
■ Insubordinate Costume

O'Grady, Megan. 2019. 'Nick Cave.' New York Times. https://www.nytimes.com/interactive 

/2019/10/16/t-magazine/nick-cave-artist.html accessed [02/06/21 !. 

RF\ 2022 'Russian LGBT Artists Find Sanctuary iri Paris.' RF/. https://www.rh.fr/en/health 
· · - · . I accessed

-and-lifestyle/20220630-russian-lgbt-art1sts-tlnd-sanctuary-1n-par s 

[11/07/23]. B · d k '  
Saad Shirine. 2011. , If Anyone Can Dream the World Awake, It's Walter Van e1ren one . 

' Hint Fashion Magazine. http://www.hintmag.com/post/august-27-2011-1500 

accessed [10/03/21]. . . . 
Sh M nu 2022 'Sasha Frolova Discusses Latex, ArtIst1c Synthesis and her

arma, a • · f t ha 
Performance Practice.' S.tir World. https://www.stirworld.com/see- e_a ures-sas 

-frolova-discusses-latex-artistic-synthesis-and-her-performance-pract1ce accessed

[04/05/23]. · , 1 G 
M

. 
h I 2021 'Terrence Zhou is the Internet's Favourite Designer. ranary.

Smith, Ic ae . • . f ·t 
https://1 granary .com/desi9ners-3/terrence-zhou-is-the-1nternets- avouri e 

-designer/ accessed [11/10/23]. . , 
S f. Id T d 2015 'When Hussein Chalayan Turned Furnishings Into Fashion. AnOther

tans 1e , e · · / h h · chalayan 
Magazine. www.anothermag.com/fashion-beauty/8248 w en- ussein-

-turned-furnishings-into-fashion accessed [02/06/21 ]. 

Su uet Annie. 2010. Chopinot. Le Mans: Ed. Cenomane. . , 
S 

q d '11s Dave and Paul Burston. 2016. 'What Made Leigh Bowery So Legendary? 
win e 

Ti�eout., 2016. https://www.timeout.com/\ondon/nightlife/what-made-\e1gh 

-bowery-so-legendary accessed [17/11/20]. . , . 
· J 2011 'Beyond the Individual: Fashion and Identity Research. In Not A Toy. 

TeunIssen, ose. · T · d Vassili 
Fashioning Radical Characters, edited by Valerie Steele, Jose eunissen, an 

Zidianakis, 352. Berlin: Pictoplasma. 

The M t 2016 'Rei Kawakubo/Comme Des Garc;:ons: Art of the In-Between. The
e

Metropo
.
litan Museum of Art. 2016. https://www.metmuseum.org/press/

exhibitions/2016/rei-kawakubo accessed [17/06/21 ]. 

The Met. 1999_ 'Dress, No. 13, spring/summer 1999.' https://b\og.metmuseum.org/

a\exandermcqueen/dress-no-13/ accessed [09/07/20]. 

Tilley, Sue. 1997. The Life and Times of an Icon. London: Hodder & Stoughto�, �td. . 

· f · s · 2017 'Andrey Bartenev· "Artist Is Like a Giant Jellyfish - Arterntory. 
T1mo eiev, ergeJ. . • _ . 

https ://a rte rrito ry. com/en/visua !_a rts/i nterviews/2 0569-andrey _ba rte nev _art1st_1s

like a giant_jellyfish/ accessed [06/05/231. 

Vainsht�n, O\g�. 2019. 'Fashioning the "Performance Man": Costumes and Contex:s of

Andrey Bartenev.' Critical Studies in Men's Fashion 6 (1 & 2). Intellect. https.//do1

.org/10.1386/csmf_00003_ 1. . , 
Van Beirendonck, Walter. 2012. 'Sous Apparence: Interview with Walter Van Be1rendonck. 

Opera national de Paris. https://www.youtube.com/watch?v=3C6z4nP55Yo&ab 

channel=Op%C3%A9ranationaldeParis accessed [10/01/23]. 

Waltz, Sasha. 2017. 'Kreatur. Sasha Waltz & Guestsi http_s://www.sashawaltz.de/en/

creation-by-sasha-waltz-world-premiere-in-ju ne-in-berl In/ accessed 11 0/05/23] • 

Warner, Marigold. 2023 'Why \ Make Art.' LensCulture. https://www.lensculture.com/ 

articles/mari-katayama-why-i-make-art . _ 
Weber, Hugh. 2022. 'Lucy McRae Interview.' https://thegreatdiscontent.com/1nterv1ew/ 

lucy-mcrae/ accessed [09/06/23]. 

82 D 

4 Contemporary Runway, 
Contemporary Costume 

Felix Choong 

Conceptual showpieces have long provided designers with an opportunity to 
experiment with their medium. Although destined to never truly be worn, once 
seen on the runway they go on to exist as museum pieces, as images in fashion 
spreads or in paparazzi shots. In each case, they are brought out for a fleeting 
moment before being returned to the garment bags, acid-free tissue paper and 
temperature-controlled cabinets of the archives. These creations embrace fash­
ion's symbiotic relationship to capitalism, acting as a unique form of brand public­
ity while presenting audiences with garments that have significant conceptual and 
artistic value. 

The interactions between the spheres of art and fashion are dynamic; 
however, it is still rare for clothes to be considered on the same critical level as 
works of art. They resemble each other as aesthetic categories but are ultimately 
defined by different systems - in particular, systems of labour and production -
that keep these notions clearly distinct (Ugelvig 2020: 7). Art and performance, 
both of which predate capitalist modernity, have managed to sustain a connection 
to values we hold in high regard, despite the commercial underpinnings of their 
contemporary iterations. In contrast, fashion is inextricably linked to capitalism 
and frequently regarded as superficial in comparison to other artforms (Evans 
2013: 1 ). While the history of Western fashion dates back at least 700 years, the 
emergence of the French haute couture system in the mid-nineteenth century 
was instrumental in establishing how the current fashion system operates. The 
technological parameters of the runway have developed since the first fashion 
shows in France, Britain and the USA in the late nineteenth and early twentieth 
century; its underlying performativity remains intact. Artistic strategies that were 
used by trailblazing designers, such as Charles Frederick Worth, Lucile and Lucien 
Lelong, continue to be employed today. They understoop that couture houses 
could function like theatres, marketing to diverse audiences through staging, 
musical arrangement, lighting and other dramatic devices that, in Lucile's case, 
included erotically named dresses such as Come to Me, The Sighing Sound of

Lips and Unsatisfied (Evans 2013: 35). The runway flips the relationship between 
culture and commerce, where culture is treated as a commodity, economic value 
grafted onto a model's body (Evans 2013: 115). These early';trategies of spectacle 
blurred the lines between the performance of fashion and bodies in' movement 
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The Mackintosh Society, one of the oldest fetishist organisations in the world, 

was founded in England taking its name from the coat while, as early as 1926, 

enthusiastic letters about the garment appeared in the fetish magazine London

Life (Steele 1996: 148). Abstracted by Green into a sheath, the shroud defies 

easy categorisation; organic and artificial, space-age and medieval, perverse yet 

unthreatening, it resists our tendency to naturalise clothing. The magic of the fet­

ish is that it neutralises fear turning something otherwise threatening and repul­

sive into something titillating and rewarding. In cultural historian Valerie Steele's 

book Fetish, rubber enthusiasts remarked that rubber 'feels' nice, which is impor­

tant for people living in an insecure world (Steele 1996: 151 ). Asphyxiating rubber, 

confined limbs, loss of vision, Craig Green's bondage plays between submission 

and release. The fissure at the centre of the cocoon offers respite creating a vis­

ual oscillation between public and private that collapses the synthetic separation 

of performance and real life. Fashion sits at the crossroads of theatricality and 

reality, wholeheartedly revelling in both. Performing in this liminality, the bounda­

ries of commercial and experimental fashion, sexuality, wellness, interiority and 

exteriority, visibility and invisibility, life and death are trespass'ed. What 

Green optimistically gestures is that strife can be revised as a lucrative 

opportunity for restoration where bondage, control and deficiency offer the 

conditions for release and renewal. 

Showpieces have become a mainstay in a collection, offering designers the 

opportunity to test the possibilities of their medium while undertaking a success­

ful marketing strategy that defines a brand's vision through the circulation of vivid 

images. While these creations reflect how design and fashion are anchored in 

specific moments of capitalist production and consumption, they also reflect the 

social and cultural upheaval of the time. What is impressive is that these concepts 

can be engineered to work within the restrictions of a commercial business and 

become machine washable at 30 degrees (McKenzie and Lipscombe 2020: n.p.). 

The ensembles by Jonathan Anderson for Loewe, Craig Green and Matty Bovan 

bypass definitions of art, design, and ready-to-wear fashion through rigorous, con­

ceptual underpinnings that cannot be ignored. These designers are subverting 

the powers at play in our consumerist society where garments, such as these, 

are imbued with a distinct visual language whose constructed representations of 

life may offer an astute understanding of the conditions we find ourselves living 

through. 
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