


The Rose in Fashion
Amy de la Haye


Roses, like fashion, are luxurious and ephemeral. Both can incite passion and obsession, and both have been castigated for their perceived decadence and potential to corrupt. It is not surprising that the exquisite delicacy of the flower’s petals and its savage, deterrent, thorns—a conjunction of opposites—have long provided a potent source of inspiration for designers, writers, and artists. For fashion creatives, the rose is compelling for its sheer beauty and fragrance. But, significantly, also for the breadth of stories they can entwine with trade, travel, colonialism, political ideologies, sexuality, gendered identities, shifting notions of beauty, and the cycle of life.
Like the genus itself, the influence of the rose upon dressed appearances is enduring and pervasive. Since at least ancient Egyptian times, humans have decorated their bodies with fresh roses and applied the bloom’s charred petals to fashionably darken the brows. The flower has been used to beautify and adorn ever since, including inspiring tattoo designs that are grafted, using colored inks, onto human flesh (see p.XXX [0759]). Though gendered feminine for much of history, particularly in the nineteenth century, roses were not always associated with women and in antiquity it was men who wore rose garlands and scented themselves with rose perfume (see p.XXX[0617]). A few themes become apparent when attempting to take in the centuries-long presence of the rose in fashion: the rose’s natural shape, its ephemerality, its potential to be gendered, feminized, and abstracted, have all affected fashion. A brief study of these themes highlights the flower’s impact upon the ways in which we look and dress.  	Comment by Olivia Clark: Adding cross references in, will delete entry numbers in brackets when page numbers are added in	Comment by Olivia Clark: I added placeholder language in an attempt to sum up the various themes that you take the reader through over the next few paragraphs. Please adjust as you see fit.	Comment by Amy De La Haye: Brilliant, thank-you! 
	Comment by Amy De La Haye: B
[THE ROSE IN NATURE AND IN FASHION]	Comment by Olivia Clark: Editorial guideposts in brackets just so you can see how I am suggesting we break up the content.	Comment by Amy De La Haye: Thank you – I don’t know why I was struggling to make it flow,,,,,	Comment by Amy De La Haye: 
Whilst it is omnipresent within fashion, there are certain periods and occasions when naturalistic rose expression is especially bountiful, and this is perhaps the most fruitful theme of the rose in fashion. From the 1730s, the colonial trade in roses from China, and the new profusion of botanically correct illustrations of them, inspired European and North American fashion designers to create naturalistic rose designs for woven, hand-painted, and embroidered textiles worn by men, women, and children. In Paris, the capital of international fashion, Madame de Pompadour, the mistress of King Louis XV (see p.XXX[0011]) and Queen Marie Antionette, both rose lovers and style icons, championed the flower, commissioning portraits of them wearing rose-ornamented gowns and nosegays, (small flower clusters worn for decoration and perfume). Small drawstring bags known as reticules (see p.XXX[0804]), shawls, fans, and other accessories were also sites for fashionable rosy flourishes. For the grandest occasions, skilled stylists were engaged to weave the fresh flower and its bud into spectacular, towering, pouf headdresses. 
Throughout the nineteenth century, fashion’s depiction of the rose remained mostly naturalistic. By the 1850s, the Parisian haute couture industry was well-established, supported by a range of craft workshops, including artificial rose makers who created silk flowers for dress objects. The most rose-laden fashions were special occasion garments for balls and ceremonial events. There was an insatiable international demand existed for designs by the Paris based French haute  couturier Charles Frederick Worth, who was instrumental in establishing the modern fashion industry, creating designs under his own name on a seasonal basis. His adoration of flowers is legendary, and swags of silk roses cascading down evening gowns a signature (see p.XXX[0805]). A little under a century later, Anglo-Ammerican designer Charles James captured perfectly the romantic neo-Victorian vogue with his Le Sylphide dress, a corseted gown with a decolletage bedecked with silk roses (see p.XXX[0406]). In the twenty-first century, Alexander McQueen, modern fashion’s most creative, provocative, political, and romantic rosarian, incorporated silk flowers into the decadent, decaying grandeur of his Sarabande collection (see p.XXX, [0173]) revealing continuities in the use of roses within elite fashion. across decades of couture. 	Comment by Olivia Clark: Moved discussion of McQueen here and made it more focused on Sarabande instead of his tartan fashions — OK? Or do you think he should go in another section?	Comment by Amy De La Haye: I’m happy with it here, thank-you

It should be noted that fashion designers also created seemingly plain gowns with roses in mind. A client might order a garment specifying that they wish to  When placing their order or making their purchase, the client may plan to wear a large rose corsage, or their most magnificent, rose-themed, jewelry. At the turn of the twentieth century, Art Nouveau, more than any other design movement, glorified flowers in the decorative arts and French artist-jeweler René Lalique’s bouquet of roses pendant, crafted using diamonds, enamel, opals, and rose glass, is a fine example (see p.XXX[0793]). Like many other creatives at the time, Lalique often worked directly from nature, surrounded by flowers.	Comment by Olivia Clark: Moved this section about Lalique here to keep it slightly chronological in this first section.
Further into the twentieth century, haute couturier Christian Dior, a keen gardener whose landscape at his home in Granville was filled with roses, conceived his “flower-woman” silhouette in 1947, which became known as—the now iconic—“New Look.” Dior would become the mid-twentieth century’s fashion rosarian, and a white silk evening gown from 1951, decorated with a garland of pink roses, exemplifies the refined elegance of his floral designs (see p.XXX[0014]). Following his premature death, a rose (a double red Hybrid Tea), was named after him, an honor later bestowed upon fashion designers Valentino and Vivienne Westwood. American couturier designer Ann Lowe, the first African American designer to achieve international stature, is also revered for her luxurious and romantic anefined gowns that heavily feature roses, inspired by the rural gardens of her youth in the American south (see p.XXX[0396]).

The rose as an event in nature has continued to inspire creatives to the present day, many of whom combine the organic aesthetic with modern technologies or artisanal techniques. Zac Posen collaborated with General Electric Additive to design a high-tech, 3D-printed red rose garment for fashion’s most significant event, the Met Gala, inspired by the roses growing in his own garden. Chopard’s organic design for a rosebud necklace is intendedmeant to drape around the neck in a naturalistic manner. as if a rambling rose had just climbed it (see pp.XXX[0243] and XXX[0794]). 	Comment by Olivia Clark: Added this bit here to show how contemporary designers have used the rose in nature as inspiration for their fashions — OK here or are there other examples you would rather pull in?

[ROSES AND EPHEMERALITY, LIFE CYCLE, POLITICS, CEREMONY]
Roses are central to the ceremonial dress worn for rites of passage from birth to death, and roses in their ephemerality have stood as symbols for the cycle of life since antiquity. It is here that the various symbolic meanings attributed to the color of the petals was—and to a lesser extent still is—most pronounced. Within some cultures white and pale pink are associated with debutantes and brides; black (although there are no truly black roses in nature, just deepest purple) with death and mourning. 
The genus Rosa has such a broad geographic sweep, and is so beloved, that communities around the world stage festivals and parades to celebrate its flowering (see p.XXX[0401]). For many, the ceremonial crowning of a folk-costumed Rose Queen is central (see pp. XXX[0127] and XXX[0709]). In everyday lives, holding a bouquet or bunch of roses, at the altar or on the street, comprises part of a dressed appearance. Even wearing a simple bud or bloom tucked into a buttonhole or pinned onto a garment or hat still marks a day as special. Within many nations, especially those known for rose growing—China, Iran, Turkey, and India—the rose is a popular decorative and symbolic motif for dress textiles. In the United States, indigenous cultures have utilized the symbol of the rose for generations, connected to its cultural significance and importance as a plant resource. A bold red rose motif set within a white circle is often present in the intricate beadwork of the Eastern Shoshone tribe from central-west Wyoming, applied which dazzles on to clothing garments and ceremonial regalia. regalia for ceremonies and pow-wows (see p.XXX[0744]).	Comment by Olivia Clark: Moved this section from the beginning of the essay down here so that the discussion of roses and ceremonial/political dress is all in one place.

The rose is also the most political of flowers, and its use in dress or decoration the most visible form of communication. In fifteenth- and sixteenth-century England, during the dynastic struggle now known as the Wars of Roses, the rose was a pivotal emblem. The Tudor dynasty’s ushering in of a new reign and an era of peace was visually completed through the joining of the red rose of Lancaster with the white rose of York into one flower, the Tudor rose, which ornaments the costume of a resplendent Elizabeth I in a royal portrait from 1575 (see p.XXX[0054]).	Comment by Olivia Clark: I think we could delete these few sentences on Elizabeth I to only focus on the rose and ceremony since we don’t have many other examples from politics to cite?
	Comment by Amy De La Haye: Please delete as you see fit,



[ROSES AND GENDER]	Comment by Olivia Clark: I feel like there is potentially more we could say here that could then also segue nicely into the essay’s last section. What do you think?
The power of transformation is central to the role of the rose, fashion, and costume, and anthropomorphically, the rose has been personified through the ages in the femaleinine form. The Hindu deity Vishnu is said to have fashioned his wife Lakshmi from 108 large and 1,008 small red rose petals, while the rose is the floral symbol of both the goddess Venus (see p.XXX[0023]) and the Virgin Mary (see p.XXX). In the late nineteenth-century in particular, the association of roses with women was all the rage, as evidenced by French illustrator J. J. Grandville’s exquisitely costumed lady  female roses in Les Fleurs Animée (The Flowers Personified, 1830) (see p.XXX[0118]). Exceptionally for the period, in Flora’s Feast: A Masque of Flowers (1889), Walter Crane, illustrator, socialist and radical dress reform supporter, depicted a wild rose couple clad in, near-matching rose mini dresses, as male or gender neutral. These provide interesting examples of how the rose, dress and gender were inextricably entwined during the nineteenth century.
rosy nineteenth-century fashions provide interesting examples of Victorian gendered politics as they were expressed through dress.
A century later, in 1996, Mattel introduced their Rose Garden Barbie (see p.XXX[0884]). Costumed in a choice of pink and red rose gowns her beauty—echoing the popular nineteenth-century language of flowers (see p.XXX[0762])—was marketed to be as flawless as the flower itself. Rose femme fleur have subsequently featured extensively within fashion advertising, notably for perfumes (0467) and, within fashion photography, such as Patick Demarchelier’s striking image of supermodel Christy Turlington as a modern white rose (0487).

[CONTEMPORARY ROSE FASHION / THE ABSTRACTION OF THE ROSE]	Comment by Olivia Clark: Removed Liberty and Commes des Garçons from this section as we were unable to get permission for either of them unfortunately.
Since the beginning of the twentieth century, the rose has been stylized, abstracted, and deconstructed for clothes and textiles expressing a series of design movements. Charles Rennie Mackintosh’s Glasgow School Art Nouveau roses are bulbous in form with sinuous lines (see p.XXX 0169]), whilst the Viennese Weiner Werkstatte presented a modernistic cubist print design (see p.XXX[0152]). A 1937 evening coat by Elsa Schiaparelli combines rounded Art Deco roses with an illusory Surrealist graphic (see p.XXX[202]), while the fashion photography of Guy Bourdin (see p.XXX[0318]) brought Surrealism’s uncanny deeper into the 1970s and 1980s. Milliners have also played with the shape of the rose, from the Pop-infused headpiece designed by Sally Victor that turns the wearer’s head into an upside-down rose in full bloom (see p.XXX[0502]) to a stylized to the red silk spiral rose perched on top of a miniature black top hat designed by Stephen Jones (p.XXX[0755]).During the twentieth century, the black rose acquired a glamorous and transgressive allure. It feeds into subcultural (particularly Goth) style and has inspired the design of fashion and accessories, including a black leather novelty bag in the shape of a cut-flower by Thom Browne (see p.XXX[0514]). The impossible blue rose, so beloved of late-nineteenth-century Symbolists and contemporary artists alike (see p.XXX[0035]) retains traces of its renegade appeal. 
In the twenty-first century, depictions of the flower and its thorns have been prominent within an increasingly global and politicized fashion industry. The rose has been harnessed to engage with critical issues including racism, body positivity, ageism, and gendered expression. 	Comment by Olivia Clark: I think this is a step in the right direction in terms of punchiness, but I’m wondering if we could end on a slightly more positive note? Maybe there’s a way you can reframe this to be more about how using the rose in fashion allows for creative explorations in more flexible gendered dressings, opens up conversations about nature and sustainability, or something along those lines?
The rose has also been enlisted by gender neutral and eco designers, the latter committed to the creation of slow and sustainable fashion. Fashion (and not just cheap ‘fast’ fashion), like farmed roses, is enjoyed by the world’s richest consumers and is often produced by the world’s poorest people.  Both consumes scarce local water supplies before travelling across the globe leaving a large carbon footprint. Various campaigns are being waged to expand the markets for fair trade roses and fashion. 

Fashion is one of the most immediate, expressive, accessible and visible forms of human creativity. Since at least Ancient Egyptian times, we have chosen the rose – above all other flowers - to adorn; communicate our life stories and engage with critical world issues. 

In the twenty first century the rose grows across most of the globe and, time after time, is reported to be the most beloved of flowers.  Fashion and dress are amongst the most visible, immediate, expressive, and accessible forms of human creativity and experience. The rose – above all other flowers - has been twinned with fashion and dress to adorn, communicate our personal life stories and engage with critical world issues. 

Together they have opened-up conversations and provoked debate about the environment and sustainability; encouraged people to think global and act local and provided a manifesto for inclusivity and equity.
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