II, that the Rus-
sian influence in her creations emerged: coats adorned with
trims, chemises, blouses and tunics, all adorned with beads
and pearls. He presented her with pearl necklaces, gold chains,
crosses with rubies and emeralds. She traveled with Dmitri to
Venice, where he showed her the Byzantine jewelry and Mal-
tese crosses, later translated into the costume jewelry created
in partnership with Count Fulco di Verdura. Dmitri’s sister,
Grand Duchess Maria Pavlovna, ran an embroidery studio for
Chanel, but Pavlovna soon opened Atelier Kitmir, and since
its beginning Mademoiselle was her client.

Chanel kept searching for ideas in her daily life. In 1923,
she was enchanted by the Duke of Westminster, and did not
hesitate to take inspiration from the clothes of his boat crew
and from the sweaters used in the icy islands of England to
create berets, white silk pants, cardigans and the first version
of the tailleur.

Chanel’s trajectory was marked by two stages: the first
ended in 1939 with the German invasion. In 1953, she reo-
pened her store at the old address and, in the following year,
with unshakable confidence, she launched a new collection,
confirming the tailleur of her early career as one of her icon-
ic pieces. Mademoiselle Chanel created elegant clothes and
scenery, and her life became a legend. She died in 1971, at
the age of 88, and remains the symbol of the modern style
of the 20™ century.



Café Society—
Balls and Salons
in the 1920s and 30s

he term “Café Society” evokes a cosmopolitan

world that brought together aristocrats, art-

ists, stylists, choreographers and musicians in

an atmosphere of magic and fascination in the

1920s and 1930s. It started in Paris, in the early
20 century, ascended to its peak in the 1930s and ended in
Andy Warhol's New York.

The great masquerade balls reigned during this period.
The members competed with the splendor of their parties,
the beauty of their houses, the size of their yachts and the
ostentation of their jewels or their wardrobe, all of it ex-
posed by the fashion magazines Vogue, Harper’s Bazaar.

The press was one of the engines of these events, build-
ing fashion, the couturiers’ as well as the artists’ reputa-
tion, and creating myths. Photographers like Cecil Beaton,
Horst P. Horst and Baron de Meyer made the most symbol-
ic records of this lifestyle. The models were women from
high society. Great patrons fed the most original talents
of the century. Picasso, Jean Cocteau, Salvador Dali, Coco
Chanel, Elsa Schiaparelli and the dancers of the “Ballets
Russes”were some of the protagonists of this cultural elite
that influenced the history of taste. The Hotels Particuliers
in Paris and the Venetian Palaces served as a backdrop for
the Café Society parties.

Some characters, however, stood out in this cultur-
al elite, be it for the sophistication of their palatial par-
ties, such as Count Etienne de Beaumont, precursor of this
bourgeois society, passionate about the avant-gardes; be it
for the eccentric personality, like Marchese Luisa Casati,
a true trendsetter of the 1920s and an inspiring muse of
countless designers to this day.

In Brazil, the sophisticated circle of intellectuals, visual
artists, poets and politicians who gathered for the salons,
soirées and lunches in Higiendpolis — Sdo Paulo, at Paulo
Prado’s house (1869-1943), had the same spirit of these
events. Prado was one of the sponsors of the Modern Art
Week in 1922. Descendant of one of the most tradition-
al families in Sao Paulo, he was a coffee grower, investor,
writer and patron. He spent seasons in Paris, where he
maintained an intense social life with Brazilian and French

friends: Tarsila do Amaral, Oswald de Andrade, Blaise
Cendrars, Albert Gleizes. He established an important link
with the European avant-garde and brought to Sao Paulo
the cultural news from Paris.

The role of patrons is significant in these circles. Above
all, these people liked to show their life and their passions,
exalting their taste for decoration, appearance, arts and
fashion. Elegance and the art of living prevailed for the
pleasure of some and the happiness of all.

Misia Sert—The
“Queen of Paris”

ssence of the Belle Epoque woman, Misia Go-
debska/Marie Sophie Olga Zenaide Godebska
(1872-1950), known as the “Queen of Paris’
was a pianist passionate about worldwly life.
She belonged to a Polish aristocratic family
and was a central figure in Parisian artistic life. She hosted
memorable salons. She was one of the most liberal wom-
en of her time and patron of several of the most prominent
writers, painters and musicians of the turn of the 20" centu-
ry. She was portrayed by Toulouse Lautrec, Renoir, Vuillard,
Bonnard and Vallotton and she was characterized as Princess
Yourbeletieff in Proust’s literature — “In Search of Lost Time”.

Legendary in the musical world, erudite and tireless

hostess of the artistic circle, Sert was confidant of business-
man Sergei Diaghilev. Music was the strongest link between
them, besides their relentless character and their Russian or-
igins, as Misia was born in St. Petersburg. Both of them also
played important roles in avant-garde magazines: Misia in
“La Revue Blanche’ by her first husband, businessman, jour-
nalist and collector Thadée Nathanson (1868-1951), and Di-
aghilev in “Mir Iskusstva” (World of Art). He was one of the
founders and editor-in-chief of the publication in 1899. El-
egance was customary for them. Misia used to wear Worth
and Paquin, and Diaghilev, the famous Charvet shirts, a lux-
ury brand that dressed kings, princes and heads of state.

In 1905, Misia married the French press magnate, found-
er of the newspaper “Le Matin” (in 1884), Alfred Edwards
(1856-1914), but in 1909, they divorced and he followed the
romance with his mistress, the beauteous actress and fashion
icon Geneviéve Lantelme (1883-1911).

Her life changed when, in 1908, she met the Spanish paint-
er José Maria Sert (1874-1945), whom she would marry in
1920. With him, she expanded her influence on Parisian artis-

tic life. Sert introduced her to Diaghilev’s avant-garde circle.
She soon joined Countess Greffulhe and Princess de Polignac,
and they became the biggest sponsors of the “Ballets Russes”.
Misia would buy all the free seats for a presentation and dis-
tribute them to her friends if necessary. It was the effort of
these women that turned the group’s first season of shows in
Paris into reality. The success of the new company was re-
sounding, and Misia’s house became the headquarters of the
Russians: painters Léon Bakst (1866-1924) and Alexandre Be-
nois (1870-1960) and dancers Tamara Karsavina (1885-1978)
and Vaslav Nijinsky (1889-1950).

Protectress and inseparable friend of Diaghilev, she gave
moral and financial support to the Ballets. A wise wom-
an, she also encouraged Diaghilev’s collaboration with the
French artists she admired: Ravel, Debussy and Jean Cocte-
au, which came into reality in 1912. She sponsored the pro-
duction of “L’aprés-midi d'un faune”(1912), inspired by the
work of the same name by the poet Mallarmé (1842-1898)
and by the composition of Debussy (1862-1918); and “Le Sa-
cre du Printemps” (1913), two performances staged by the
then newcomer Nijinsky. In addition, for “Parade”(1917) to
come on the stage, Misia brought together the new gener-
ation of creators: Debussy, Ravel, Erik Satie (author of the
song), Jean Cocteau (author of the poems), Picasso, Marie
Laurencin, among others.

Misia was a tenacious supporter of the arts. As Chanel — her
great friend and admirer, but at the same time, critical of her
behavior —declared to the writer Paul Morand (1888-1976),
she represented all women and all women were united in Misia.

Art Deco and the
“Roaring Twenties”

he end of the war was marked by a wave of

exuberance and euphoria. Avant-garde move-

ments spread across Europe: Fauvists and Cub-

ists in the French capital, Futurists in Italy and
Constructivists in Russia. It was also one of the

moments of greatest intellectual verve in “the City of Light”
Art Déco — whose name came from the International Ex-
hibition of Modern Decorative and Industrial Arts, held in
Paris in 1925 —is a modern style that reached its peak in the
interwar period and left its mark on plastic arts, architec-
ture, interior design, textiles, cinema, photography, fashion,
jewelry and advertising. The inspiration came from several
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sources: orientalism, animals and flowers from China and
Japan, countries such as Egypt, African and Persian arts, be-
sides some traditional Russian motifs.

The expansion of the deco style took place in the context
of a huge technological advance, when all the eyes turned
to novelties. Mass production of consumer goods was in
strong development, and the increasing quality of advertis-
ing, focused on creating demand, aimed to seduce the po-
tential consumers, stimulating their imagination. Design
was everywhere.

Paul Poiret was one of the first couturiers to introduce
the Art Deco style. His interest in oriental costumes, spread
by the Ballets Russes in Paris from 1909, led him to establish
the principles of modern clothing.

One of his greatest contributions was to build a bridge
between fashion and the arts, bringing together talented art-
ists in his studio. In 1908, he hired illustrator Paul Iribe and,
in 1911, Georges Lepape to make his luxury albums print-
ed on special paper, based on refined Japanese techniques.
This innovative method brought about a radical change in
the relationship between the designer and the illustrator: it
was the beginning of a new era that culminated in Art Deco
illustrations.

Several magazines were launched in this period: Modes et
manieres d aujourd hui(1912), Le journal des dames et des modes
(1912), Vogue — English edition (1916), Vogue — French
edition (1923), among others. However, the Gazette du Bon
Ton (1912) was the responsible for the greatest collaboration
between illustrators, couturiers and publishers. This publi-
cation, founded by Lucien Vogel (1886-1954), was specialist
in revealing new talents. Vogel was son of the painter and
illustrator Hermann Vogel and grew up among artists. He
employed a group of young people from the Ecole des Beaux
Arts, to whom he gave total freedom to interpret the fashion
and social life of their time. With the support of the great-
est haute couture houses (Poiret, Chéruit, Doeuillet, Lanvin,
Doucet, Redfern and Worth), the Gazette became known for
the highest quality fashion and advertising content, and it
became one of the most important magazines in this field.

Among the artists that stood out in these magazines are
George Barbier (author of the Cartier panther, the iconic
symbol of the brand), Robert Bonfils (creator of the poster
for the 1925 Paris Exhibition), Pierre Brissaud, André Mar-
ty, Charles Martin, Martha Romme, Helen Dryden, Gerda
Wegener and others. Wegener was a woman ahead of her
time. She was a pioneer in questioning gender constructions.
Gerda illustrated for Vogue, La Vie Parisienne and special-
ized in female and erotic portraits, emphasizing the power



of women. Her fame peaked in 1925, and she was awarded
at the International Exhibition.

In the early years of Vogue, all covers were hand-drawn.
The magazine’s founder, the American editor and magnate
of communication Condé Montrose Nast (1873-1942) was
a great supporter of this art. The 1920s were remarkable
for fashion illustrations, and it was only after the 1930s that
photography started to gain more space in the magazines.

This period was also marked by female protagonism in
the labor market, accelerating the change process and leav-
ing old patterns behind. The magazines set new trends for
an emancipated and modern woman who had cut her hair
(2 la garconne), smoked in public, drove cars, flew airplanes,
wore sports clothes, shorter dresses, long pants and prior-
itized comfort.

Meanwhile, the world of show business had the boldness
of singer and music hall star Josephine Baker (1906-1975),
who caused a scandal when she went topless on the stage,
with her breasts covered only by necklaces, wearing a ba-
nana skirt. In addition, the actress and model Louise Brooks
(1906 -1985), with her androgynous look, was the lively ex-
pression of this cry for freedom. Feminist movements and
demands for voting were growing.

Paris was a “Moveable Feast] to the sound of Jazz
and Charleston, and the city, rocked by the international
avant-garde, completely subverted old customs. The “Roar-
ing Twenties” and happiness were definitely declared: in the
cabarets, from the “brasseries” (breweries) and the cafés of
Montparnasse, to the world.

Elsa
Schiaparelli

n 1927, Elsa Schiaparelli (1890-1973), with the en-

couragement of her friend and stylist Paul Poiret,

of whom she was an unconditional fan, opened the

first boutique in Paris: Schiaparelli Pour Le Sport.

Their admiration was mutual, and Poiret presented
her with several dresses. Born in Rome, niece of the famous
astronomer Giovanni Schiaparelli, with whom she studied
the skies, she lived surrounded by art and culture. Her moth-
er was an aristocrat, descended from the Dukes of Tuscany,
and her father, an intellectual and collector of Asian manu-
scripts, commanded the library of the magnificent Palazzo
Corsini —a late-baroque palace near the Vatican in Rome,
where they lived.

Schiap always kept in mind the references of the past,
and her passion for the artistic world was clearly reflected in
her fashion statement.

The rivalry with Coco Chanel became emblematic, and
the comparison with Miuccia Prada, because of their revo-
lutionary and subversive behavior, inevitable.

Schiaparelli and Chanel were symbols of the cultural ef-
fervescence of the pre-war years, and both sponsored, en-
couraged and hired talented and world-renowned artists.
They were crucial to the Parisian society of that time, le tout
Paris. With their innovative role in the fashion circle, they
became the representatives of the free businesswoman of
the 20™ century —a role, in fact, clearly assumed by the no
less daring and engaged Miuccia Prada, from the 1970s on.

Always connected to the artists of her time, Schiap
made several collaborations. She was friends with Marcel
Duchamp, Francis Picabia, Tristan Tzara, Man Ray, Alfred
Stieglitz, Jean Cocteau, Christian Bérard, Giacometti, Picas-
so and Salvador Dali, who described her studio in the 1930s
as “the beating heart”! of Surrealist Paris. She believed that
fashion could not be disconnected from the evolution of
contemporary visual arts.

It was in Surrealism that she found her source of in-
spiration. She worked with Dali several times, resulting in
the creation of exotic collections: the hat in the shape of a
shoe, the telephone purse, the desk suit with bureau-drawer
pockets and the iconic Lobster dress worn by the Duchess of

Windsor, one of the her best known pieces.

In 1927, she presented her first collection of sports pullo-
vers under a strong Art Deco influence, with geometric mo-
tifs and the tromp-loeil effect —a great success. In addition to
her always striking creations, she launched innovative ma-
terials for her clothes, such as the zipper, silk crepe, plastic
and cellophane. For the first time, zippers were exposed in
haute couture.

Always at the vanguard, she challenged the straight cut of
the 1930s and produced looks featuring coats and suits with
waisted jackets and shoulder pads, which would character-
ize fashion until the so-called “New Look’, anticipating the

“power woman”of the 1980s.

Schiaparelli brought vivid colors to her creations—a
shock for her time, showing she was clearly in tune with
Poiret. She created a bright shade of pink and called it
"Shocking Pink” The color was used by Schiap in hats and in
long embroidered capes.“Shocking” was also the name given
to what would become her best-known perfume, launched
in 1937. The bottle was shaped like the body of the then

1 “Schiaparelli And Prada: Impossible Conversations’, Metropolitan Museum of Art, New
York, May 10-August 19, 2012.p.28
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famous film actress Mae West, who personified the boldness
of the Schiaparelli style. It was designed by Argentine artist
Leonor Fini, who was introduced to Schiap by the then gal-
lery owner Christian Dior in 1933. Subsequently, Fini de-
signed a series of models for Elsa Schiaparelli, published in
the magazine Harper’s Bazaar in 1939-40. In 1935, in the
July edition of HB, an illustration by the Dutch painter Kees
Van Dongen (1877-1968), “La Femme aux Etoiles”— which
portrays a hooded cape named “Vénetienne” (Venetian), of
the haute couture collection Autumn 1935- perpetuated
the stylist’s creation. The cape —called Simoun— was made
with crushed silk taffeta, created by Bianchini exclusively to
Schiaparelli. At that time, Carmel Snow, editor-in-chief of
the magazine, and her correspondent in Paris, Daisy Fellow-
es, were admirers and often wore Elsa’s clothes.

In 1934, in the August, 13" edition, the cover of Time
magazine was Schiaparelli. She was the first fashion designer
to obtain this honor.

She launched collections inspired by fantasy. She was a
pioneer in thematic collections, and one of the most iconic
ones was “Le Cirque’, with horses, elephants and acrobats on
the trapeze embroidered in many pieces. Boleros, for example,
had clown-head buttons, and there was an ice cream-shaped
hat. Using embroidery and strong colors, she also made the
“Astrologique” collection in 1938, which featured a luxurious
cape with huge zodiac signs embroidered in gold, as well as
the “Phoebus”motif—a radiant sun on a Shocking Pink fabric—,
a magnificent work by Lesage. She also addressed themes such
as music, the seabed and “Commedia dell’'Arte’; in which she
introduced capes patterned with velvet diamonds.

The Maison, which was closed for sixty years, reopened
in 2014 at the same address where Schiaparelli started— 21,
Place Vendome.

Carmen Miranda—
The Tropical Style

armen Miranda (1909-1955) is the first mul-
timedia artist in our country, a symbol of the
Brazilian woman and a pioneer in attracting
the international attention to tropical fashion.
She personified the joy of the samba universe
from Rio de Janeiro and disseminated a unique modern visual
image. She was born in Portugal and came to Brazil at the age
of one. From an early age, she showed the stages were her

home. She left Santa Teresa School, in Lapa district — Rio de
Janeiro —, where she grew up and started to work at a clothes
and tie shop. She used to make hats. With her charisma, Car-
men soon attracted an elegant clientele for whom she often
sang. However, she always dreamed of being a movie star.

In 1926, the singer was finally discovered at the National
Music Institute. In 1930, she released her first album and soon
became a huge success. She first became known throughout
South America and then she reached Broadway in 1939, af-
ter being hired by the producer Lee Schubert (1871-1953).
He watched her show at Urca and was enchanted by her per-
formance and exotic costumes, which she created, designed
and sewed herself. You will see that I am a singer and I have a
rhythm, said Carmen in New York, land of musicals. In that
year alone, she took part in more than 400 shows. Dubbed
by the New Yorkers as “Bombshell’; she set trends, and her
Baiana costumes — from the movie “Banana da Terra=spread
quickly through the windows of 5™ Avenue, taking the place
of great brands such as Chanel and Christian Dior. Carmen
created the “Miranda Look’; marked by the use of a turban,
a sensation in the 1940s which was adopted en masse in the
rigorous context of World War II.

Fruit on the head, long round skirts, frills, many necklac-
es and the famous platforms of up to 18 cm, which length-
ened her silhouette. Italian designer Salvatore Ferragamo
was the creator of the pumps for her and other cinema di-
vas. Created by Alceu Penna (1915-1980), the famous Baiana
carnival costume was born in that decade. Designer and cos-
tume designer, Penna contributed to renew Carmen Miran-
da’s image and collaborated with the artist’s costume.

Stylists frequently recall the singer’s tropicalist look with
several patterns, embroidery, lace and skirts with cropped
tops. In Brazil, Alexandre Herchcovitch, Ronaldo Fraga, Sali-
nas and Rosa Chd have already been inspired by this artist.
Prada, Dolce & Gabbana, Jean Paul-Gaultier and Stella Mc-
Cartney are some of the international brands that have also
paid homage to her.

In New York, Carmen was frequently at the houses of
celebrities such as the Chilean patron and choreographer
Marquis de Cuevas (1885-1961) and the socialite Grace
Vanderbilt (1870-1953), and thus she enchanted William S.
Paley (1901-1990), president of CBS (Columbia Broadcast-
ing System), painter Salvador Dali and Duke di Verdura. For
these occasions, she was always spotless and never skimped
on jewelry.

This huge success took the “Extraordinary Girl”and her
balangandans to Hollywood, where she became a star. When
she returned to Brazil, after being acclaimed by the people,
she was accused of being “Americanized’for having sung her



songs in English. Disappointed, she went back to the United
States and there she stayed until 1954.

Back in Rio de Janeiro, she rested at the Copacabana
Palace Hotel to recover from the hectic life she used to have
in order to fulfill an increasingly demanding schedule of
shows around the world. This time, she could finally recover
from her grief towards the country, which at last welcomed
her with all the deserved recognition. She died at 46, and
became one of the biggest myths of show business.

Christian
Dior

t was in Granville, a seaside resort nicknamed “Mo-

naco of the North’, where Christian Dior (1905-

1957) spent his childhood in the villa “Les Rhumbs’

Built in the late 19" century, it was named after the

nautical term that designates the thirty-two divi-
sions of the wind rose. The residence was acquired by Dior’s
parents in 1906. It has a conservatory, a huge park and a
flower garden in front of the sea, on top of a cliff. In this gar-
den, his passion for flowers and, above all, for his favorite
ones, the roses, was born. A few years later, in Paris, during
a walk, when he happened to find a mysterious star on the
ground, Dior decided to open his maison, considering what
happened as a sign of destiny.

A key character in the history of fashion in the 20™ cen-
tury, since the bold collection launched in 1947, at first “Co-
rolla”and soon called “New Look”, Christian Dior ended the
simplified and functional fashion line disseminated by Ga-
brielle Chanel. Seeking inspiration in the past, he made the
Belle Epoque be reborn, along with images that bring the
vaporous hues of the painter Watteau and an opulence with
which he consolidated his kingdom in haute couture, which
fashion resumes periodically when dissatisfaction prevails.
The “eternal return to the eternal feminine” brought a sil-
houette that evokes the culture of classical ballet.

Subverting all the references of the war period, he de-
cided to erase the previous path towards men’s fashion, out-
lined by Chanel, and, based on an alliance with the textile
magnate Marcel Boussac, Dior relaunched the textile indus

try, using huge amounts of fabric. He renewed the tradition
of couture in France and invented an international fashion
that reaffirmed the role of Paris as the capital of fashion.
Despite his appreciation for music and painting, he was
prevented by his parents from pursuing an artistic career.

However, it is worth remembering that, before fashion, the
direction of a gallery with his friend and art dealer Jacques
Bonjean (1899-1990) was part of his résumé, from 1928 to
1934. Among the unpublished exhibitions at Rue la Boétie,
34, in the 8" arrondissement, there was the surrealist Leonor
Fini (1908-1996), honored by Maria Grazia Chiuri in 2018
and to whom Monsieur Dior offered his first solo exhibition.

According to Maria Grazia, Fini embodied the strong
women of the 1930s. Besides Fini, Alexander Calder (1898-
1976), Alberto Giacometti (1901-1966), Georges Braque
(1882-1963), Giorgio De Chirico (1888-1978), Max Ernst
(1891-1976), Pablo Picasso (1881-1973), Raoul Dufy (1877-
1953), Pavel Tchelitchew (1898-1957) and Salvador Dali
(1904-1989). The latter collaborated with the production
of one of the looks for the Christian Dior fashion show at
MASP — Sao Paulo Art Museum, in 1951. Encouraged by
the museum’s founding director, Pietro Maria Bardi (1900-
1999), it was the first show inside a museum in Brazil.

Six artistic directors succeeded him and built a name that
today represents haute couture in France and in the world:
Yves Saint Laurent, Marc Bohan, Gianfranco Ferré, John
Galliano, Raf Simons and currently Maria Grazia Chiuri are
part of the Maison’s creative team. In fact, the essence of
Christian Dior’s spirit was preserved after the stylist’s sud-
den death in 1957. The Bar jacket— whose name evokes the
bar at the Hotel Plaza Athénée, frequented by the women of
the Café Society —, emblematic silhouette of the “New Look,
and the creative themes continue to serve as leitmotifs for all
the designers who continued the founder’s vision of haute
couture: art and photography, the profusion of colors and
textures, Parisian elegance, neoclassical decor, exoticism and
the flowers.

Gerard Uféras
photographs —
Dior Studio

photojournalist with a brilliant career, Gérard
is one of the greatest French fashion pho-
tographers, having received a series of awards,
including the World Press Photo— Arts and
Entertainment (1996). The thought-provok-
ing work of this photographer comprises exhibitions, por-
traits and pictures for newspapers, books and magazines.
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Gérard Uféras debuted in photography at the age of eight,
fascinated by his father’s camera collection. However, it was
the discovery of Henri Cartier-Bresson’s work by André
Kertész and Willy Ronis that awoke him to photography as
an artistic expression. Gérard is one of Ronis’s (1910-2009)
cultural heritage managers, as they were close friends. Willy
Ronis became famous for the humanistic and poetic images
of Paris in the postwar period.

There are countless stories in Uféras’s career, among
them the privilege of having photographed the Dior ateliers.
These records resulted in the book “Dior 30, avenue Mon-
taigne’, published in 2012, with texts by journalist Jérome
Hanover, Editions Terre Bleue, and unveil the Maison’s cre-
ative routine. Uféras’s keen eye is surprising for the sensi-
tivity he had to capture the spirit and elegance that eternal-
ized the couturier’'s DNA in Christian Dior’s hétel particulier.
Bearing in mind the revolutionary New Look, from 1947,
he imprinted his contemporary perception of the mythical
French house.

The backstage of haute couture, from the first sketch of
a dress to the new collection fashion show, from the work
of the petites mains (small hands— the artisans of the ateliers)
during the tests on mannequins of a long leg shape to the
refined beauty of a fashion model. Gérard says that he fell in
love with the studios created by Monsieur Dior in 1946 and
immersed himself in velvets and taffeta, walking through
magical busts and charming pleats and thoroughly snapping
everything. In a discreet way, he worked for several weeks
among those who create and mold fashion. Haute couture,
which, in general, is only unveiled on the catwalks, had the
testimony of Uféras along the whole process of a collection.
As an expert observer, he focused on all the art of manu-
al work, showing and telling the story of fabrics, materials,
gloss and the splendor of couture.

In 1984, Uféras started working for the daily newspaper
Libération, and he has been a member of the French press
agency Rapho since 1993. Passionate about music and theater,
he crossed Europe and landed in New York photographing
the backstage of operas and ballets for 20 years.

Uféras’ work today is part of important collections, such
as Maison Européenne de la Photographie, in Paris; the
French National Library; the National Gallery, in London;
the Salzburg Festival, in Austria; the Collection of Henkel,
in Germany; and the Moscow House of Photography.

Dior—The Magic
of the Circus

ith a show paced by the performance of

the British company Mimbre, a female

circus company, Maria Grazia Chiuri pre-

sented her creative chaos with the Haute

Couture Spring/Summer 2019 collection
at the Rodin Museum, in Paris. The ground marked by mul-
ti-colored diamonds alluded to the figure of the harlequin,
and the models paraded among eighteen female acrobats, in
a poetic atmosphere that mixed fashion and art. The scenery
was created by the scenographer Shona Heath.

Chiuri’s androgynous concept, translated into the fig-
ure of the clowns in the arena, was full of artistic references,
evoking the memory of the Maison'’s creator. Christian Dior
loved going to the Cirque dhiver, where Richard Avedon
captured the famous photograph “Dovima et les éléphants’,
in 1955. “Dior’s Circus comes to town’, proclaimed a British
television report in 1950, due to the Maison’s fashion show
at the Savoy Hotel in London.

Paris has a long tradition with circus and, besides, it was
between Rome— the birthplace of Maria Grazia—and Naples
that the emblematic ballet “Parade”was composed, with its
scenery and costumes designed by Pablo Picasso, for the rev-
olutionary dance company of Sergei Diaghilev. This produc-
tion, based on a theme by Jean Cocteau, was performed on
Parisian stages in 1917.

The circus is a little world that goes from one town to
another and transforms the city where it arrives. It is just
like the fashion week, said the artistic director of Dior. The
references to circus codes are evident: diamond patterns on
jacquard, silk or organza; animals embroidered on skirts and
flame motifs on long dresses.

The soft colors of the collection were mixed in layers
with a technique to give the impression that the clothes were
damaged and faded by time, as if they had just been taken
from the traveling company boxes. The skirts, embroidered
or inlaid with opaque sequins, were shortened until they be-
came tutus and referred to circus, with its acrobats, tamers
and equestrians.

Maria Grazia Chiuri composed her own “parade” Trans-
parent white shirts highlighted by collars or ribbons that
look worn by time, leather corsets, sailor blouses and black
jackets inspired by the tamer suits. The geometric clothing
of the white clown, sober or luxurious, was reinterpreted
with new embroidered materials and proportions.



These pieces emphasize the memory and social imaginary
that surrounds the circus and its relationship with costumes,
fashion and art, specially photographer and film director
Cindy Sherman’s work dedicated to the clowns.

The collection was conceived on an overlay of images:
the woman’s tattooed skin, which refers to the Victorian cir-
cus and its extraordinary phenomena, becomes a set with
fantastic motifs that shape the body and tell a story under
the dresses.

The androgynous clown, with references to Picasso’s
Rose Period, was the great representative of Chiuri’s mo-
dernity in the Spring/Summer season in 2019, an expression
of a desired equality where beauty, origin, gender and age no
longer matter, only technique and audacity.

Interview:

Maria Grazia Chiuri

by Giselle Padoin

Feminism and art are recurring themes in your
collections. How do you link them to history
within your creative process?

For me, feminism is activism: an ever-present responsibili-
ty that expresses itself first and foremost through work and
daily commitment. Art interests me for its ability to articu-
late thought in an immediate and powerful form, to foresee
what the common concerns will be and place important is-
sues at the heart of a unique, expressive language. The jux-
taposition of art and feminism is for me a hugely inspiring
force, because it shows how ideals and creativity mutually
reinforce each other. My creative process consists of put-
ting experiences and thought-provoking, interesting events
alongside the history of the Dior fashion house, and filtering
it all through my own sensitivities, my personal history, the
baggage I carry with me from my past and that which cap-
tures my attention in the here and now.

Would you say that haute couture is an artistic,
political and social manifesto?

Haute couture is a diverse and complex thing, a space for
experimenting and for the impossible to happen, where
attitudes, sensitivities, and a range of people all play a role. I
want the clothing that I send out on the walkway to be the

expression of that complexity, to take on a meaning that goes
beyond their materiality. 'd go so far as to say that [ want my
message, tucked between the folds of gorgeous clothing, to use
that sublime materiality to express ideas and stances. I think
it's extremely important to be aware of what is going on in the
world and to have an opinion that, in a way, already means
having a “political” attitude towards society. | am interested
in creating a space where different players work together to
reach a common goal, and in sending out an inclusive and
positive message through the work that I do.

For the Dior Cirque Haute Couture Spring-Summer
2019 collection, you were inspired by Pablo Picasso’s
1917 masterpiece, Parade. This iconic piece of modern
art was a set for a ballet performed by Sergei
Diaghilev’s Ballets Russes and transfigured the
growing symbiosis between art and fashion mode.
What are the sources of the artistic emotion this
revolution triggers in you? How do you feel this
revolution has enriched the House of Dior’s prestige?

For the Spring-Summer 2019 collection, I decided to think
about parades because they are a ritual that brings together
the world of the circus and the world of fashion. Rediscov-
ering the work of Picasso and the story that links him to
Diaghilev and the Ballets Russes, evoking the unique atmos-
phere that art, fashion and theatre created in Paris in those
years, was thrilling for me. And it also confirmed that the
direction my research was taking was rich in references and
possible forays into fascinating territory. I don’t think it’s
about“ennoblement’, because I believe that fashion has the
dignity and force to succeed only in showing its own inher-
ent value. What I'm interested in is the crossroads where
creative disciplines meet —art, theatre, performance, dance,
fashion —and what that encounter brings about in each of
these different fields. I celebrate and encourage this collabo-
ration, these common intents, shared interests, and passions
carried out together and made tangible and communicable.
This really excites me: being able to weave such a vast and var-
ied network of references and people, being able to make the
identity of the Dior house as open and rich as possible, in or-
der to bring it into its rightful place in the future it deserves.

What are the common threads in your research
when you are creating a collection?

[ work a lot with the archives, which I visit periodically not
only in search of inspiration and references, but most of all
to study the history of this extraordinary fashion house. It is
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a fount of ideas that lets me build a message as global and in-
clusive as possible. Then there’s my fascination with words,
and I can’t help but be struck by the different levels that
well-written texts and slogans can be read on. For example,
that’s where the decision to use the phrase by Chimaman-
da Ngozi Adichie,“We Should All Be Feminists’, for my first
collection, came from. And from there, to think about Linda
Nochlin and Robin Morgan, looking at art and female artists
to tap into their powerful work and memory.

In general, regarding my creative process, making words
and images of our global cultural heritage interact with to-
day’s thinking and the ideas of grace and feminism that make
up the Dior codes has been my way of making a statement
about how I work. I'll continue moving forward in this way,
using a range of methods for each collection, but always
staying true to the guidelines set out from the start, which
for me are a sort of declaration of intent, a manifesto.

Monsieur Christian Dior played a revolutionary role
in the history of fashion during the 1940s and 1950s.
Which codes do you feel you share with him and
which ones has he bequeathed you?

The first person [ wanted to get to know when I came to Dior
was Monsieur Christian Dior himself. I met him through his
autobiography and other writings: I studied his work, his ap-
proach, his passions, obsessions, looking to distil his idea of
fashion into key concepts that serve collection after collection,
and that have become indispensable references, challenges, or
ideas born of a specific time that it is my duty to retrieve and
re-present through the lens of the present. Without a doubt
that which I thought about the most is femininity, which
expresses itself through codes like the Bar jacket, products
made based on the female body, the use of colour, the choice
of fabrics, embroidery and decorative elements. I think that
femininity is the code that I “received”’from Monsieur Dior
that [ wanted to reinterpret in today’s world.

Once you have conceptualised your design,
how do you work with the “petites mains” to breathe
magic into a collection in the Dior ateliers?

For me dialogue is fundamental, just like working side by
side, fixing what went wrong, looking each other straight
in the eye and that flash of instant understanding. I like dia-
logue, talking about my ideas, and the conversations I have
had with all of the amazing people in the Dior atelier have
always been opportunities for learning and discovery. Each
time I'm amazed at how they manage to translate what I

have in mind into perfect creations, down to the last detail.
The very essence of fashion, and in particular haute couture,
is just this capacity to use the savoir-faire of ateliers to give
“wearable”shape to an idea, make a vision palpable, through
the use of tried and tested techniques and exceptional mate-
rials. Working together is the key, also because it creates a
space for the unexpected to happen, that brilliant idea that
makes everything better, and that can only be the result of
multiple minds and hands coming together.

Do you think that each successful Dior collection
contributes to the much-needed recognition of
feminism?

What I know for sure is that the work done so far has been
positive in raising the collective awareness about femi-
nism — as a struggle but also and especially as a daily practice
that is, hopefully, more and more widespread and natural.
The scope, in terms of communication, of the Dior house is
so far-reaching that it’s our responsibility, as captains of such
an important realm as global fashion, to use the tools at our
disposal to affirm how necessary it is to think about women,
their needs, their rights, and what makes them different and
unique. As a designer and as a woman, [ think a lot about my
role in society, and [ want to convey these thoughts through
my collections, whose success is the proof that the language
I use and the messages I am looking to get across are shared.
And that makes me happy and proud.

How do you perceive the evolution of fashion
in the future and as a designer? What will be
your guideline at Dior?

[ think these are extremely interesting times for designers.
The critical issues that have emerged during this complicat-
ed period have thrown the limits and inconsistencies of the
society we live in into stark relief. As designers, we are in a
position to respond pro-actively to such crises and propose
solutions that satisfy the desire for change. The drive to cre-
ate goes hand in hand with the need to be in step with soci-
ety on its continuous march forward (and hopefully toward
something better). This is an extraordinary opportunity to
fight our chosen battles concretely, and I expect fashion to
respond vigorously and enthusiastically and to re-invent it-
self, becoming unapologetically more sustainable and more
political. Without ever forgetting fun, beauty and reverie,
which are important aspects of fashion.

At Dior we aim to learn from the strategies and new pro-
cedures put into place these past few months: embracing



technology as a second nature, instant communication, and
direct contact with the audience we want to target. But
we are more than happy to be able to see each other again,
and indeed we have come to appreciate the value of simple
but fundamental acts, like choosing fabric and materials by
touching them with our own hands, checking prototypes di-
rectly from those who produce them, and communicating
with craftsmen to witness them find fresh solutions to turn
our ideas into reality. Our only guideline, at this point, is to
appreciate every step of the journey for the relationships it
generates, ultimately resulting in a product that reflects the
passion of all those who contributed to making it, and espe-
cially that is culturally, environmentally and socially sensi-
tive: a manifesto of the kind of tomorrow we want.

Cristobal
Balenciaga

onsidered the architect of the body with his
precise cuts, Balenciaga (1895-1972) marked
an era and brought the purity of the lines,
printing a timeless style that influenced the
future of fashion and countless designers.

Christian Dior considered him “the master of us all’}! a
constant echo on the pages of the great fashion magazines
such as Elle, Harper’s Bazaar, L'Officiel, Vogue. He knew
how to draw, cut and sew perfectly. If we go through the
history of fashion, we can draw a parallel of his pieces and
the ones made by designers such as Paul Poiret, Mariano
Fortuny, Madeleine Vionnet and Coco Chanel, precursors
in the liberation of the female body from the controversial
corsets in the 1910s and 1920s.

In addition, Balenciaga had an impact on the avant-garde
of the 1980s and 1990s, such as the Japanese — Rei Kawakubo
(Commes des Gargons) and Yohji Yamamoto — and the group
of Belgian designers known as “The Six of Antwerp”, especial-
ly on Ann Demeulemeester, designers who somehow found
in Balenciaga’s minimalism a guiding thread to create. In Bra-
zil, the stylist Cl6 Orozco (1950-2013), owner of the brand
Huis Clos, was one of the admirers of his conceptual work.

Mme Grés, Jeanne Lanvin, Issey Miyake, Courréges, Mar-
tin Margiela, Iris Van Herpen and Alexander MacQueen are
other designers who have found references and sources of

1and 2 Museu Cristébal Balenciaga, Getaria, Spain.

https://www.cristobalbalenciagamuseoa.com/

inspiration in the Spanish fashion designer who used the kimo-
no as a creative pillar. Fascinated by black, he became known
for his loose clothes, taking the focus away from the women'’s
waist and emphasizing their neck, shoulders and bust.

If compared to contemporary designers, what is really
surprising is that his audacious models, plenty of volumes
and architectural lines, could easily parade in any fashion
show nowadays.

Born in Guetaria in 1895, the son of a dressmaker, he
opened his first House in 1915, in San Sebastian, Spain, en-
couraged by the Marquise of Casa Torres. He had the roy-
al family as clients, and soon he expanded to Madrid and
Barcelona. However, in 1937, with the Civil War, he ended
his activities in his country and moved to Paris, where he
opened his haute couture maison, at 10 Avenue George V.
He was immediately successful and dressed women like the
Duchess of Windsor, Grace Kelly and Marlene Dietrich.

Inspired by the drama in the Spanish painting, by the
work of Velazquez and Zurbaran, he created his unique style.
Dresses with a straight silhouette, the trapezoid silhouette,
geometric patterns, 3/4 sleeves and short capes are among
his most iconic inventions, always using his precious tech-
nique and sophisticated fabrics.

He considered fashion an art and declared: A couturier
must be an architect for design, a sculptor for shape, a painter for
color, a musician for harmony and a philosopher for temperance,®
and so he created artistic shapes, conceiving inherent mean-
ing and image of the female body —a concept also followed
by André Courreges and Hubert de Givenchy, who worked
with him.

Comfort, elegance and technical innovation always guid-
ed his creations, and his most daring moment was when he
ended his show in 1967 with a wedding dress made with a
single seam.

In 1968, however, Balenciaga, who reached the peak of
his career in the 1950s and 1960s, disenchanted with the
exponential growth of ready-to-wear and mass production,
closed his Maison. He died in 1972.

For Nicolas Ghesquiére, the young stylist who has giv-
en new breath to the brand since 1997, Balenciaga invented
minimalism in fashion, with the idea of movement in the
depuration of forms. Today, the maison is under the com-
mand of the Georgian Demna Gvasalia, who claims to con-
nect with the heritage of the master while thinking about
the body of who will wear the clothes.

Cristébal Balenciaga was one of the greatest couturiers
in the history of fashion, and his cuts continue to influence
contemporary designers and designers who have also radi-
calized the transformation of the female silhouette.

Hubert
de Givenchy

ubert James Marcel Taffin de Givenchy (1927-

2018), a French aristocrat and fashion icon,

founded the House of Givenchy in 1952.

Born in the North of France, in Beauvais, in

1927, he arrived in Paris at the age of 17, to
become the quintessence of postwar French haute couture.
Passionate about fashion since the age of ten, his dream was
to meet Balenciaga. He debuted in this métier in the 1940s
with Jacques Fath. In 1946, he worked for Robert Piguet and,
the following year, with Lucien Lelong for Elsa Schiaparelli,
where he was appointed artistic director. At Schiaparelli’s
Maison, he was one of the precursor of the luxury ready-
to-wear, as he created a set of blouse, skirt, coat and pants
inspired by sportswear. In 1952, for his first collection, he
invited the model Bettina Graziani to open the show with a
white linen blouse, the famous “Bettina Blouse” Only in 1969
did he create his menswear.

He was a great collector of art and antiques, continuing
what he had learned with his grandfather that collected rare
fabrics. In fact, he credited his vocation as a couturier to this
experience. Many of his pieces are in his castle in the Loire
Valley, where he lived until recently with his partner and
friend Philippe Venet.

Elegance and simplicity became his mantra and also
brought him closer to Audrey Hepburn, who immortal-
ized him on movie screens with the costumes he created for
the characters of the films “Sabrina’; “Breakfast at Tiffany’s’,
among others designed by the stylist. The beginning of this
partnership, however, was not so simple. Givenchy refused
to make her costumes at first, claiming that he did not have
the gift of the petite mains from the big ateliers. However, af-
ter a dinner offered by the actress herself, he was enchanted
by her and elected her as his muse and eternal friend. Hep-
burn considered him much more than a stylist: for her, he
was a personality creator.

Givenchy designed for other movie stars and celebrities,
such as Jackie Kennedy, Princess Grace of Monaco, Jane
Fonda, Elizabeth Taylor and Wallis Simpson.

The philosophy of elegance and simplicity was also what
connected the creator to his great idol, Cristébal Balencia-
ga. They met in 1953, in New York, and they soon became
friends. Making a simple dress, where there is nothing but
a line, this is haute couture,' the Spanish creator used to say.

The same architectural trait and precision of the cuts of
Balenciaga, his greatest master, draw attention in Givenchy’s
creations. Innovation, for him, was in the best version of a
piece as simple as a black dress. The little black dress is the
hardest thing to realize,” he declared in 2010 to the Independent
(edition of June 7).

In 1957, he presented one of his most striking looks: the
sack silhouette. The dress hung loosely, regardless of the
shapes of the body underneath; it prioritized the woman’s
comfort and desire.

[t was also in the 1950s that Givenchy visited Brazil and
praised the beauty of Brazilian women — for him the only
ones who could rival the Parisians. In May 1956, he pre-
sented his creations in the Golden Room at the Copacabana
Palace and visited the traditional Bangu Factory in Rio de
Janeiro. Impressed by the quality of the cotton he found at
the factory, he said it was equivalent to the best in France:
While looking at these fabrics, I feel like creating, drawing,® he
said in an interview for the newspaper O Globo — edition of
May 26, 1956. Givenchy then designed a cotton collection,
ordered by Bangu factory.

In 1957, he presented one of his most striking looks:
the sack silhouette. The dress fell loosely, regardless of the
shapes of the body underneath; he prioritized the woman’s
comfort and desire.

During this period, he started a great friendship with
one of the most elegant women in Brazilian society, Carmen
Mayrink Veiga, who passed away in December 2017. He was
her beloved couturier.

The couturier sold his brand to the French group LVMH
(Louis Vuitton Moét Hennessy) in 1988, leaving its creative
direction a few years later, in 1995. In the same year, he re-
turned to Brazil and took part in the opening of the 1°* Bra-
zilian Fashion Congress, organized by the Zuzu Angel Insti-
tute and by the Veiga de Almeida University.

Givenchy considered elegance an innate characteristic:
You must, if it’s possible, be born with a kind of elegance! But,
above all, he recommended to always simplify.

1 https://www.independent.co.uk/life-style/fashion/features/hubert-de-givenchy-it-
was-always-my-dream-to-be-a-dress-designer-1993047.html

2 https://www.independent.co.uk/life-style/fashion/features/hubert-de-givenchy-it-
was-always-my-dream-to-be-a-dress-designer-1993047.html

3 https://acervo.oglobo.globo.com/frases/olhando-estes-tecidos-vem-me-vonta-
de-de-desenhar-22480932

4 https://www.independent.co.uk/life-style/fashion/features/hubert-de-givenchy-it-
was-always-my-dream-to-be-a-dress-designer-1993047.html



Yves
Saint Laurent

ves Saint Laurent (1936-2008) was born in Oran,
Algeria, and never forgot his African roots, as
he chose Morocco to be an oasis of creation.
In 1954, he settled in Paris and enrolled in
the Ecole de la Chambre Syndicale de la Haute
Couture. With the early death of Christian Dior in 1957, he
became the Maison’s new stylist. In 1958, he presented his
first collection — the Trapeze line, an absolute success, which
resulted in the Neiman Marcus award. Four years later, in
1961, he opened his own haute couture house.

Paris enshrined him. There he kept his productive HQ,
his studio and his gigantic personal collection, presented to
the public at temporary exhibitions around the world and
at the current Pierre Bergé-Yves Saint Laurent Foundation
museum, since 2004. It is a very rich heritage, which com-
prises revolutionary looks from the history of fashion.

Yves Saint Laurent established his own dialogue with
art to show his admiration for great masters. His love for
theater paved the way for the artistic connections he made
throughout his career. In the 1950s, he started with costume
designs and scenarios for plays and, in the 60s, for cinema.
Catherine Deneuve became a great friend and his muse. He
signed the actress’s costume for the films “The Mississippi
Mermaid’ by Francois Truffaut, in 1969, and “La Belle de
Jour’; by Luis Bufiuel, in 1967.

They are unforgettable: the daring Mondrian collection,
Winter 1965 — the collection inspired by the abstract work of
the Dutch artist Piet Mondrian (1872-1944) and the “cock-
tail dresses’, a tribute to the Russian-born French modernist
painter Serge Poliakoff (1900-1969). Almost as an omen, in
1931, Mondrian declared: Not only does fashion accurately re-
flect an era, it is also one of the more direct forms of visual expres-
sion in human culture.!

Soon came the Pop Art collection (Winter 1966), influ-
enced by the American movement which highlighted Andy
Warhol (1928-1987), Roy Lichtenstein (1923-1997), Tom
Wesselmann (1931-2004) and Ellsworth Kelly (1923-2015).
Warhol was a challenger of mass culture besides having an

1 Benaim, Laurence; Steele, Valerie; Lang, Jack; Saillard, Olivier. Les Musées Yves Saint
Laurent, Paris Marrakech, sous la direction scientifique d Aurélie Samuel. Musée Yves Saint
Laurent Paris. Presses D Auria, Sant’Egidio alla Vibrata, Italie, 2017, p.119.

aversion to conventions and to the Establishment. He staged
memorable happenings in his studio, “The Factory’, bringing
together young people, bohemians, artists, models, musicians,
filmmakers, drag queens, transsexuals, poets, socialites and
Hollywood celebrities. Everyone inspired him and made the
“Factory” a legend. He worked in the fashion world as an il-
lustrator for Glamour, Vogue, Harper’s Bazaar magazines. In
1972, he painted a series of portraits of Saint Laurent.

In the 1980s, Yves Saint Laurent paid tribute to Matisse
and Braque. Soon came the Bonnard and Van Gogh jackets
(1988); also, the dresses with busts and hips sculpted in
gold-galvanized copper by the nature lover, sculptor and de-
signer Claude Lalanne (1925-2019) — Winter 1969 collection.
The pieces were molded on the body of the star model of the
decade Veruschka. Lalanne also developed a costume jewel-
ry collection for the House. In 1979, there was the tribute to
Sergei Diaghilev and his collaboration with Picasso. In 1981,
the Fernand Léger skirt. In 1988, the summer collection was
designed on capes with cubist motifs and collages, besides the
“Picasso” jackets.

In 1966, he was innovative and opened the first luxu-
ry ready-to-wear boutique: Saint Laurent Rive Gauche. He
launched the first women’s tuxedo, which became a classic
in the women’s wardrobe. Unthinkable for the time, today
the androgynous look of the woman in a suit is an “essential’.

In the 1960s, in the wave of artists and bohemians, he ven-
tured on the Marrakech Express with Pierre Bergé, an insepa-
rable companion. In 1966, just 10 days after being in Morocco,
they bought their first house, “Dar El Hanch” (“House of the
snake”). Marrakech was the place considered by Saint Lau-
rent as an “exile” and played a fundamental role in the growth
of his art, booming his creative explosion. Before Marrakech,
everything was black, said YSL. There, the colors came up in
his collections, besides the capes, djellabas and sirwals.

The impact of Africa was translated into one of Saint
Laurent’s iconic pieces, the “Saharienne™ military clothing,
used in battles and expeditions in the sub-Saharan savanna
and immortalized by the star model, Veruschka; also into
the legendary spring-summer collection of “Bambara”dress-
es, in 1967, which revolutionized the patterns of haute cou-
ture. For the first time, raffia and linen were embroidered
with wooden and glass beads.

With the provocative “Forties”collection of 1971, which
referred to the years of Occupation, he caused a furor and
was heavily criticized on the covers of the main fashion mag-
azines and the international press, which considered it unin-
spired. After the turbulent May of 1968, which had shaken
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France with protests, the stylist’s intention was to bring
renewal to haute couture to please the young, seeking in the
spirit of the streets the ideas for a new revolution. The in-
spiring muse was Paloma Picasso, who wore clothes bought
at the “marché aux Puces” (Flea Market): she wore turbans
and platform shoes with wooden heels, shorter and tight jer-
sey dresses, and artificial flower accessories.

The typical look of the rationing due to the post-war pro-
duction limits for fabrics and leather favored a utilitarian fash-
ion for an active woman. Even though Saint Laurent was mis-
understood, he did not surrender and remained convinced of
the originality of his rupture, which was later acknowledged.
In the Autumn/Winter collection of 1971, he also designed
the famous “dress with a bare back”made of crepe and black
lace. This iconic photo of the dress, taken by Jeanloup Sieff,
is a symbol of fashion photography and alludes to the work
of Man Ray, “Le Violon d'Ingres”(1924). Still on the path of
provocation, he posed nude for the male perfume “Homme”.

In 1972, he started a partnership with Loulou de la Falaise
to create accessories.

The passion for Asia also led Saint Laurent to conceive
a series of ethnic collections (from 1960 to 2000), showing
all the mastery of the embroidery made in the studios of the
maisons Mesrine and Lesage, colorful and luxurious fabrics
and patterns. India, China and Japan: he explored the culture
of these countries and decoded it into splendid saris, jackets,
tunics, suits, skirts, dresses and kimonos. In 1977, there was
another controversy due to the launch of the oriental per-
fume “Opium”™ which, with its strategic name, was an in-
stantaneous success. In 1991, he declared: I have approached
all countries through the dreams. I just have to look at a very good
book about India to draw as if I had been there. This is the role of
imagination.?

In 1976, he launched the emblematic “Russian”collection:
wide skirts, embroidered coats, jackets and turbans inspired
by the “Russian Ballets” It was considered revolutionary and
made headlines in the New York Times.

Spanish drama and admiration for Diego Veldzquez
(1599-1660) were revealed in the form of boleros embroi-
dered with trims and black wedding dresses in the 1980s.

The path traced by Saint Laurent, who established a di-
rect connection with the arts, was opened by Paul Poiret in
the early 20™ century and was continued by several names
of haute couture: Jacques Doucet, Elsa Schiaparelli, Sonia

2 Catélogo “L’Asie Révée d'Yves Saint Laurent; Les Musées Yves Saint Laurent, Paris, sous la
direction d Aurélie Samuel. Musée Yves Saint Laurent Paris, Edition Gallimard, Paris, 2018, p-73.

Delaunay, Gabrielle Chanel — all of them under the impact of
modern movements: surrealism, dadaism, cubism, futurism,
abstractionism. This initiative grew stronger among contem-
porary stylists and artists, and today the countless exchanges,
which have no borders, are inherent in the fashion world.

In 2002, Yves Saint Laurent said goodbye to fashion. He
died in Paris, in June 2008.

Haute couture
in Brazil

hen talking about Brazilian haute cou-

ture, there is a name or a “symbol” that

immediately comes to mind: Dener

Pamplona de Abreu (1937-1978). Con-

sidered one of the pioneers of Brazilian
fashion, he was the first to market his name as a brand. He
was an irreverent mediatic artist, which helped him to be-
come a celebrity. He was born in the municipality of Soure,
Para State, in Maraj6 island, but he debuted in the fashion
world, at the age of 13, at Casa Canad4, in Rio de Janeiro in
1948. It was there that he learned his secrets. This House,
which opened in 1935, was considered the largest in the field
of haute couture, and was run by Mena Fiala for 35 years,
another key character for the growth of fashion in the coun-
try. Casa Canadd reached its peak in the 1950-60s, known as
the “Golden Years” of Brazil. It introduced fashion shows and
ready-to-wear, and was an importer of French fashion. The
House provided the clothes for Brazilian elegant women, such
as the patron of the Belle Epoque in the capital of Rio de Ja-
neiro, Laurinda Santos Lobo (1878-1946). Laurinda built a
bridge between Brazil and Paris; in her cultural salons — Salao
de Laurinda —in Santa Teresa neighborhood, she brought
together the Modernists of the 1920s, such as the painter
Tarsila do Amaral, the composer Villa-Lobos and the dancer
Isadora Duncan; she sponsored musicians and poets.

In 1954, Dener went to Sao Paulo and opened a studio:
“Dener Alta-Costura’, at Praca da Republica. He set trends,
valued the country’s raw material and made Brazilian wom-
en leave aside the French brands, which he refused to copy.
He admired the purism of Cristébal Balenciaga, whom he
called “pope” and whose couture he had the opportunity to
appreciate during a season in Paris. Following his will to
make a genuine fashion, he became a star, magazine cover,



TV character and lived surrounded by personalities from
the world of culture, business and politics. Among his fa-
mous clients were the first ladies Sarah Kubitchek and Maria
Teresa Goulart, and so his fame grew bigger and bigger.

Dener was one of the couturiers who was part of Rhodia’s
select group of designers in the 1960s. In 1965, he married
Maria Stella Splendore, and they had two children. They di-
vorced in 1969 and in 1975 he married his friend Vera Helena.
In the 1970s, he launched his autobiography “Dener — O Luxo”
(“the Lux”) and also a book on basic cutting and sewing.

The course of fashion started to change with the expan-
sion of ready-to-wear clothing. Dener complained about
the lack of support for national couturiers. In his book, he
asked himself: Why do I force haute couture? Because it is a
country’s fashion laboratory. Haute couture inspires models,
moves the gear of all the fashion world, sets patterns, styles.
No country has its own fashion without an haute couture of
excellence!

His biggest competitor was Clodovil Hernandes, another
national sewing master. Other prominent names were: José
Ronaldo, Guilherme Guimaraes and Rui Spohr, who gained
more know-how in Paris in the 1950s alongside Christian
Dior and Yves Saint Laurent. In addition, Conrado Segreto,
who was fascinated by the luxury of French fashion, mod-
ernized Brazilian haute couture.

Rose Benedetti
Design

reference for the jewelry and luxury acces-

sories design in Brazil, Rose Benedetti has

been working for almost 50 years. She start-

ed producing in the 1970s and, in the 1980s,

she was part of Nucleo Paulista de Moda, a
regional fashion group which aimed to strengthen Bra-
zilian genuine brands. Among the group’s designers were
Gléria Coelho, Cl6 Orozco (1950-2013), Ana and George
Kauffman, and others.

This work, started by the designer as a hobby, enchanted
her friends and expanded throughout Brazil. She credits her
notability to the fashion designer Clodovil Hernandes (1937-
2009), who commissioned her to produce costume jewelry

1 Abreu, Dener Pamplona de. “Dener — O Luxo” 3™ ed ver. Sio Paulo: Cosac Naif, 2007,
p.110.

to complement his looks. That was how she charmed fash-
ion editors Costanza Pascolato and Regina Guerreiro, from
Claudia and Vogue magazines. Her great inspiration was al-
ways Coco Chanel, a pioneer in adding luxury costume jew-
elry in abundance to her looks of the day.

Rose ended up attracting the attention of Yves Saint Lau-
rent. In 1975, she went to Paris at the invitation of the styl-
ist. This meeting resulted in a licensing partnership for the
French house to reproduce the YSL costume jewelry. This
collaboration lasted for 15 years and earned her a collection
of 400 original pieces from her master’s iconic collections,
such as the coin jewelry collection “Le Maroc de Delacroix”
(1978). Everything was made here [in Brazil]. [would go to Paris,
choose the products together with the brand and make them identi-
cal in Brazil. | worked with all the brand’s suppliers in France and
developed the same techniques in Brazil, everything was approved
by Monsieur Yves Saint Laurent, she says.

Today, Benedetti continues to create in her atelier in Sao
Paulo, where she develops sur mesure pieces, besides work-
ing as a consultant for other Brazilian brands.

Fernanda Nadal -
Embroidery School
and Studio

esigner Fernanda Nadal, from the state of

Parand, has been working with stone em-

broidery in her school and studio since

2002. The samples in this exhibition were

specially created for it. The experience
of the Embroidery Studio, available to visitors, reveals the
Lunéville embroidery. The technique, inherited from French
haute couture, was created in the city of Lorraine, in the
Castle of Lunéville, and dates back to the first half of the 19
century — 1810. Its purpose was to imitate the lace of Venice,
Flanders and Valencia.

“My inspirations come from the French technique of
Lunéville (Point-de-Lunéville) with my touch of different
styles of manual embroidery, materials and textures. To
show the public the countless possibilities embroidery can
offer in the field of fashion, decoration and art’—she says.
To create her embroideries, Fernanda finds inspiration in
everyday life, nature and research made on the history of art
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and fashion.“l see embroidery as a visual art form, where the
pieces are eternal, and I don't stick to trends’, she adds.

Lunéville embroidery, which was developed with the use
of a crochet hook, is widely used by Maison Lesage. The
famous French embroidery house is the continuation of
the legendary Michonet house, founded in 1868. Maison
Michonet itself followed the development of haute couture
in France as a supplier for special requests from the court
of Napoleon III, Parisian theaters and great tailors, such as
Charles Frédéric Worth, Doucet, Paquin, Callot Soeurs. It
was purchased in 1924 by the embroiderer Francois Lesage’s
parents, and later by Chanel in 2002.

The Lesage Archives—the largest collection of artistic
embroidery in the world —has more than 70,000 samples
from different periods. A heritage that visits the history of
embroidery and fashion since the 19" century, a treasure pro-
duced by artisans of excellence and embroidered for tailors
such as Madeleine Vionnet, Elsa Schiaparelli, Cristébal Balen-
ciaga, Yves Saint Laurent, Christian Lacroix, Christian Dior
and Chanel. This vast collection is a kind of sacred temple for
designers, who often use it as a source of inspiration.

Fernanda Nadal has a postgraduate degree in Fashion
and Culture from UEL (Universidade Estadual de Londrina
- State University of Londrina) and is a specialist in Footwear
Design. She studied fashion with Marie Rucki, stylist and
director of Studio Bercot in Paris, and with designer Gléria
Coelho, from the state of Minas Gerais, a reference in Bra-
zilian fashion, among others. In addition, she has studied
embroidery at the Ecole Lesage in Paris. A world reference
in embroidery for haute couture, Maison Lesage School
was created by Francois Lesage in 1992 to transmit his sa-
voir-faire. Today it is part of Chanel’s Ateliers Métiers d’Art.

The Art in
Brazilian Patterns

t was based on the approach of fashion to art that
Brazilian fashion definitively imprinted its nation-
al identity. The initiative, which came from the
French company Rhodia, in the 1960s, was led by
Italian publicist Livio Rangan (1933-1984), and his
fundamental partnership with the illustrator, costume de-
signer and stylist Alceu Penna (1915-1980). The stage was
Fenit (National Textile Industry Fair), and their aim was to

promote the company’s new production of synthetic yarns
and fibers through shows or parade shows, complemented
by art, dance, music and theater. The events not only be-
came the biggest attraction of the fair, but also started to
boost it. This formula, which was very popular in the Eu-
ropean scenario, was a success. The historical pieces, with
patterns signed by visual artists and created by great Bra-
zilian designers, constitute what nowadays is the legendary
collection of Rhodia (79 pieces), donated to MASP in 1972,
and they became symbols of our genuine national fashion.

Brazilian culture was experiencing a revolution in this
period, with movements that fostered creative freedom.
The Tropicalist aesthetic was at its peak, and the artist Hélio
Oiticica (1937-1980) was one of its exponents. He had his
multisensory installation “Tropicalia” presented at the Mu-
seum of Modern Art in Rio de Janeiro (MAM-R]J) in 1967.
This ambience-art joined a series of symbols of Brazilian
culture and referred, at the same time, to the national and
international vanguards, and so it influenced music, theater
and cinema in Brazil. The impact was so intense that soon
afterwards it would lend its name to the album released in
1968 by renowned musicians of the time: Caetano Veloso,
Gal Costa, Gilberto Gil, Nara Leao, Os Mutantes, Tom Z&.

The 1960s were marked by ruptures, and young peo-
ple were at the heart of these transformations. London was
living its splendor with the Swinger rebels, and it was the
new trend-setting center, tendency led by the Beatles and
the Rolling Stones. Street fashion and rock’n roll spread
across the world. In 1966, the cover story for the April is-
sue of Time magazine coined the term “Swinging London”
to show the cultural revolution that was taking place in the
conservative England. Stylist Mary Quant launched her mi-
ni-dresses, and Twiggy became world famous as the model
who defined the aesthetics of that time. The sixties brought
political and social changes, and feminism stuck its flag with
the sexual revolution. Mass consumption was declared, and
the advent of Pop Art by Andy Warhol became cult.

Brazil followed the avant-garde atmosphere and, in the
wave of these novelties, Rhodia saw the opportunity to es-
tablish national genuine fashion, as it had both the work
of haute couture studios and contemporary art promoted
at the same time. Pop art, concrete, neo concrete, abstract,
optical and kinetic art imprinted the pieces launched in the
parade show. Rangan masterfully portrayed the innovative
spirit and sought the elite of the artistic world to engage
in the company’s project, Which unprecedentedly showed
creative Brazil and Brazilian themes at home and abroad.



The designers Alceu Penna (1915-1980), Dener Pamplo-
na (1937-1978), José Ronaldo (1933-1987), Jorge Far-
ré, Ugo Castellana (1928); and the artists Aldemir Martins
(1922-2006), Alfredo Volpi (1896-1988), Antonio Bandeira
(1922-1967), Carlos Vergara (1941), Carmélio Cruz (1924),
Fernando Martins (1911-1965), Genaro de Carvalho (1926-
1971), Glauco Rodrigues (1929-2004), Hércules Barsotti
(1914-2010), Nelson Leirner (1932-2020), Tomoshige Ku-
suno (1935), Willys de Castro (1926-1988), among others,
formed the selected team.

Rhodia is a French company that was established in Bra-
zil in 1919, as a chemical industry. Today it belongs to the
Belgian group Solvay. In the 1950s, the production of syn-
thetic yarns and filaments began. The fashion shows went
on until 1971, promoting national haute couture as they be-
came a landmark in the intersection of fashion with other

artistic expressions in Brazil.

/Zuzu
Angel

stylist from Minas Gerais born in Curvelo,

Zuzu Angel (1921-1976) is an icon of genuine

Brazilian fashion. She started sewing for her

family. In 1943, she married Canadian Nor-

man Angel Jones, with whom she had three
children: Stuart, Ana Cristina and Hildegard. Living in Rio
de Janeiro, from 1946 on she stood out in the local high so-
ciety, as she charmed the first lady, Sara Kubitschek (1908-
1996), and soon she began to make clothes for international
actresses such as the Hollywood star Yvonne de Carlo (1922-
2007). She was a pioneer in using themes of the Brazilian
national culture: cangaceiros (social outlaws from the north-
east region in the late 19" and early 20" centuries), baianas,
flowers and parrots. I am Brazilian fashion, she used to say.
The pieces, patterned and made of Brazilian cotton, referred
to famous characters: Lampiao — Virgulino Ferreira da Silva
(1897-1938) —and Maria Bonita— Maria Gomes de Oliveira
(1911-1938) —, northeastern cangaceiros, or the singer and
actress Carmen Miranda (1909-1955). They were also en-
riched with elegant elements of local crafts: lace, embroidery,
semi-precious stones and shells. Creative and transgressive,

Zuzu dared to dive into “Brazilianness” when the imported

style predominated in the country. In 1971, she launched
a collection at Bergdorf Goodman, in New York. The de-
signer always valued her creations for their legitimacy, and
so they, with a hippie chic style, enchanted the American
public and were sold in the most elegant department stores:

Saks, Bloomingdale’s and Macy’s.

SPFW-Sao Paulo
Fashion Week

PFW celebrated 25 years in 2020. The most
important fashion event in Latin America and
the fourth in the world is led by businessman
Paulo Borges. Plurality defines this fashion

week, which has already launched several de-
signers and models, staged memorable shows and provid-
ed worldwide visibility to the Brazilian textile industry
and creation.

The first edition, in 1996, was called “Morumbi Fashion’,
and only in 2001 it was renamed Sao Paulo Fashion Week. The
shows have already received leading personalities who also at-
tended the weeks of London, Milan, New York and Paris.

Over the years, the stylists who emerged and/or were
boosted from the SPFW catwalks are: Alexandre Herchco-
vitch, Fause Haten, Isabela Capeto, Jum Nakao, Lino Vil-
laventura, Lorenzo Merlino, Marcelo Sommer, Ronaldo
Fraga, Walter Rodrigues; and, in 2019, Isaac Silva, among
many others. The most prominent designers of the SPFW
in the 1980s were Gléria Coelho, Reinaldo Lourenco and
Clo Orozco (1950-2013), from the brand Huis Clos. Osklen,
a brand by Oskar Metsavaht, started taking part in the event
in 2003 and it is a pioneer in socio-environmentalism. Pedro
Lourenco, son of Gléria and Reinaldo, presented his first col-
lection at the age of 13 and debuted at Paris Fashion Week
at the age of 19, drawing the attention of the foreign market.
Among the models who have gained international notoriety
are Alessandra Ambrésio, Carol Trentini, Gisele Biindchen,
Isabeli Fontana, Lais Ribeiro, Lea T, Raquel Zimmermann,
Shirley Mallmann and Valentina Sampaio. Valentina debut-
ed at SPFW N42 and was the first transgender model to be
the cover of Vogue Paris, in the March/2017 edition.

In 2017, in SPFW N43, the novelty was the launch of the
“Estufa” (Greenhouse) Project, which aims to seek dialogues
and reflections on the development of initiatives that will

135

guide the future of creative businesses, having the following
fundamental pillars: sustainability, technology, design, so-
cial responsibility, consumption, new materials and identity.
[t is a stimulus for young creators.

In an increasingly challenging scenario, Paulo Borges,
who is largely responsible for the development and profes-
sionalism of the fashion market, always relies on reinvention.
He accredits the growing interest in our national fashion to
the multicultural, joyful and creative environment of our
artisans and designers. Borges constantly suggests new for-
mats for the event; builds partnerships; stimulates diversity,
inclusion, social relationships and entrepreneurship —never
neglecting sustainable practices, in order to maintain, today
and in the future, an engaged and specialized work, since
this fashion week is the biggest connector in the produc-
tive, creative and economic chain. The Brazilian textile and
apparel sector moved around US$ 50 billion/year between
2018 and 2019 and it is the second largest first job generator.
Brazil has the largest complete textile chain in the Western
world, comprising everything from fiber production, such
as cotton farms, to fashion shows, in addition to spinning
mills, weaving mills, processors, apparel manufacturers and
retail, according to 2019 data from the Brazilian Textile and
Apparel Industry Association (Abit).

SISSA —Alessandra
Affonso Ferreira

ISSA is an original fashion brand that mixes the
private repertoire of its founder and creative di-
rector, Alessandra Affonso Ferreira, with a con-
temporary global view on fashion.

Alessandra grew up in the Northeast (Mara-
nhio and Bahia), she has a graduation degree in Architec-
ture and also in Textile Design, from Chelsea College of Arts,
London. Daughter of an English mother and a Brazilian fa-
ther from Sao Paulo, Alessandra finds inspiration in Brazil
and in her trips around different countries. All SISSA prints
are hand-painted, watercolors are printed on fabrics using
silkscreen or digital printing techniques, and prototypes are
handmade. Her creative process comes from family albums
and affective memories, from the wealth and nature of Bra-

zil. For me, inspiration comes from everywhere, she says.

In 2016, she started, with the artisan and weaver from Rio
de Janeiro Renato Imbroisi, the Muquém Project, in the south
of Minas Gerais, recycling all the textile waste from her studio
to create new products. The sustainable project, under the co-
ordination of Imbroisi —a pioneer in combining handicrafts
and design, with more than two hundred different works in
Brazil —, is developed with the community of low-income
women of Muquém, a rural neighborhood in the munici-
pality of Carvalhos/MG. The remains of the production are
separated by colors and sent to Minas Gerais, where these
women produce a new fabric in handlooms that have been
used for more than 200 years. Since the project was created,
more than 1,600 meters of fabric, entirely handmade, have
been produced. Any piece of this fabric is never the same,
and that is how new products are created with an original
style based on sustainability.

Jum Nakao -
Sewing the Invisible

um Nakao is a designer and creative director and
one of SPFW''s big names. Grandson of Japanese im-
migrants, Jum opened his studio in Sao Paulo in 1997,
and since 2004 he has been working in different
fields: space design, furniture, scenography, shows,
costumes, installation art, exhibitions, workshops and pub-
lications. Known worldwide, Nakao is a master at joining
digital technology and the savoir-faire of handmade pieces.

Seventeen years ago, he starred in one of his most em-
blematic shows, which would come to be called the “fash-
ion show of the decade” The memorable show followed the
strict patterns of haute couture: it took 700 hours of work,
with models made with half a ton of parchment paper with
different weights, reproducing lace and brocades in pieces
that paraded on a dream catwalk.

The designer shocked the audience when, at the end of
the event, the models tore all the clothes. In a rush, the peo-
ple who were watching started to collect the torn pieces as if
they were joining a shattered dream.

Today, this performance is more current than ever, giv-
en the panorama of uncertainty we are facing. It provides a
deep reflection on the ephemerality of dressing, the world of



dreams, desires, while questioning the excesses, the limits of
a sustainable production, and revaluing the artisanal crafts,
steeped in history.

Nakao, in turn, continues to seek inspiration in daily life,
connecting people through new experiences that unite art,
design, technology and the pleasure of creating, always try-
ing to make visible the invisible.

Glaucia Froes —
Plural

he style director of the brand Plural, created in

2006, in Belo Horizonte/ MG, believes that, in

the future, clothes will come out of a 3D print-

er, and that fashion will depend on technology

to survive. In 2017, she presented, at Minas
Trend, their first creations using this resource. These pieces
were developed in the capital of Minas Gerais in partnership
with the company 3D Lopes. The engineer Daniel Lopes
innovated and produced a malleable fabric to bring more
movement to the clothes. Glaucia’s inspiration came from
the cobogds — the hollow bricks disseminated in the 1950s by
the modernist Brazilian architect Licio Costa (1902-1998) —
and the pieces were handcrafted by the Plural team: the styl-
ist Leticia Ledo (style direction) and the designer Thiago
Froes. The initiative came from FIEMG (Federation of In-
dustries of the State of Minas Gerais) in order to encourage
new ways of producing fashion.

Art is always on the stylist’s radar, and she describes her
creations as contemporary and modern. Aesthetic move-
ments such as constructivism, concretism and abstraction-
ism have the preference of Plural. Besides, comfort is essen-
tial for Glaucia. In 2017, the summer collection translated
the strength of women who fight for gender equality, for
freedom, and seek an uncomplicated style.

For the autumn/winter 2019 collection, the art of the
Hungarian-born American ceramist and industrial design-
er Eva Striker Zeisel (1906-2011) guided Glaucia’s work —
“Formas de Eva” Zeisel also used to have human body shapes
as inspiration, in addition to the abstractions of the natural
world and human relationships.

Plural is also engaged in causes that aim to curb con-
sumption, reduce and avoid waste, so the company often
donates to charities and develops collaborative partnerships
with young designers.

The Future
of Fashion

here are many uncertainties about the direc-

tion of fashion. However, as a cultural, behav-

ioral and creative expression, fashion has pro-

gressively adapted to new times and it points

to ways for more sustainability, such as the use
of upcycling, the valorization of local and handcrafted prod-
ucts and the use of 3D technology.

The textile industry in Brazil also accelerated the produc-
tion of technological, antiviral and antibacterial yarns and
fabrics, besides the functional, biodegradable and sustainable
textile yarns. In 2020, Rhodia launched Amni® Virus-Bac
OFF —against the action of viruses and bacteria.

Brazil is the fourth largest cotton producer in the world,
and, in 2020, the Brazilian Association of Cotton Produc-
ers (ABRAPA) promoted the Programa Algodio Brasilei-
ro Responsdvel (ABR —Responsible Brazilian Cotton Pro-
gram) — certified by the Swiss NGO Better Cotton Initiative
(BCI) — for the Cotton Processing Units (UBAs). Thus, the
path of a cotton garment will be potentially traceable from
end to end.

The best silk yarn in the world is Brazilian, and Parana is
an important center for organic silk production, a material
used by Brazilian brands and desired by big names of haute
couture in France, Italy, Switzerland and Japan.

In addition, incentive to production in communities
that work with techniques inherited from hundreds of years,
such as manual loom weaving, embroidery, leather, bobbin
lace, wool and straw, has brought more visibility to artisans,
valuing different creative processes.

The health crisis also forced, for the first time, the in-
ternational and national fashion weeks 2020/21 to promote
fully digital events. Therefore, the seventh art seems to be a
great ally to substitute the emotional experience of the fash-
ion shows and to show the public the detailed work of crea-
tion at the haute couture studios.
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There was also an increase in the use of digital games and
applications as a means of dissemination, entertainment and
sales. The world of digital avatars advances. The number of
innovative contactless fashion platforms grows, as they of-
fer virtual-only looks, specific for pictures and posts on the
social networks, with no distinction of genre, size, shipping,
or waste.

However, a live fashion show is an essential means of
expression for many designers. Therefore, the recent born
phygital — the union of the two means—becomes the new
order. Finally, the sum of new technologies, bold design, ap-
preciation of artisans and sustainable actions that guarantee
the preservation of the planet can already ensure the begin-
ning of a new era.
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