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Abstract

The present study examines the development of male images in European
fashion industry during the period 2000s — 2010s. I argue that the male images in
European fashion can illuminate what a contemporary male identity is. In the
introductory chapter, I outline the motivation behind this project, analyze
representative studies of men’s fashion in the West, and explain where I converge with
and where | depart from them. The chapter “Genesis” begins with discussions on
images of male nudity created under the Italian-American influence of porno-chic,
and focus on how such fashion imagery responds to the social context in the late
1990s with changes of representations of men. In a close-up study of gender
performance through the male models in recent porno-chic imageries, I contend that
such representations of male nudity are not so much phallic but inspire the social
conception of male identity. The chapter “Mutation” examines the Parisian paradigm
shift brought out by Dior Homme in representations of male identity: the way of
representing masculinity is no longer univocally through displaying Americanized
popular bulky musculature, and images are proliferating into various forms centered
on youth and slim physique. I also examine how these images can be viewed as
modernist parody and abjection in the contemporary social conception of masculinity.
They serve as mirrors, symptomatically reflecting society’s obsessive pursuit of Man
in patriarchy and essentialist understanding of sex/gender models. This study further
explores male images in rejuvenated contemporary Milanese and Parisian menswear
in the chapter “The Symptomatic Performances of Masculinity.” By the term man-boy,
I refer to images that envisage a gap, allowing one to see the construction of modern
Western male identity onto the male models. Such images of man-boy are created

with Retro-modernist manners that infuse disdained European subcultural styles in



various historical periods as well as the incorporation of youth culture. And these
images are unstable: they can be ostensibly celebratory and romantic, yet at times
projecting the anxiety, dereliction, and trauma regarding our social conceptions of
masculinity and male identity. This study concludes that these images hold a Utopian
prospect to the future and reminds contemporary society of patriarchal man
masqueraded by our social norms. One can gain insight from these capitalist images,

and see that liberal and hybrid male identity should be allowed in society.

Keywords: European menswear, masculinity, male image, male models,

consumerism
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I. INTRODUCTION

A. Motivation

Men’s fashion has emerged since the 1980s as a niche market in the fashion
industry (Mort, 1996). In the twenty-first century, numerous fashion labels are
available to men, specifically in Europe, from designer labels which have held up
reputations for their women’s wear or haute couture, to those accessory-based fashion
houses which have expanded their markets for men. Some of these labels belong to
major corporations while others are relatively independent. With the flourishing of the
market, male images in the European fashion world are becoming more and more
diverse.

In academia, most studies of men’s fashion, in the fields of sociology and
cultural critique (Edwards, 1997; Mort, 1996), deal with issues of consumerism, and
take the imagery of men in men’s fashion as a specialized marketing strategy. In
particular, some interpretations adopt heterosexual conventions and claim that male
consumption is primarily a gay—as well as bourgeois—activity. Bordo (1999) has
specifically discussed man’s body presented in men’s fashion, as well as its relation to
masculinity. Men’s images here, however, are mainly viewed from women’s
perspective and are mostly read as a representation of “muscularity” and “sexuality.”
Even in more recent studies, these images are still interpreted as “sexualized male
images” for the purpose of appealing to gay consumers (Rohlinger, 2002). All these
studies dwell on a monolithic reading of masculinity in the imagery of fashion,

focusing on the “sexed” male bodies, while rarely taking into consideration factors of



clothing, design, or the cultural aspects fashion. Fashion, fundamentally a stylization
of the body, should be considered in light of both the body and the clothing before
being examined in the terms of sociology and cultural critique.

In addition, such a reading is only partial: it represents merely the univocal
perspective of the Euro-American world without considering the fact that the fashion
world hinges heavily on globalization for its possibility. Further, this reading also
bypasses the complexity of the Western culture manifested in fashion. In this study, I
argue that, as creativity flourishes in European fashion, an abundance of forms of
masculinity have emerged. What I would like to study is how masculinity is
represented in contemporary European men’s fashion, and how these representations

help the society understand contemporary male identity better.

B. Literature review

1. Defining men’s fashion in Western consumer society

One major change after the year 2000 is the emergent new market of male
fashion consumption and its influence on modern masculinity (Rohlinger, 2002).
Despite the fact that men’s fashion has been flooding magazines, publications, and
advertisements, defining it through academic work is rather difficult. In Edward’s
work, Men in the Mirror (1997), he made clear that “fashion is a multi-faceted
concept. It refers simultaneously to dress, to design, and to style”, and “consequently,
it is a uniquely diverse and ephemeral term that is profoundly difficult to define or pin

down” (p. 2). He therefore defined fashion as:



Fashion is defined . . . in its widest sense to include all aspects of style and
dress: the high street as well as the catwalk, accessories as well as clothes,
advertising and men’s magazines as well as Savile row or Armani, and Next

in conjunction with haute couture.! (Edwards, 1997, p. 2)

Such a definition strives to draw an all-inclusive definition of fashion for the
concern of a wide social perspective, as he believes that “fashion focuses upon
socially approved or desired styles of dress” (1997, p. 2). Edwards believes that men’s
fashion should hinge on social conception, and a macrocosmic scope is adopted in his
work. Consequently, he calls for understanding men’s fashion “sociologically as part
of wider processes in masculinity and consumer society, and not as an elitist and
design-driven cultural practice” (1997, p. 134).

While Edwards dismisses the purely economic perspective in studying men’s
fashion, as it may easily fall into the fallacy of sexist interpretations, consumerism in

his understanding is the major stimulus of men’s fashion:

[T]he current expansion of interest in the concept and practice of men’s
fashion . . ., is only partly explained as the outcome of developments in
sexual politics (in particular, the impact of second wave feminism). It is
explained more fully as the result of wider processes in consumer society —
most importantly, the increasing social significance of patterns of

consumption, self-representation and lifestyle as constitutive of identity.

' There seems to be confusion in terminology, for the contemporary haute couture demonstrated during
the Paris haute couture week contains literally little men’s dress, if any. Men’s clothes displayed at the
runways and presentations during the fashion weeks in Milan, Paris, London and New York belongs to
the category of Ready to Wear, and is officially dubbed as Menswear. The difference between these
glossaries also marks the marginalization of men’s fashion.



(Edwards, 1997, p. 134)

As a consequence, Edwards assumes that consumption in men’s fashion is rather
a purpose of encouraging self-representation. Consumption, as he views it, is the sole
purpose of fashion styling. He further concludes that “[a]s a result of these elements,
masculinity became a lifestyle commodity to be bought, sold, admired through
retailers’ windows and aspired to in style magazines, just like anything else” (p. 75).

When he assumes that consumers are “seduced” by advertisers, he also suggests
that the process of consumption is rather the result of consumers being exploited in
the sense that consumers seem to be in oblivion. However, this argument overlooks
the conflicts between different groups in society and presumes that all commodities
are products of the ruse of capitalism. With the categorical assertion that fashion is
always purely a function of the logic of capitalism one is confined to a rather narrow
perspective. As art historian Craik (1994) reminds us acutely in her study of Western

fashion:

The specific character of Western consumer fashion was the size and the
reach of fashion products, and the accelerated rate of stylistic change, rather

than consumerism per se. (Craik, 1994, p. 206)

Craik’s (1994) study has shown that fashion has always been an important
dynamic in European culture and that the influence of fashion is not exclusively
derived from capitalism. Techniques of everyday fashion constitute a dominant
system, and “the development of work and leisure fashion” (1994, p. 205) is one

major sub-system. Moreover, the relation between fashion and consumer society has



its own historical trajectory. Our contemporary fashion orbit such as the popularity of
models and rapid seasonal change can be dated back to the fourteenth century. As

Foley (1973) notes:

Before the end of the fourteenth century change in tastes had become
frequent and extensive. The frequent denunciations of contemporary writers,
who saw all class distinctions waning in the imitative scramble after new
modes of dress, point to permanence and stability as rather ideals of the few
than the habit and tendency of the many, and reveal also the influence of
changing taste on the conditions of production. (Foley, 1973, p.161, as cited

in Craik, 1994, p. 205)

Therefore, our contemporary fashion is not a new phenomenon derived from
capitalism, but an outcome of a long history. It can be dated back to the court society
during the Renaissance period, when the sumptuary laws were set as regulations of
fashion, as certain garments, decorations, and fabrics are assigned to each class in
society according to their respective social status and occupation (Craik, 1994).
Sartorial techniques in wardrobes, valuable jewelry as accessories were used to
enhance the distinctiveness of social status. It was a time when the care of appearance
was a symbol of superiority; however, the regulation never restricts the development
of fashion, as Lemire (1990) points out that the desire for fashion “inflected all levels
of society from the aristocracy down to the very laborers” (as cited in Craik, 1994, p.
255). In England, consumption of fashion goods had even existed before emergence

of capitalist industrial production:



Long before industrial production filled shops throughout the nation, the
English were charged with an appetite for the current modes which
transcend rank. Such general aspirations appalled moralists. Yet, high
relative income was not as universal as the desire to have the semblance of

style. (Lemire, 1990, p. 256, as cited in Craik, 1994, p. 205)

In other words, if the rise of interest in fashion is to be regarded as consumerism,
it is so not exclusively in contemporary capitalist society but has been an inflection of
Western modernity. Edwards’s point of view is overly pessimistic toward
contemporary consumer society as well as toward the possibility of identity politics.
His point of view about consumers being manipulated by capitalism and their styles,
gestures, experience, and possible pleasure being false simply disables consumers and
denies them any prospect of creative consumption. In consumption, both consumers
and producers are the participants and the consumers are capable of innovative
participation.

As Lemire (1990) suggests, a fashionable look “was central to the public
presentation of the individual. Clothing was the apparent making of the man or
woman” (as cited in Craik, 1994, p. 206). Therefore, the contention that fashion is the
privilege of a certain group (i.e., the bourgeois) is wrong.

In addition, fashion never functions as closed confinement but is rather an open
influence. Fashion should be considered as a social dynamic of transgression. As
Craik notes, not only was the sumptuary law often violated by the upper class and
wealthy merchants, those who lacked money could obtain fashionable styles by their
own means: “the fashion-conscious rented outfits, wore fakes, bought second-hand

clothes, or stole garments” (1994, p. 205).



As observed in Elias’s study (1983, as cited in Craik, 1994), the development of
fashion is not purely in a top-down process. With the emergence of commerce and
consumption, the merchant class had also developed “town fashions” among ordinary
people against the imposition of sumptuary laws. Craik (1994) also points out that in
the late nineteenth century the circulation of fashion magazines and mass production
brought about the competition between elite fashion and non-elite fashion, as they
helped stylish replicas spread out in society.

Consequently, critiques of fashion should also consider the internal instability
and the law of transgression rather than merely adopting a narrow view of
confinement and domination regarding consumerism, for “consumerism became a
technique of self-formation requisite to new conducts of life” (Craik, 1994, p. 207).
By the same token, simply considering masculinity in menswear with its relation to
late capitalism consumer society and ignoring the possible identity politics in men’s

fashion will only lead to superficial observations about men’s fashion.

2. Consumerism and society: more than domination from capitalism

Fundamentally, the industry of men’s fashion is based on purchasing. Therefore,
in traditional Marxist critique, the inequality in the relation of production and
consumption is understood in terms of domination, especially when the fashion
industry views profit-making as the main concern. Edwards, for instance, argues that
the foremost function of style magazines is to stimulate consumption. Other than
Edwards’s Marxist perspective, Goffman (1959) views men’s fashion as a
phenomenon stemming from the growing commodification and aestheticism of

everyday life, accompanied by developments in marketing and advertising in the mass
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media, as he writes in The Presentation of Self in Everyday Life. Recognizing the fact,
Edwards nonetheless draws attention to hierarchal relations of masculinity in the

politics of men’s fashion:

This also constructs a complex hierarchy if masculinities according to
economics, demography and appearances. . . . [I]n asserting the interlocked
significance of gender issues and consumption in understanding men’s
fashion, a series of interconnected social divisions is enacted around each of
these axioms where wealthy, good-looking and well-located young men are
increasingly socially valorized over older, uglier or poorer men. (Edwards,

1997, p.134)

Viewing the relation of masculinity to consumption in a macrocosmic “social
valorization” as domination of a certain group is nonetheless a matter of common
sense, as there are various factors and powers of domination. In Edwards’s view, the
negative influences of capitalism take priority to other topics of politics in men’s
fashion. However, his overt concern with consumption in light of the logic of
domination is mostly aligned with the law of binary oppositions such as
ugly/good-looking, old/young, simplifying and relegating the discursive politics to the
one-dimensional concept of domination. His interpretation of masculinity in men’s
fashion as part of binarism echoes with Storey’s understanding of reduction ad
extremis: by “juxtaposing two authors writing about related topics, the more complex
and moderate position can be equated to the more extreme and simplistic position”
(2001, p. 615). What we get are two extreme representational positions: both tropes of

masculinity exist in social and cultural realm, but they are not to be reduced as the



wider sociological perspective.

What is missing in Edwards’s argument is that if one group celebrates one
particular type of consumption or commodity while another group feels
underprivileged for the inaccessibility of that commodity, it is yet too soon to jump to
the conclusion that such a type of artist or designer-driven commodity lacks cultural
significance in the politics of masculinity since it has not brought about an instant sea
change in the entire population. Just as studies of masculinity cannot include every
individual male or all variations of masculinity in the entire society, neither can
studies of men’s fashion.

In consequence, there will never be a full explanation of masculinity in men’s
fashion covering all the perspectives. While Edwards (1997) believes that the
significance of contemporary men’s fashion lies in men’s behavior of
self-representation in self-styling and that the identity as “men” is now constructed
through “the right look,” his sociological focus on men’s fashion is critical of
capitalism yet fails to consider any positive dynamics of men’s fashion. In fact, the
invention of men’s fashion as a new type of consumption which involves the relation
of the wearer and the onlooker has a lot to do with gender politics, not simply the
antagonism described by a typical Marxist understanding of social classes.

In her critique of women’s body images in consumerism, Bordo (1993) is also
aware of how an ideal body is engaged in the contemporary global “visually-oriented”
and “narcissistic” social context (1993, p. 166). According to her, images circulated in
media, such as television, movies, and fashion have become sources of regulation for
women in the sense that “the rules for femininity have come to be culturally
transmitted more and more through standardized visual images” (p. 186). In response

to such a social context, women’s bodies have become the focal point wherein to



envisage an ideal “femininity.”

While she does not endorse a simplistic view of consumerism complicit with
patriarchal gender norms, she does not view these gender images as a source of
anxiety or locus of hegemony. In fact, other than consumerism there is a more
deeply-rooted hegemony that grabs Bordo’s attention, namely, patriarchy.
Consequently, she calls for a reconsideration of patriarchal hegemony in the
Foucaultian sense: power works not through domination from any privileged group or
institution; furthermore, patriarchal power dominates women not through the
mechanism of repression but through identity construction which shapes and
proliferates as norms (p. 181).

When images of consumerism proliferate along with discourses of feminism,
representations of femininity becomes the site of struggle between patriarchy and
feminism. The same representation of feminine body can signify liberation and retreat.

Bordo has made a careful analysis of the cultural bodies:

One cannot simply add the historically feminine virtues to the historically
masculine ones to yield a New Woman, a New Man, a new ethics, or a new
culture. Even on the screen or on television, embodied in created characters
like the Aliens heroine, the result is a parody. Unfortunately, in this
image-bedazzled culture, we find it increasingly difficult to discriminate

between parodies and possibilities for the self. (Bordo, 1993, p. 174)

In consequence, the analysis of masculinities in consumer images is more than
merely the issue of consumerism itself; an examination of the working of patriarchy in

society is also required.
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3. What’s man gotta to do with it?: “masculinity” and the “gaze”

As noted in Easthope’s What'’s a Man Gotta Do? (1986), “masculinity has to be
unmasked, separated from the role it wants to play pretending to be the human, the
normal, the social” (p. 2). Yet, for Edwards (1997), several aspects of masculinity are
critical when we consider men’s fashion in the Western society. In the very first place,
he believes that the sex/gender differentiation of dress and fashion remains rigid as
social norm. Although Edwards has recognized that men’s fashion is socially
constructed, the bias based on sexual difference still remains “decidedly difficult to
overcome” (1997, p.4).

Specifically, in his recognition that in fashion “the problematic idea that the
female body rather than the male body remains the primary” (p. 36), Edwards has
drawn on Mulvey’s (1975) analysis of the men’s gaze in Visual Pleasure and Narrative
Cinema. Visual pleasure, in Mulvey’s understanding, involves a relation of looking
and being looked at, and both can generate pleasures. Mulvey borrows Freud’s notion
of scopophilia and understands it as an essentially active instinct: “in particular the
constitution of the ego, it continues to exist as the erotic basis for pleasure in looking
at another person as object” (p. 201). This view echoes art historian Berger’s study in
Ways of Seeing (1972) of sexually differentiating duality: “men act and women appear”
(pp. 45-47). In her analysis of visual pleasure in cinema, Mulvey puts emphasis on the

predetermination of male gaze:

In a world ordered by sexual imbalance, pleasure in looking has been split

between active/male and passive/female. The determining male gaze
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projects its fantasy onto the female figure, which is styled accordingly. In
their traditional exhibitionist role women are simultaneously looked at and
displayed, with their appearance coded for strong visual and erotic impact
so that they can be said to connote to-be-looked-at-ness. (Mulvey, 1975, p.

203)

In the male gaze, scopophilia constitutes an imbalanced gender relation: men
occupy a legitimate active position on which to look at women’s fashionable dress and
their body for erotic visual pleasure. Operating in the active male position,
scopophilia takes control of the object of the gaze as object of desire, as in the
“spectacle” moments in cinema it require female characters to dress up and take off
their clothes for an imagined voyeuristic spectator. The visual presence of woman has
little to do with the development of the story as the woman figure is displayed mostly
as an erotic object for the characters within the story, and for the spectator within the
movie house.

In addition to the pleasure of scopophilia which objectifies female, Mulvey
argues that as scopophilia develops into narcissism male subjectivity is produced
through misrecognition as the function of gender identification (p. 201). In the
sexually imbalanced cinema which is separated into moments of spectacle and
narrative, the male audiences project themselves on the male actors as surrogates,
identifying with the active male subject, whereas the female characters remain the
compensatory roles for the male subjectivity (pp. 203-4).

Similarly in relation to the passive female position, the function of scopophilia in
the male gaze can’t be ignored in the realm of fashion, as Craik has specified the

gendered attitude toward fashion:

12



[Clontemporary codes of women’s fashion have revolved around achieving
‘a look”’ as an image to be admire (spectacle), men’s appearance has been
circulated to enhance their active roles (especially occupation and social

status). (Craik, 1994, p. 176)

Such a social rhetoric implies the legitimate power relation between the male as
the active looker and the female as the passive wearer. And Mulvey’s insight
powerfully challenges the cliché that men’s dress is for functional purposes (as
opposed to women’s dress whose purpose is being fashionable), rendering a
reconsideration of gender politics in women’s fashion where men are conventionally
considered to be nothing but the spectator. As Fowles (1996) contends that females
are to be gazed at in the advertisements for males gaze (p. 204, as cited in Chandler,
2000), in advance, Chandler (2000) has also shown gendered bias has continued to
exist in contemporary advertisement.

Moreover, in existing studies of women’s fashion, the visual pleasure women
may get from being looked at is usually still interpreted in terms of women’s
anticipation of the male gaze. Messaris (1997) specifies that in fashion advertisement
female models still “treat the lens as a substitute for the eye of an imaginary male
onlooker” (p. 41, as cited in Chandler, 2000). Even if the presupposed spectators of
these advertisements are women, the presumption of the male gaze is still at work to
the effect that “when women look at these ads, they are actually seeing themselves as
a man might see them,” so the female identification is still subjected to patriarchy.

It is therefore important to scrutinize the constitutive identity involved in

menswear in relation to the positioning of active/male and passive/female in the male
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gaze. According to Edwards, the evolution of men’s dress is relatively slow and has
seen little variation, and he further suggests that the modern suit has remained the
main dress code for men in the modern society.

However, if one takes into consideration the bias of the male gaze and the power
relation between different sexes or gender positions in society, the slow evolution of
menswear and the establishment of the suit as the main dress code for men are not
a-historical, a-cultural developments. Men’s suit, in its association with men’s
occupational role, in effect intersects with the dominant male gaze and stands for the
inequality of economic conditions between the active male and passive female. In
contrast to the passive and objectified dress code of women’s fashion, men’s suit, and
its social symbolism of “success, virility and maturity,” as Edwards suggests (1997, p.
22), need to be reconsidered from a perspective other than the “dominant male gaze”

thesis, so as to prevent ossifying this rhetoric into deadlocked gender norms.

4. “Never enough”: fallacy of social determinism

Edwards’s empirical study has touched upon a wide range of issues regarding
social and gender divisions; however, his explanation of masculinities in men’s
fashion falls short of offering a more critical view of society itself. He presents two
“mainstream” looks in men’s fashion: corporate power look, namely the conventional

suit with shirt, and the outdoor casual such as sportswear and jeans:

I wish to assert . . . two central images of masculinity came to dominate
men’s fashion as the most valorized and advertised. These two

representations were, and are, entirely constructed according to the clothing
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and accessorizing of the same male form and are therefore two sides of the
same coin. I call the heads side of the coin the corporate power look, where
formal work clothes, and particularly the suit, were used to cover yet
accentuate the same masculine, mesomorphic physical shape. . . I call the
tails side of the coin the outdoor casual, as the muscular hunk concerned
was usually seen outside stripping off his white T-shirt, easing himself into
or out of his jeans, sweating in leather, or doing things with machines. He
was also sometimes seen as the working-class or football casual with

sufficient affluence for designer clothes. (Edwards, 1997, p. 41)

From a stance of macrocosmic conception of masculinity, Edwards interprets the
images that hinge on mainstream values without presenting a more critical view of
social divisions. He faults the image of masculinity in men’s fashion for its purpose of
encouraging consumption. At the same time, he shows sympathy for “conventional”
and “social” masculinity in a wider sociological context — for instance, the family
man who is dedicated to his career and family and has little extra time and
expenditure, and for whom men’s fashion is generally inaccessible. When he
questions interpretations of other images in men’s fashion as being concentrated on
the images themselves and dissociated from society, a humanist view of society is

obvious:

Most attention to men’s fashion and images of masculinity tends to
concentrate . . . on interpretations of representations and excludes
consideration of causes or effects, implications or impacts upon men

themselves or within the society as a whole. (Edwards, 1997, p. 48)
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However, although Edwards’s intention is a liberal conception of “fashion for
everyone” and although he acknowledges that there are various versions of
masculinity in conflict, his interpretation of some masculinities as “silliness” exposes

the fallacy of social-determinism:

[W]hilst other images of masculinity do necessarily exist these are not used
to advertise men’s fashion and accessories or to sell anything other than
their silliness: doddery old men, screaming queens and ghetto-blasting black
guys. In a basic sense, what we are talking about here [in the representations
of men’s fashion] are the social divisions between men’s bodies. (Edwards,

1997, p. 41)

This view of masculinities is problematic, for he fails to explain what constitutes
this “datum” as social divisions of male bodies and how these masculinities can be
seen as “silly.” In a more radical and queer view of masculinity, it is highly
susceptible if is there a “neutral” criterion for masculinities and male bodies in the
society. Wittig (1981) warns how early feminists like Simon de Beauvoir failed to

struggle against and deconstruct patriarchy:

However, now, race, exactly like sex, is taken as an “immediate given,” a

9 ¢

“sensible given,” “physical features,” belonging to a natural order. But what
we believe to be a physical and direct perception is only a sophisticated and

mythic construction, an “imaginary formation,” which reinterprets physical

features through the network of relationships in which they are perceived.
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(Wittig, 1981, p. 104)

Consequently, “the feminism in the last century could never resolve its
contradictions on the subject of nature/culture, woman/society” (Wittig, 1981, p. 105).
In the contemporary context of late capitalism, images overflow through the
omnipresent media; at the same time, a univocal view of men and women, along with
rhetoric on specious “natural” masculinity/ femininity, still persists. As in Wittig’s
view, interpretations of scientific and socio-psychological studies are still fascinated
with the dualistic myth of “Men”/ “Women,” whereas the political potential of French
feminists is largely downplayed.

Thus, the social determinism and macrocosm in Edwards’s viewpoint ought to be
questioned. After all, a socially-determined identity contingent on “the opinion of
majority” is not free of the sexist norms of “essential” sex/gender and possibly
acquiesces in patriarchal and sexist regulation of “normal” femininity/masculinity. It
is exactly this essential myth of “what a man is supposed to be” renders the relations
of men hierarchical, restoring the contradictions between major/minor yet

dominating/subordinating masculinities.

5. New Man against the unfashionable man in 1980s — 1990s

Mort (1996) and Edwards (1997), both British, have asserted that since the 1980s,
changes in demography and economy in the United Kingdom and in cultural
assumptions toward fashion have enabled more men to purchase fashion products

with greater freedom as their disposable income has increased (p. 15; p. 39). This

* Wittig’s argument echoes the term genitalism, which refers to the difference between men and
women based on obvious biological distinctions as neutral and thus standardizing.
17



thesis sides with them on this and further argues that the character of New Man is a
celebration of men’s consumption. Specifically, Edwards assumes that the New Man
figure in men’s fashion is more of a marketing strategy, encouraging more
consumption in the light of self-representation (1997, p. 39). Yet, this study calls into
question his view of consumption as a form of exploitation Edwards dismisses
self-representation in consumerism as banal narcissism, viewing “masculinity as
increasingly premised more upon consumption than production” (pp. 1-2). He also
contends that “these developments [are] to be equally personally destructive and
socially divisive as they are individually expressive and democratically utopian” (p. 2).
This thesis takes a different view: despite the widely accepted contention that the
emergence of men’s fashion is facilitated by the expansion of consumer society, this
study affirms the influence of New Man on the male consumer society.

For instance, Mort draws on feminist critic Judith Williamson’s affirmation and
asserts that the attitude of feminism “was far from positive about the flurry of interest
in this long-ignored subject” (1997, p. 15). For Mort, New Man is “[a] hybrid
character, his aetiology could not be attributed to one single source. He was rather the
condensation of multiple concerns which were temporary run together” (1997, p. 15).
He concludes that New Man is rather a complexion for the social context: “[i]n
journalism and fashion, in commercial and manufacturing culture, as well as in the
political arena, men were at the center of a wide-ranging debate” (p. 15). This study
would like to follow what Mort’s view that the New Man is not so much an entity or
an authentic man, but a contradictory composite anticipating change in the conception
of masculinity.

While the New Man is a commercialized character, I argue that it echoes the

socially imbricated gender roles in the West, as argued by Craik and Mort. In short,
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New Man emerges as a character influenced by the trends of the second-wave
feminism in the 1970s in America, which brings about “changing opportunities for
women as it has been a reassessment of masculinity itself” (Craik, 1994, p. 197).
Craik posits that “one outcome of feminism has been the characterization of men in
negative ways and attacks on ‘macho’ notions of masculinity” (p. 197), a view that
resonates with what Mort’s argument that traditional masculinity is rendered in a
“crisis” (p. 15).

In short, the character of New Man is the re-evaluation of masculinity in
traditional Orthodox in multiple aspects and in various cultures, in coherence with
second-wave feminism in the West. In Craik’s investigation of the New Man as she
cites from Gentle (1988) and Logan (1992), the New Man seems to be everything but

the old-fashioned man, which

seems to be derived from several masculine types: “The gentlemen” who is
“styled and stereotyped as the strong and silent type”; the action man who is
“virile, strong, independent and anomic”; and denoted by the cowboy, war
hero and Marlboro man; the slob who is functional but uninterested in speed
and style; and the chauvinist who is authoritative and ambitious (but equally

ruthless and a misogynist). (Craik, 1994, p. 197)

Mort maintains that the commercialized New Man “was linked to the more
progressive and caring versions of fatherhood, portrayed in the marketing of stores
such as Mothercare” (1997, p. 16). Craik shares with Mort in noting the importance of
the cultural industry in modern consumption influencing the social context. As she
cites from Chapman (1988),within the commodification process “attributes of
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narcissism and nurturing have been added to codes of masculinity” (as cited in Craik,
1994, p. 198). In my study, I argue that the fashion industry participates in this trend
of making the New Man and that the New Man in fashion is represented as a
fashion-conscious figure.

While the fashion industry is one cause of the New Man, its being a composite of
multiple masculinities merits more careful scrutiny. In Mort’s thorough investigation
on such a new identity as New Man, he is aware of the changing characters of British
men’s masculinity. However, he puts more emphasis on the consumption and the
hitherto changing trajectory of masculinity rather than the imagery of men’s fashion.
For Mort, New Man is rather a phenomenon or a movement, yet [ will try to delineate
the New Man figure in relation to its engagement in consumption.

As recognized by Craik, the most conspicuously changed masculinity of New
Man is the self-consciousness of being male, and the consciousness and his own look.
As Craik notes, “New Man was not only aware of fashion but an active consumer in
the pursuit of his sense of self” (1994, p. 198): the new attitude toward the self as
being male therefore brings the male body into relief. The most obvious attribute of
New Man is the very exposure of bare male bodies. As Craik argues, “the marketers’
version of the New Man placed the male body at the center of identity and sexuality”
(p- 198).

Edwards’s primary delineation of New Man is nevertheless “two sides of a coin”
(1997, p. 44): as the corporate power look and the outdoor casual. And his
interpretation is based on “mainstream conception.” As he argues, the representations
of male bodies are “quite fixed,” “traditional” and “‘stereotypical” as “[t]he men
concerned are always young, usually white, particularly muscular, critically

strong-jawed, clean shaven (often all over), healthy, sporty, successful, virile, and
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ultimately sexy” (p. 44).

He evidenced his contention in his case study of the cult television commercial
of American jeans brand Levi Strauss’, “the Launderette,” performed by the male
model Nick Kamen. In the commercial, Kamen appears as a young soldier who enters
a launderette and starts stripping his clothes off, including a pair of 501 jeans, until he
has barely anything on except in a pair of white boxers. All this meanwhile he is
aware of various male and female spectators at presence. Edwards contends that
Kamen’s body is “blatantly sexual” (p. 52) and therefore traditional and phallocentric
as a performance of “defensive masculinity” (p. 53) as opposed to the senior male
next to him fully clothed.

The “sexiness” of the New Man in the homosocial context is, according to
Edwards, setting up social division of men’s bodies and creates anxiety for all men in
being male (p. 41). However, Edwards’ critical view of consumerism over-simplifies
issues of masculinities and male identity in the society. In my thesis, I hope to show
that, in terms of masculinity, there doesn’t seem to be a full explanation of “personal”
anxiety in relation to “stereotypical” or “old,” defensive masculinity of musculature.

What I would like to do here is to draw attention to these imageries in men’s
fashion rather than follow Edwards’ thesis, a thesis that exudes anxiety and a sense of
powerlessness in his portrayal of masculinity in a homosocial context. My project thus
requires a more radical analysis of men’s bodies and a view that investigates
masculinities other than Edwards’s modernist Marxist views. Compared with
Edwards’s conclusion regarding “men’s personal anxieties” (p. 6), my argument here
is more aligned with Bordo’s (1994) awareness of the gender inequality in the
representations of bodies in the patriarchal social climate.

In Reading the Male Body, Bordo (1994) cites from Sheets-Johnstone (1992),

21



arguing that “[w]ithin Western cultural practice generally . . . , a male’s body is not
anatomized nor is it ever made an object of study in the same way as female bodies”
(Sheets-Johnstone, 1992, as cited in Bordo 1994, p. 32). She critically questions: ‘“so
long as men are transparent to, uninterrogating of, themselves, how can women have a
real conversation with them about gender?”(p. 32). She therefore insists on reading
the male body against its concealment. Her argument challenges Edwards’
deterministic perception of the female body, and radicalizes the gender politics in
fashion.

In both Bordo’s and Edward’s critique, the modern Orthodox society mechanism
of conceals the male body constructs the male body as private while female as public
(1994, p. 32; 1996, p. 44). While Edwards concludes that the influence of men’s
fashion merely materializes in causing social divisions of masculinities within
consumerism, | side with Bordo in acknowledging that “[w]hen men problematize
themselves as men, a fundamental and divisive sexual ontology is thus disturbed”
(1994, p. 32). Here Bordo is citing Luce Irigary’s description of woman as “the sex
which is not one,” in contrast to man as the sex which is “the one” (p. 31). As Bordo
notes, such difference is neither based on a scientific, biological difference, nor a
sociological, differentiated lived experience, but rather “sexual difference as it has
been constructed by a Western, phallocentric imagination, the identification of ‘man’
with phallic unity is justified” (p. 31).

At the same time, Bordo is fully aware of male dominance in Western society,

which she renders as follows:

[n]ot to deny the formidable social, historical, and cultural actualities of

male dominance, but to reveal the ways in which that dominance maintains
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not only the female body but the male body as a place of shame, self-hatred,

and concealment. (Bordo, 1994, p. 32)

Resonating with Bordo, Mort (1996) also takes note of the mythical concealment
as a masquerade of humanity and norm. He contends that the representation of the
male body in men’s fashion is “viewed as the culmination of a series of much broader
initiatives, which were breaking open masculinity’s best-kept secret; forcing men to
look self-consciously at themselves and their identities, rather than as the concealed
norm of power and privilege” (p. 15).

My strategy in the present study is to draw on Bordo’s reading of the male body
in order to fundamentally problematize the “conventional” phobia, following her
examination of the mythic “Man”. Yet the project here is to retrieve the hidden,
rejected, dark, and phobic elements in the social conception of masculinity within
homosocial contexts. It then requires not only an acknowledgement of this myth of
“Man” in concealed male bodies, but also a scrutiny of whether these representations

of the male body does not become phallocentric.

6. Shapeshifters in European men’s fashion

In Craik’s (1994) study of the historical trajectory of contemporary men’s fashion,
he notices that the market of men’s fashion has split up into three breeds: “New Man
has spawned variants of masculinity which exhibited distinct fashion statements™ (p.
200). Craik cites form Carter and Brilé to posit that the figure of “New Lad” emerges
as a new image in men’s fashion, “[w]hile the New Man has aged into a contented

family-oriented lifestyle, the new boys are more outgoing” (Carter & Brilé, 1992, p.
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49, as cited in Craik, 1994, p. 199). Meanwhile, in opposition to the “New Lad” is the
“Iron John,” which is “something of a throwback to the chauvinistic male” (p. 199)
that rejects the “feminine” fashion. The “New Lad” refers to a youthful type of male
consumer, with relatively audacious taste in designer’s labels and looks:*“[t]he New
Lad acknowledged the attitude of the New Man but was more interested in a
hedonistic lifestyle and male pastimes” (Craik, 1994, p. 200).

Here, again, I depart from Edwards’s classical Marxist discourse, which refutes
the cultural construction of masculinity of the New Lad and which regards it as
another stereotype. Even if the contemporary representation of the New Man is of a
family-oriented type, as argued by Craik, Edwards reveals his anxiety toward
masculinity in his investigation of images in men’s fashion, although he has
recognized that these representations of sexualized male bodies are seen as a reverse

of traditional male activity as opposed to female passivity:

This notion of reconstruction of masculinity through the practices of
representation and consumption also underpins men’s studies of masculinity,
which have tended to assert that these images do imply an important
development in conceptions of masculinity which is potentially applied in

practice. (Edwards, 1997, p. 46)

Edwards’ perspective seems to shift away from gender/sexual politics toward a

traditional Marxist view:

They claim that the increasing pervasiveness of images of masculinity,

particularly when tied to definitions of sexuality, tends to rupture the
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traditional mode of masculine activity and female passivity (the idea that
men look and women are looked at) and, indeed, the increasing role of men
as consumers, as opposed to producers, of fashions and representations of
themselves is seen as increasingly central. The argument here centers upon
the notion that masculinity and masculine identity were traditionally defined
through work, or production, rather than consumption which was seen more
as a feminine preserve, as in the stereotype of the happy housewife going

shopping, typical of advertising for washing powder. (Edwards, 1997, p. 46)

My study contests Edwards’ disapproval in “feminizing” male in the
representations by his contention that “people do not necessarily practice what they
preach” (1997, p. 46) and wish to problematize the question raised by him of
definition of masculinity activity in a relation more than a general Marxist production
and consumption. In short, I argue against the banal view of consumerism as a
relation of domination/oppression. If the imagery of the New Lad is a commodity,
then while contemporary men’s fashion is gaining importance, it is too soon to reject
such social dynamite with such a monolithic interpretation.

More importantly, be it New Man or New Lad, men’s fashion is still marginal
even in Edwards’ wider social spectrum. It is therefore urgent to analyze any possible

ideology behind each type of imagery in fashion.

7. Alterity against monochromatic West: on the edge of the consumption

Other than issues dealt with by Edwards’s pessimistic, purely Marxist view, there

are other questions that have yet to be addressed. With the proliferation of men’s
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fashion in the globalized market, new forms of cultural male bodies emerge and get
circulated. Yet, the issues of high expenditure of fashion in consumerism do not seem
to be sufficiently explained. It is my intention here to reevaluate the male bodies in
the representations of men’s fashion, instead of just accepting what Edwards calls
“stereotypes.”

Ostensibly, Edwards seems to reduce the relation between men and men’s
fashion to a dichotomous view of “affluent and sexy men” who favor fashion as
opposed to “men of the mass” who are anxious of fashion. As previously argued by
Craik (1994), consumerism never fully hinders the accessibility of fashion to
consumers. Even in a dichotomy of these two masculinities in the West, neither can
the two be explained with a simple relation of dominance/subordination whether in
terms of masculinities or consumption.

In the article “His Story of Her Fashion” (1997, p. 9), Edwards seems to reject
the legitimacy of other ways of reading, contending that there is neither an
interpretation for all men nor an interpretation from a purely “male” perspective. Yet,
judging from his biased perspective of viewing masculinities in the society, it is
highly doubtful whether there is a purely sociological, and not pre-determinedly
patriarchal, male perspective of men’s fashion.

Bordo (1999) suggests that even in the Orthodox world, the imaging of “men”
and the relation between men’s appearance and men’s fashion are diverse and
sometimes even contradictory. She once cited a reader response to the advertisement
campaign of the American brand Dockers menswear in 7he New Yorker, which caters
to men who do not want to look “too fashionable.” Contending the notion “‘[t]hat men
don’t want to look like they’re trying to be fashionable or sexy’ was rather

culture-bound” and possibly “applies to American, English, and Japanese men” (1999,
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p. 201), she holds a skeptical attitude toward univocal views of men’s fashion:

But are we really to believe that French, Italian, and Spanish men share this
concern? And, when we expand the category “male” beyond human beings,
biologists have shown that the demonstration of male splendor is a key
element in the vertebrate mating game. Are American males just an

anomalous species? (Bordo, 1999, p. 201)

Bordo (1999) believes that the reader’s protest reflects a diversity of international
attitudes toward men’s fashion. The perspective here also agrees with her in that
“men’s fashion-phobia” is rather cultural bound than predetermined and essential.
Consequently, as she values this reader’s response as a reminder that “there are
dangers in drawing broad conclusions on the basis of only those worlds with which
one 1s familiar” (1999, p. 201), the argument here will continues to question if such an
Anglophone social concept being promoted as universally applicable. That is to say,

the perspective here will adopt her intention as in the following passage:

To look at the variables of race, class, and history is to produce a picture of
male attitudes toward fashionable display that is far from consistently

phobic. (Bordo, 1999, p. 201)

Edwards’s (1997) social study and Craik’s (1994) art historian investigation
juxtaposed, we realize that socially the rhetoric about the “inappropriateness” of
men’s fashion in Western culture reflects a differentiating attitude toward the relation

of fashion and gender. There is a view that men are not allowed to show interest in
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fashion, for fashion has long been considered a feminine phenomenon, and moreover,
a “homosexual” sign. Or, some people believe that men’s fashion is simply utilitarian,
without any aesthetics.

Fundamentally, Edwards’s interpretation of men’s fashion has been emphasizing
its incongruity with socially normative masculinity without being conscious of its
social inscription of alterity and “femininity,” as well as the awareness of how fashion
has already been a realm of a struggle for women between feminism and patriarchy
(Bordo, 1993).

In resonance to Bordo’s (1999) reading of contemporary men’s fashion, Craik’s
genealogy of men’s fashion in the European society maintains that “historically and
cross-culturally” there is nonchalance toward men’s fashion. She clearly pointed out
that “[f]rom the eighteenth century, in western European male fashion has received
less attention than women’s” (Craik, 1994, p. 176), and that consequently the fashion
industry reciprocally emphasizes women’s fashion. Moreover, Craik does believe that
such an indifference is more of a historical construction, and “indicatively, most
studies of contemporary fashion emphasize female fashion and marginalize attention
to male dress” (1994, p. 176).

According to Bordo’s (1999) and Craik’s (1994) genealogies of men’s fashion, in
the Renaissance period the distinction of dress codes between the sexes is a rather
significant social structure. The construction of dualist gender rules in the historical
trajectory of modernity is made possible with the social conformity of men, in a

process of un-fashioning men:

[F]rom the nineteenth century . . ., men’s fashions have offered fewer

choices at any one moment and therefore acted to oppose conformity on
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those adhering to fashion. Normative men have either resisted fashion or

conformed to mainstream elements. (Craik, 1994, p. 178)

According to Craik, the social construction of men’s fashion is through
“marginalization” — that is, men’s fashion has always been constructed as a cultural
Other, and the “fashionable masculinity” is thus seen as a deviation from social norms
(1994, p. 178). To miss the marginal masculinity without considering the alterity of
men’s fashion is to ignore the gender relations between the sexes, and the
incorporation of patriarchy in Western modernity, rendering fashion as a feminized
Other, as Evans (2003) elaborates how fashion has become the cultural other in her

citation from Loos’ (1982) work:

As fashion was demonized by modernists, fashion and femininity became
modernism’s ‘other’, its dark continent of excess, waste and pointlessness,
the ‘rotten’ of bourgeois culture against which modernist ideologies rallied.

(Evans, 2003, p. 305)

Steele (1985b) has argued that in the historical trajectory of Western modernity,
men’s fashion is in the antithesis of European culture and nationalism (as cited in
Craik, 1994, p. 182). The Macaronic fashion appeared during the 1760s to 1770s in
the UK, a style derived from the French and Italian court fashion which “epitomized
the desire of aristocrats to distinguish themselves from the growing bourgeoisie and
minor gentry through their clothes” (as cited in Craik, 1994, p. 182). With the growth
of civil society and British patriotism, the extravagant Macaronic style was invested

with “vanity, irresponsibility, effeminacy, and the lack of patriotism of the aristocracy”

29



and “perceived as symptomatic of corruption, tyranny and foreign attitudes” (as cited
in Craik, 1994, p. 182). Similarly, with the demise of the European aristocratic court
society and breakout of the French Revolution, the elaborate and glamorous men’s
fashion in Europe implied domination of the court and was thus attacked and
denounced. To be brief, men’s fashion has already been caught in the tension between
classes and between different types of masculinities in the West.

Therefore, before jumping to the conclusion that men’s fashion works through
the social constructions of the masculinity of Man, alienating other masculinities in
the power relations of class/race/sex, it is worthwhile to scrutinize the internal power
relations in the Western hegemony. If the contemporary multinational fashion industry
is deemed as dominating the scene of Western modernism, we ought to examine the
alterity of fashion, especially that of men’s.

Instead of evaluating masculinity from the viewpoint of mainstream social
determinism, which returns to the singularity of monochromatic Anglophone view of
masculinities, adopting Bordo’s insight of bodies in men’s fashion can provide a
perspective which other than biases toward normative sexuality — only in this way
can other masculinities in men’s fashion emerge. Therefore, the male images in
contemporary fashion need to be re-considered, not as objects of the compulsory male
gaze or new ideals, but as new possibilities of articulation to the mainstream
masculinity.

A study on the contemporary images of men’s fashion then becomes important,
and while insisting on reading the Western men’s fashion, I argue that it is as
important to beware of the expansion of American culture through globalization. With
this in view, this study seeks to investigate the internal instability of masculinities

manifested in the European fashion world. The argument to make in this thesis is
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through re-reading the social incongruity inside contemporary European men’s
fashion against its social norms in modernity, and interrupting Anglophone reduction
of the masculinities in the West through a close reexamination of the various

formulations of masculinity manifest in the West from modernity to today.

C. Methodology:

1. “The look” as commodity: consumerism upgraded in contemporary fashion

As Mears contends, “fashion produces powerful representations of idealized
class, gender, race, and sexual identities” (2011, p. 16). She acknowledges the fact
that contemporary Western fashion plays an important part in the formation of
contemporary cultural aesthetics: the fashion industry is more than selling goods, is
influential in inscribing socially intelligible genders. In academia fashion images are

constantly being studied from various angles, especially images of women:

Plenty of scholars from cultural studies, media studies, and feminist and
intersectionality theory have analyzed the cultural meanings of fashion
images and advertising. Feminist scholars have made the case that images
of fashion models represent the objectification of women’s bodies, defining
and enforcing normative ideals of feminine beauty that disparage all women,
especially working-class and non-white women. In this sense, those women
at the top of the display professions constitute “an elite corps deployed in a

way that keeps millions of women in line. (Mears, 2011, p. 16)
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Western fashion can’t avoid assuming subjective and sometimes arbitrary
aesthetic values. However, in Wissenger’s study (2009) on the relations between
models and fashion brands, she rejects polarized readings of fashion models, which
view them as “enforcers of oppressive body styles” (p. 274), or mysterious icons.
From her very own experience of fashion modeling, Mears (2011) discloses the fact

that the “glamor” of fashion is rather constructed through fashion models’ bodies:

The backstage of fashion reveals a set of players — models, agents, and
clients — and the peculiar rules of their game that usually remain hidden
behind the brilliantly lit runways, the glossy magazine pages, and the

celebrated glamour of fashion. (Mears, 2011, p. 5)

The models’ participation in the making of fashion images merits attention: we
need to take in account the entire social context rather than just take a reductionist
view of consumerism. In Wissinger’s study of the participation of models and
consumers’ consumption of fashion products, what is discovered is an intertwined
relation: While the model industry provides the “labor force” for many clients in
selling goods, “it is also centrally important in the experience of being a consumer —
by framing consumer experiences and encounters with commodities.” In her view, the
models engage in the fashion industry through their “self-commodification,” as the
models “create an image that will sell on the model market (2009, p. 274).

As she suggests, in modern times, models utilize their “looks” as commodities:
“the look™ is sold as a commodity in fashion. Wissinger further points out that “[t]he
model’s role in commodification and branding is multi-faceted. Most obviously,

models lend their image to sell products, incorporating their likeness into the image of
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a brand” (2009, p. 274).

It is the main concern to view the models’ position in the whole fashion industry
as significant as the designers’ and photographers’ authorship. Wissinger and
Entwistle regard them as “cultural intermediaries,” drawing on Bourdieu’s theory of
“field of cultural production” (2007, as cited in Wissinger, 2009, p. 277). As they view
it, the models’ occupation involves symbolic production of meaning, “in taste-making
or defining, shaping the ways in which we encounter and make sense of artefacts in
their work of mediation” (Wissinger, 2009, p. 278).

If the aesthetic values in fashion are mediated through the bodies of models, then
it is worthwhile to reconsider how the symbolic meaning is coded through the

production of the works of models in the European fashion industry.

2. Reading the model’s “look” as text: the male model’s body and gender

“performance” in fashion

In her view of the aesthetics-producing fashion industry, Mears (2011) asserts
that fashion images reflect the intersection of the socially intelligible and project

culturally idealized gendered body on the bodies of the models.

Models do much more than promote the sale of fashion. The model look
promotes and disseminates ideas about how women and men should look.
Fashion images are prescriptions for masculinity and femininity. (Mears,

2011, p. 16)

She also finds empirical analysis to be more suitable than any objective anatomy,
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for fashion imagery cannot be treated as any ordinary commodity:

When dealing with aesthetic goods such as “beauty” and “fashionability,”
we would be hard-pressed to identify objective measures of worth inherent
in the good itself. Rather, an invisible social world is hard at work behind

the scenes of fashion to bequeath cultural value onto looks. (Mears, 2011,

p-5)

Furthermore, from a post-structuralist point of view, the perspective here is taken

from Mears’s view of models’ look as:

in fact a system of meanings, such as a language or a code, tied to a social
evaluation system. People learn to read and decipher this code in order to
see distinctions between one model and the next, as well as their positions
within the bigger fashion picture. It represents not just a person or an
individual beauty but also a whole system of knowledge and relations
among people and positions connected within an industry. (Mears, 2011, p.

7)

Building on Butler’s idea of gender and performance (1990), Mears notes the

dissociation of an interior “essence” of the gendered self from a gendered body:

Gender, we know, is a matter of active “doing,” not mere passive being, so
modeling can be thought of as the professionalization of a certain type of

gender performance, one that interlocks with race, sexuality, class, and other
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social positions. (Mears, 2011, p. 16)

From the perspective of consumption, a model serves as a medium of selling
aesthetics of the body for the fashion industry. Yet, from the perspective of cultural
critique in this thesis, the aesthetics of a model’s body in fact envisages a culturally
“intelligible body” in Bordo’s argument, as it reflects cultural conceptions of the body,
norms of beauty, models of health (1993). Therefore the analysis here will focus on
the masculinity of the male models, as asserted by Mears that fashion models are the

profession for cultural conception of gender:

If modeling is the professionalization of gender performance, then it is a
prime site to see the construction of masculinity and femininity, as well as

race, sexuality, and class. (Mears, 2011, p. 16)

If the bodies of models as representations can be interpreted and read in
multi-dimensions, then to decipher models’ looks is to re-evaluate the ideology of
contemporary fashion which may reflect formulations of gender, class, and race in a
given society. In the case of this study, male models play a critical role in the making
of images of masculinity. First, the images created by the fashion industry legitimize
the to-be-looked-at-ness of male bodies, contradicting the general prohibition to look
at men’s body as argued by Mulvey (1975). What allows fashion to be viewed as an
object of academic studies is its resemblance to cinema, as both involve a body for the
spectator to project on—the body of the model. This body, in Mulvey’s understanding,
is regarded as a surrogate of the spectator.

If a new possibility in men’s fashion can be constructed through consumption, its

35



being a technique of self-representation and a lifestyle to live nonetheless forms a
sex/gender identity against a pre-given one. This is why and how fashion is a worthy
topic for academic work. In order to allow new possibilities of identifications, we
ought to look at the significance of “other” masculinities in contemporary fashion
such as masculinities of the “playboy” or the ’puritan,” as well as the association of
men’s dress with social ranking, and the difference between formal and informal attire
in men’s dress code (Edwards, 1997, pp. 15-17).

The contemporary constitution of fashion industry in the West mostly involves
well-known fashion brands and fashion publishing. In Mort’s (1996) acute study of
masculinity in contemporary men’s fashion, he is aware of the fact that the making of
the fashion industry is collaborative. In his case study of the more avant-gardist
fashion magazine in UK, The Face, he sees a whole range of supporting crew as
“imagemakers” including designers, photographers, dressers, editors, and models
(1996).

The repertoire of fashion images, manifested in fashion campaigns or editorials
in a magazine, includes largely the body of the model at the service of fashion.
However in current scholarship on contemporary fashion images, there has been little
attention to the male models’ looks, despite their presence in the industry. What this
thesis seeks to do is exactly to explore this little trodden path and examine the
imagery of the male fashion models as well as their gender performances, and also to
see in what ways their works are significant in destabilizing hegemonic Western
gender roles.

The materials to be studied include the imagery in fashion advertisements,
runway looks, lookbooks or catalogues, ranging from prestigious fashion houses

Milan and Paris to some avant-garde brands based in Europe, along with editorials in
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French, Italian or British trend/fashion-oriented magazines such as Arena Hommes
Plus, 10 Men, and Vogue Hommes International. What will not be studied are
mainstream lifestyle magazines based mostly in the Anglophone world like GQ,
Maxim, and FHM. Other than print materials, videos on Fashion TV, outtakes on

photographers’ or fashion bloggers’ websites will also be studied.
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II. GENESIS:

The rise of Adonis amid the anxiety of patriarchy

A. Italian “sexual revolution” in America: masculinity in male nudity

In contrast to Edwards’ recognition of male figures and physiques in the
representations in men’s fashion as stereotypes of phallocentric defense, this study is
aligned with Craik’s (1994) argument that within the contemporary consumerism
popular culture and fashion industry create representations of male bodies in response

to the social context:

Throughout the 1980s, media and popular culture have anticipated the
emergence of the rejuvenated peacock, a man who is aware of his body not
just as a machine but an object of sexual attraction enhanced by his choice

of clothes. (Craik, 1994, p. 199)

Furthermore, this study argues that the imagery of “sexualized” body is
representation that challenges the social or stereotypical masculinity in the form of
male anxiety. I begin by reflecting on the work of the American feminist Bordo, who
has been studying the male cultural bodies and their masculinities and continues to
deconstruct the false consciousness in Western society, challenging patriarchy with
her reading of imageries of male bodies, especially the fashion representations in 7he

Male Body (1999).
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I begin by analyzing Bordo’s “second choice of male pin-up of the decade,” the
underwear advertisement campaign of Gucci in 1998 photographed by Mario Testino
and performed by French male model Renaud Tison (figures 1-1, 1-2 and 1-3). Being
a female and a feminist, Bordo celebrates bare male body in men’s fashion. She
comments on Renaud’s full-back nudity this way: “his bottom . . . is gorgeously,
completely naked—a motif so new to mainstream advertising (but since then catching
on rapidly) . . .” (1999, p. 197). Bordo’s comment on the male body in fashion
representations is a celebration of its presence in public, against the long-kept
invisible tradition in the mechanism of concealment.

I wish to link Bordo’s logic to Mulvey’s argument of “world of sexual imbalance”
mentioned in the previous chapter, and focus on the male privileged activity of
“looking.” Compared with the ubiquity of female nudity in consumer culture, a man’s
body is new to be an object for female spectatorship. In Bordo’s defense of the nudity
in men’s fashion, she attacks the sexist tautology rhetoric such as Ashbery’s claim that
“male nude is not a nude,” that is, a man in nudity simply looks “undressed,” as
opposed to female nudity, which is culturally legitimized as being “natural” (1999, p.
179). Bordo’s criticism of Ashbery not only echoes Chandler’s (2000) recognition of
Western cultural sexist bias in viewing bodies with sexist in/difference, but also can
be seen as a counter-reaction against sexism with her analogy of sexism to racism by
substituting “female” to “white”, and “male” to “black™. Ryle (2011) has made a
similar argument regarding power relations in gender, as she argues that within the
male gaze, “[t]o look at and judge someone’s appearance is active, and therefore

masculine . . . [T]o be the object of that gaze and judgment is passive and therefore

* Bordo’s first choice in her widely-circulated chapter of beauty (re)discovers the male body, is
American model Michael Bergin’s performance for Calvin Klein, photographed by Bruce Webber
(figure 7-1 and 7-2).
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feminine” (p. 290). Both Bordo and Ryle emphasize on the presence of male bodies in
fashion imageries as a “right to appear,” as opposed to the logic of concealment in
phallocentrism and patriarchy, and in contrast to female’s to-be-looked-at-ness as
subordination to patriarchal power regimes.

Behind Bordo’s celebration of the coherent male musculature in both
advertisement campaigns of Gucci and Calvin Klein is the grain of the Italian fashion
industry on the soil of America. Both White (2000) and Steele (2003) have stated the
historical, economic, and political influence of Italian fashion in American culture (as
cited in Huober, 2010): After World War II the United States has been involved with
the Italian reconstruction, in particular with its textile industry. In return, the
high-quality and innovative Italian textile industry is highly acclaimed by American
industry and further is imported to help development the American fashion industry.
Therefore, the presence of Italian fashion connotes the close collaboration of the two
countries.

To sum up the influence of Italian fashion industry in America, Huober (2010)

has attributed the success of Italian fashion in America to three factors:

(1) the Italians’ successful marketing to department stores and fashion
magazines; (2) the Italian love for Hollywood cinema; and (3) the close
match between the wants of the Italian consumer and those of the American,
as the Italian fashion industry heavily promotes its products in the United

States. (Huober, 2010, pp. 2-3)

The three factors summed up by Huober have also been noted by critics in the

Anglophone world, such as Bordo, Craik, and Edwards, who draw on advertisements
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of Italian fashion brands such as Gianni Versace, Giorgio Armani or Gucci as
examples of Western men’s fashion. However, the emergence of Italian fashion is not
merely a successful marketing strategy promoting “Italians do it better” in America;
within the strategy is an exquisite gender politics in response to a shift in Western
society.

According to Huober’s reference, Welters and Cunningham (2005) argues that
the collaboration in fashion industry between America and Italy also resonates with
the second-wave feminism in America, and Italian designers often create female
images in the rhetoric of sexual liberation, self-expression, working right, and
freedom from discrimination. According to Ferré and Mazza (1998), Italian designer
Gianfranco Ferré once remarked: “[w]omen today can live and make decisions
independently, following their own choices. In some way, they adapt fashion to their
own needs” (as cited in Huober, 2010, p. 5).

Judging from the supportive and affirmative attitude of Italian fashion industry
toward second wave feminism, even in a form of commodity, the fashion industry is
responding to social dynamics. Therefore, Edwards’ conception of fashion imagery as
a service made to consumption proves to be a cultural bias in line with classical
Marxism, and the contention of consumption as oppression is somehow overlooking
the social dynamics of fashion industry in collaboration with feminism against
patriarchy.

Thus, Bordo’s celebratory rhetoric of the muscular male bodies in men’s fashion
may be seen as a signal of sexual liberation of women in second-wave feminism: the
female spectator not only claims her right to see through a dominating gaze, but also
recognizes her impulse as sexually active.

While the appearance of male bodies may be seen as a revolutionary reversal of
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gender power relations and the success of second wave feminism, I would like to
draw on Mort’s perspective from a more marginal stance against the social norms. In
his recognition of Foucaultian power of compulsory heterosexism, such power is
working its mechanism of construction through its own “policing” interpretation of
new masculinities over other readings and interpretations. According to Mort, “[such]
dissident reading was strenuously denied in more mainstream areas of popular taste,
especially in the tabloid press” (1996, p. 16).

Being a mainstream press, The Sun amplifies its character of “gatekeeper” for
social norms: “[f]orever on the look-out both to incite sex, and to police the perverse”
(Mort, 1996, p. 16). The Sun nterprets the New Man in “rhetoric of normative, but
liberated, heterosexuality” as “page seven guys” with the sexualized male bodies in
competition with famous female pin-up figures, “page three girls” (p. 16).

Such culture conception of heterosexuality through mainstream media press
during the 1980s — 1990s can largely be summed by Mort’s contention: “[t]he paper
announced that the new visual erotica of men’s bodies was available for the
enjoyment of modern, fun-loving young women” (p .17). However, the cultural
conception of masculinity has yet to include that of the queer, homosexual or
transsexual.

By the end of twentieth century, as Rohlinger (2002) points out, in the social
context of gay movement in America these representations are pronounced to appeal
to heterosexual, bisexual and homosexual men, as a marketing strategy. In coherence,
Bordo also terms such strategy as “dual marketing approach” (1999, p. 182). She
contends that such images may have to do with the consumption habits of homosexual
men. Consumer culture in the West not only emancipates female by encouraging the

subject to look, but also emancipates the once invisible male body by re-constructing
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masculinity, albeit constantly in negotiation with the normalcy of compulsory

heterosexism and patriarchy.

B. The birth of Adonis in “porno-chic”

My study argues that Bordo’s selection of the Gucci underwear advertisement in
1998 is not so much a sample by convenience, but rather marks out the authorship of
erotica in such commercialized male nudity imageries in fashion industry. For
instance, the American model as Bordo’s first choice of male pin-up in Calvin Klein
underwear, Michael Bergin, along with several male models of that time, are all
known for their works of nude photo-shoots in advertisement campaigns, magazine
editorials or covers. Amongst the works is the iconic performance of a Swedish male
supermodel, Markus Schenkenberg, appearing in full nudity comparative to
Greco-Roman sculpture, whose Apollonian physique makes him god-like or hero-like
(figure 2-1). At the same time his body becomes an object of fetishism, implied by the
performance of touching and squeezing Schenkenberg’s body by the female model,
Stephanie Seymour (figure 2-2). As recognized by both Tungate (2008) and Mory
(2008), such nude representations of men, especially sexualized imagery in Italian
fashion, have much to do with the “porno-chic”, a term coined by the media in the
critique of authorship of American creative director for Gucci since 1990, Tom Ford,
in collaboration with Carine Roitfeld, the editor of French Vogue at that time, and
photographer Mario Testino. This “porno-chic” can be evidenced with the runway
photos of Gucci menswear in 1997 and advertisement campaign in 1997 and 1998
(figures 3, 4 and 5), where male nudity has constantly been the trend in a common

rhetoric of “sex sells” (Tungate, 2008).
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I would like to argue that the term “porno-chic” is resonant in Craik’s recognition

of developments in recent men’s fashion as a moral challenge to the West:

By treating clothes as an index of social and moral qualities, recent male
fashion have celebrated the body itself and played down the decorative
attributes of clothing and body decoration. The emphasis on the display of
masculine attributes constitutes a profound challenge to western

conventions of morality. (Craik, 1994, p. 197)

In coherence, Bordo (1999) also argues that male pornography and male nudity
other than the art historian realm have remained a taboo even after the sexual
liberation of women since second-wave feminism, and the gay movement. I would
like to argue that such social normalcy of “policing the perverse,” which is recognized
by Mort, can be linked to Bordo’s claim of “homophobic psyche” in the society. Her
point of view is against rhetoric from press reviews such as male nude bodies in
consumerism “remain half-private, slightly awkward, an art form cast from its
traditions and in search of some niche to call its home” (Goldberg, 1981, as cited in
Bordo, 1999, p. 180).

I wish to show that other than its influence and strategy of catering to American
customers in response to the social context of sexual liberation and gay movements,
the “awkward” appreciation of male beauty in Italy in fact has its own historical
trajectory. Since the 1980s, the Italian brands amplify its own Italian cultural tropes in
their collections of menswear, such as Dolce & Gabbana drawing on its origin of

southern Sicilian aesthetics of “excessive” style (Mory, 2008) and European’s popular
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men’s sports, football,® as inspirations of masculinities in their menswear. Italian
designer Gianni Versace, known for his provocative and luxurious style of
extravagance, audaciously uses neo-Baroque style with light colors in the patterns of
fabrics in his collections of menswear (Mory, 2008; Buxbaum, 1999). In contrast to
the Anglo-American religious “puritan” cultural trope, such Italian flamboyant and
extravagant “playboy” masculinity challenges its austere masculinity; for instance, the
use of leopard patterns in Italian Dolce & Gabbana in the Animalier collection (figure
6) counters the puritan “social convention” of inconspicuous colors, and is constantly
being devalued by Anglophone conservatives as “flamboyant,” “frivolous,” tastes of
“minor ethnic groups” or even “homosexuals.” However, judging from the success
and fame of these Italian brands such as Versace,6 such contention of “Latin”
“flamboyant™ aesthetics and masculinity belonging to a socially minor group has
proved to be a monochromatically cultural bias, or even compulsory heterosexism.
Neither the Italian “playboy” masculinity nor Tom Ford’s aesthetic of
“porno-chic” by Gucci simply appears to counter the Anglophone masculinity by
chance. To see the aesthetic of male beauty in Italian men’s fashion, it is significant to

return to its own “tradition” in Greco-Roman times, an epoch when the male physique

* According to the public announcement of Dolce & Gabbana, the brand has also designed the uniform
for Italian national team, Azzurri, for EURO 2012, and has been the sponsorship for it since 2006.
Dolce & Gabbana Uniforms Italian National Football Team EURO2012. (2012, June). Dolce &
Gabbana Press Release. Retrieved from
http://www.dolcegabbana.com/dg/sport/football/italy-national-team/about/

> In the Hollywood movie, The Stepford Wives (2004), a remake of a 1975 film of the same name,
portrays a middle class gay couple, Roger Bannister and Jerry Harmon, move to a small town which
secretly performs microchips implant surgery in the brain of the wives' and then transplanted their
minds to cloned bodies, turning them impossibly beautiful robots and subservient wives who can be
easily controlled by the husbands with the use of remote controls. Eager to change his longtime partner
into a more “macho” man, Harmon sends Bannister to the microchip implant and clone surgery. The
replicated Bannister throws out his flamboyant shirts, suggestive of Gucci, Versace and Dolce &
Gabbana, and claims running for state senate as a conservative gay Republican, and seriously declaring
“being gay doesn't mean a guy has to be effeminate or flamboyant or sensitive.” This plot envisages the
hypocrisy of the deep-seated misogyny and compulsory heterosexist masculinity in conservative
American society, by superficially admitting the political rights of “homosexual” yet can’t even take a
homosexual senator in his taste and his gestures or performance.

® Versace’s success in America can be seen from its citation in Bordo’s work, or mainstream
Hollywood movies such as Romy and Michele's High School Reunion (1997).
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is culturally valorized. The theme of male nudity in sculptures and paintings is
prominent in Greco-Roman art history, and so is the homoeroticism and male
homosexuality tradition which is certainly one category of Victorian social taboos.

As a famed designer, Ford is also publicly “out” for being homosexual,” and
designers of other Italian menswear brands which Anglophone critics have named,
such as Versace, Giorgio Armani, along with fashion photographers that Bordo has
discussed, are also known to be homosexual.® Furthermore, Dolce & Gabbana, is run
in collaboration by the two Italian designers, Dolce Domenico and Stefano Gabbana,
who are not only business and designing partners but also were in a long term
relationship.” I side with Bordo that the aesthetics and appreciation of male beauty is
not only historical but also sexual. The gaze and aesthetics of male body in Italian
men’s fashion involve the Greco-Roman tradition that contains a homoerotic
spectatorship; for instance, Bordo has reckoned the Italian Renaissance sculpture
David, by Michelangelo (1501-1504), as the prototype of male aesthetics in
musculature as well as a sexual “gay icon” (1999, p. 180). Bordo also provides a
consumerist example, showing one American advertisement for nutritional
supplements which compares male musculature to David’s physique.

While the most apparent attribute of musculature in Italian men’s fashion is seen

as a sign of phallocentric masculinity in Edwards’ writing, this study favors Bordo’s

7 According to press, Tom Ford and his longtime partner, journalist Richard Buckley, welcomed a baby
boy last month. Tom Ford is a dad. (2012, October 5). Toronto Sun. Retrieved from
http://www.torontosun.com/2012/10/05/tom-ford-is-a-dad.

¥ Mory (2008) has mentioned Armani’s collaborator and partner Sergio Galeotti in her footnote for the
section of introducing Armani. According to press, designer Gianni Versace was also openly gay with
his business partner and model, Antonio D'Amico, since 1982. Spindler, A. (1997, July 16). Gianni
Versace 50 the designer who infused fashion with life and art. New York Times. Retrieved from
http://www.nytimes.com/1997/07/16/style/gianni-versace-50-the-designer-who-infused-fashion-with-lif
e-and-art.html

? According to press, the duo designers for Dolce & Gabbana are no longer in a romantic relationship.
After the Dolce and Gabbana split: Mixing business and pleasure. (2005, February 20). The Observer.
Retrieved from http//www.guardian.co.uk/lifeandstyle/2005/feb/20/fashion.shopping
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adoption of “plural” and “queer” interpretation of the representations of male body. In
contrast to the view of muscular male body being merely a sign of phallic body, she
rather sees the “alterity” or “queerness” within. Bordo cites from gay theorist Ron
Long’s gay sexual aesthetics as she interprets the imagery of Bergin’s body. She
comments on his musculature that it “projects strength, solidity;” however, she
discovers that “his finely muscled chest is not so overdeveloped. His toned physique
is the representation of sexual mobility rather than of “stand-in Phallus” (p. 171). By
the term ““stand-in Phallus”, Bordo refers to a bulky physique which seems to be a
surrogate for real penis; whereas, Bergin’s “real” penis is visible yet unexposed,
allowing sexual fantasies in her recognition. For Bordo, Bergin’s performance is
nonetheless “feminine” for his curvy body posture and the bowing head which are
traditional feminine gestures in European art history. In her reading, the appreciation
of male body has been re-discovered in consumerism, and the musculature is
deposited with sexualized and feminine attributes by designers in fashion industry.
My contention here is that “porno-chic” in men’s fashion is not so much
phallocentric as ambivalent for its “tongue-in-cheek’ queerness. Such ambivalence of
images of men’s fashion, being open to plural interpretations, rather constitutes the
abundance of possibility for men’s performance in sexuality, and envisages the main
value of images in men’s fashion. As Lestanin (2009) concludes, these homoerotic
male nude representations of Western men, albeit in a capitalist consumerism logic,

play a part of showing a transition in the social conception of masculinity:

This transition is observed in the frame of the “double approach” theory
(Bordo, 1999) that helps us understand how advertisers eliminate the gap

between different domains of masculinity that used to be perceived as
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mutually opposed (i.e. homosexual and heterosexual). These marketing
techniques enable companies to attract all customers without labeling their
product as gay or “straight”. Thus, the capitalist nature of advertising
bridges the social gap between the different customer groups by using
models and by positioning these models in different environments and
situations that can be connected to both homosexual and heterosexual life

styles. (Lestanin, 2009)

In sum, for “porn-chic” in menswear during the last century, the representations
of “sexy” male bodies in high-end men’s fashion speak to women and “other” men
with its potent consumerism, helping them restore the lost pleasure in the public yet

voyeuristic spectatorship.

C. The Italian queer performance: men at play

During the 2000s Italian brands continue the authorship of “porno-chic” in a
form that is more than “displaying” the male body in a heterosexual context. As the
“porno-chic” is the creation from Ford’s long cooperation with photographer Testino,
Dolce & Gabbana’s style of erotica which plays with the theme of homoeroticism in
their advertisement campaigns or television commercial from Spring — Summer 2007
to Fall — Winter 2011 in fact also relies on the collaboration of photographers such as
Steven Klein and Steven Meisel. In Meisel’s series of advertisement campaigns for
Dolce & Gabbana menswear collections, the representation of male imagery is not
only displayed in ambivalence of “uncertain sexuality,” but further purports to play

upon the theme of homoeroticism and other sexualities.
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One example is shown in the advertisement campaign of Dolce & Gabbana
Spring — Summer collection in 2006. Figure 8 shows the central figure, performed by
male model Tim Liibbering, lying on the ground fully nude and his head lying
towards the frame of the photo. With his eyes closed, Liibbering’s ambiguous facial
expression is between ecstatic, orgasmic, or simply in unconsciousness; meanwhile
his hands are on his upper body, the right on the upper abdominal part and the left on
the lower, also appearing ambiguous between caressing himself and simply relaxing
in natural state. His legs are opened wide, the left leg arching and the right stretching,
while his thigh and unseen genital facing towards the second figure on the right, Sasha
Knezevic. Knezevic appears to be surveying his lower body, along with the older
figure to his right, Yaron Fink, who points towards Liibbering’s upper body using his
right index finger with a pair of glasses on his hand. The two appear to be attentively
discussing Liibbering’s gesture and body. To the left side is Noah Mills, sitting and
gazing outside the frame and appearing to be in the action of knotting or unfastening a
tie. There is also an unknown figure in the central foreground, in an ambiguous
performance between dressing and undressing.

The greatest controversy is in the scene of figure 8, with social response in the
rhetoric of “encouraging drugged sex.” At a glance, Liibbering’s performance is
interpreted as being drugged and sexually abused, while others appear to be
committers of the “crime.” And the scene is further interpreted dualistically in
classical Marxism as an act of abuse by the rich and “successful” men, engaging in
gay sex with a poor man, with their fully white suit in opposition to the nudity of
Liibbering. However, further scrutiny will reveal the scene to be not so much a simple
situation of sexual abuse with the use of drugs as dominance. If turning the scene

upside-down, one can clearly see that Liibbering’s fingers of his right hand are rather
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in the position of his chest, and his thumb is believed to be on his right nipple, which
is a spot for sexual stimuli. While to the upper right edge of the frame is a half-hidden
camera light as well as the white reflectors in the background, these objects altogether
indicate that this is a setting of photo shooting.

The other two photos in series for the same collection and the composition of the
figures prove the scene to be a shooting for group sex, or at least in appearances of
orgy. Figure 9 shows Matthias Reinstadler, the second figure to the left in the
foreground, with his pants down to his knees and his genital clearly discernible
through his white underwear, implying his sexual availability. Figure 10, with its
cameras and reflectors on the background, and three figures looking out to the right of
the frame suggest there is a shooting going on. The three figures, Reinstadler in the
first to the left, Knezevic, the second to the left, and Mills, are all semi-nude, in
contrast to Fink who is fully dressed at the center and watching the scene attentively
from the outside. In the right of the photo, in the space in between the legs of Mills, is
a fold of clipped papers on the ground, and the context suggests it being a script. It is
revealed that the scene is a snapshot during cinema on-the-make and involves nudity.
Yet, it is the performance of Liibbering, the second figure to the right, which seems to
reveal the figures’ identity as pornographic actors. Liibbering looks directly to the
spectators, touching himself from the outside of his jeans with his left hand. His left
thumb is in the place of his crotch, while his other four fingers are on the top of his
left thigh, in the gesture of blocking or holding certain object. His white T-shirt is also
slightly rolled up, revealing the area between his lower girth and his pelvis, which
also implies his activity below his waistline. The supporting evidence of the genre of
homoerotic cinema on-the-make or even gay pornography is a magazine inbetween

his feet in the foreground, opened with three photos of female nudity on the pages,
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implying its usage for sexual arousal. The magazine may also show that the figure
performed by Liibbering is a heterosexual actor for gay porn/homoerotic cinema, or at
least an “other” erotic genre, for the photos in the magazine used as sexual stimuli
contain the slender nude female figures, mirroring “conventional” heterosexuality.
Figure 11 further shows a fuller spectrum of the scene. The chair, half-hidden by the
second figure to the right, along with the camera lens in the center facing the left, both
serve as evidence suggesting that the protagonists of the scene are the two figures in
the left of the photo on the table. The second figure to the right, Liibbering, remains
central, with his gaze ambivalent between flirtation and languor targeted directly
towards spectators outside the frame. Liibbering’s performance is seductive and
inviting spectator’s fetishism with his arms hanging beneath his head and lying on his
back, allowing his body to be looked at. The first figure to the left of the frame,
Reinstadler, though half outside the frame, with his facing toward Liibbering, gives
spectators a clear perspective of his lightened left shoulder. The light is supposedly to
be from outside the frame and spotting on the two figures as protagonists. This is also
evidenced with the gaze of figures on the right, which is also toward the left side of
the photo. Reinstadler’s specific body gesture, with his right knee on the plane and
right hand leaning on the verge of the table as well as his gaze on Liibbering, suggests
that the scene on the make is supposed to involve performance of homoeroticism.
What may seem interesting is the bottle on the bench in the center of the photo,
inbetween the camera and the figure who is putting on his tank, and the used tissue
next to Liibbering. The bottle, with its blue lid, along with the mark, the color and
shape of the bottle, appears to resemble that of Vaseline (figure 16), which is used for
grazes on the skin. While Vaseline and used tissue may be implicative of homosexual

activity, since there is no clear presence of bottles of antifriction in any photo of the
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same collection, and since the used tissue is unclear in its purpose, it can only be
concluded that the performance is homoerotic for all its implications of homosexual
pornography. We can’t conclude for sure that this is a scene of gay porn.

Figure 12 in the same collection, an advertisement for shoes and jeans, is further
provocatively homoerotic with its strong reference of oral sex. The composition
consists of no full figures, merely the lower body: the central figure, as well as the
seated figure to the left of the photo, is both exposed from below the waistline with
their white underwear on. The presence of a figure outside of the frame, which is
visible only with a pair of jeans and four fingers, is seen as the practitioner of fellatio
to the central figure with his jeans stripped down to his knees. Such speculation of
giving fellatio echoes the cushion below the knees of the figure to the right; however,
one can only conclude that the scene is a visual game of homoeroticism judging from
the distance between the two figures and not a representation of fellatio. What one can
be more certain of is the gender of the figure on the right, judging from the thickness
of these fingers resembling to that of a typical male. While the scene of figure 12 can
be interpreted as before a shooting, figure 13 shows a scene possibly after the
shooting. Knezevic is in the background and is seen fully nude; yet, his genital 1s
blocked by Liibbering’s left hand in a calculated perspective. He appears to be wiping
himself with a towel, which also coheres with Reinstadler’s action. One is nonetheless
constantly confused whether the scene is before or after the shooting or even
involving sexual activity. Their well-groomed hair and facial expression can’t provide
further evidence. The effect here is a pun of homoerotic visual game with all its
reference to homosexuality in a homosocial context.

In the advertisement campaign for the Spring — Summer 2006 Women’s

ready-to-wear collection (figure 14), shot by the same photographer Steven Meisel,
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such ambivalent visual games between homoeroticism and homosexuality are also
shown. Within the performance of female models, a theatrical tension between the
fingers tips of the female model to the left and her gaze on the breast of the figure to
the right allows one to view the scene as flirtation between “lesbians” on the hays.
As the theme of male nudity has been photographer Miesel’s authorship, Steven
Klein’s works for Dolce & Gabbana menswear advertisement campaign until Fall —
Winter 2010 plays upon a more “edgy” erotic theme in homosocial contexts. An
example is shown in one photo (figure 15) for the advertisement campaign of Fall —
Winter 2009 Menswear collection, as the same visual game of homoeroticism is used
in the performance of male models. Set in the boxing circle, the interaction between
the first and second figures on the left, performed by Adam Senn and Julien Quévenne,
is of equal ambivalence between homosexual or homosocial relationship. The violent
tension is also ambiguous for masculinity, between dominance/subordination and
(sexual) activity/passivity. Yet taking the physique and dress codes of the two as an
index, there is no further linkage of the relation of the two to Marxist social/class
hierarchy of bourgeois—proletarian in masculinity. What remains is the same
ambivalence in the performances of the two. Quévenne’s facial expression is
inbetween ecstasy and pain, and his body is in a languid position of lying on a plane
with his left leg lifted up by Senn. His performance disrupts the dualist relations of
masculinities with its allusion to receiving sexual intercourse or a wounded patience.
While Quévenne’s languor may be interpreted as passivity in relation to Senn’s
activity, the performances of central figures on the plane slightly higher on the ground
gives the scene a hint of masculinity in a homosocial context. The two figures, Cory
Bond on the right and Noah Mills on the left, perform an antithesis of power. With

Mill’s slightly squatting position in contrast to Bond’s relaxed stance, and Bond’s
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right arm stretching behind Mill’s back to Mill’s left hand gripping Bond’s upper arm,
the gestures of the two gives more clue to the overall scene: Mills is sustaining Bond
by taking the burden of his weight. In this context, with Senn’s right hand grabbing
Quévenne’s lace-up and left hand pushing up on his left knee, the strength done on
Quévenne can be seen as curing his bone dislocation. Pain in male homosocial context
can be more than a violent opposition of dominance—subordination in traditional
dualist relation of macho—effeminacy, as a bond between supporting and satisfying
one another, which can never be mutually exclusive, whether in a homosocial or

1
homosexual context.'”

D. From Paris with reference

Not only do the Milanese menswear brands re-invent Latin tradition of
homosexuality as a scandalous and shocking way of viewing masculinity in
contemporary fashion imagery, but also several Parisian brands. One latest
representative example is Thierry Mugler, which launches its Spring — Summer 2012
menswear manifesto Brothers of Arcadia on one online pornography website,
Xtube.com.

Directed by Branislav Jankic, the film consists of two settings and scenes which
refer to two epochs. And by using the same male models throughout, the style
colludes with the sense of timelessness, or fits the postmodernism condition in
Jameson’s (1983) critique of contemporary manner of “historicizing” in
Postmodernism and Consumer Society. In the first part of the film, the black and

white color suggests the theme of nostalgia. At the same time, with the background

19 Reference of pain in fashion can be seen from a slogan of “Cause me pain, Hedi Slimane” printed on
the T-shirt of designer Henry Holland’s collection for House of Holland.
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music of Franz Schubert’s (1827) Piano Trio 2, Opus 100 (D. 929), the nostalgic
emotion of Romanticism is also clear. On the other hand, the setting on the beach in
Greece, the musculature, the hairstyle, and the stance of male models, are rather
archaist nostalgic with the reference of Greco Roman tradition of male beauty and
homosociality. Meanwhile, one is constantly reminded of the sense of time with the
double contemporary speedo and accessories on the male models. The frequent
close-ups in slow motion focus on the body parts of the male models, giving a
spectacle of flesh and make the male models to appear as “larger than life” figures.
Yet, the performances of the male models are rather voluptuous than heroic as they
slowly touch their own flesh and expose themselves nude. The scene refers to ancient
Greco-Roman epoch at 2:10, with the presence of archaic Greek columns in Doric
order and the male homosocial tradition with their attachment to each other with a
rope at 2:15. While the scene proceeds, the homosocial bond becomes physical with
their play with sands and their embracement, and both performances allude to
homoeroticism. At the transition at 2:35, the scene turns into full colors for the
emphasis on colored sand, which strongly refers to exotic Indian Holi tradition. The
ambiguity of their bonds further obscures with the flashes of close-ups on the male
model’s red-colored skins as well as the introduction of techno beats mixing with
Schubert’s trio at 2:46. Stylized in contemporary archaized tank, the male model
seems to run into a night club scene as he opens up a door. While indoors, with same
Greco Roman archaic dressing styles and accessories and the usage of colored sands,
the collusion seems to refer to the 1990s psychedelic and rave music. Yet, the
electronic beats of the background music, White Horse, are less progressive. Starting
at 3:08, the scene is revealed to be a photo shooting. While the psychedelic

perspective continues with overlapping scenes of lions’ battle, it turns into a sensual
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performance of orgy and BDSM, nostalgic with its reference to “porno-chic.” With
the clear shots of erected penises and the performance of male models masturbating,
the “porn” scene is even more provocative than Ford’s metaphorical style in his
implication to sex. As the closure overlaps with the opening scene, the film becomes
self-referential and exposes the scene constantly on-the-make.

From the perspective of Marxist postmodernism, Mugler’s manifesto is styled
with the aesthetic of pastiche, which in Jameson’s contention makes a blank irony in
Postmodernism, or, The Cultural Logic of Late Capitalism (1991). However,
according to the art executive of Mugler, Nicola Formichetti, the project is a
combination of “modern and ancient myths,” drawing on styles between Italian
neo-Realism cinema and contemporary “everyday voyeurism” porn website. My
argument is that the masculinity Formichetti projects through “surfers, footballers and
classical gods all rolled into one” as “Olympian Athletes of Sex” also envisages a
Modernist voyeuristic imagination of dramatic erotica on contemporary men.'' The
modernist provocation is still visible with its challenge in its “excessive” use of male
nudity for “real” sex with its pastiche of historical/social moral taboos in the fantasy
of masculinity, and the use of porn styles in high-end fashion also plays with the
blurry distinction between “mass culture” and “high culture” in Bourdieu’s (1984)

theory of “taste classifies.”'?

""" The summer Olympics in London in 2012 is also clear as the reference of Brothers of Arcadia. The
British 18-year-old diver, Tom Daley, drawing the attention of the media with his physique and look in
his speedo designed by Stella McCartney further coheres with Formichetti’s “porno-chic” imagination
on male athletes.
12 One aspect that Bourdieu’s theory can’t cover consumer culture is whether there is a legitimate
culture, or the kind of legitimate culture what we used to know. In a very fundamental postmodern
point of view, either by Jameson or Lyotard, the line, or separation between high culture and so-called
‘popular’ culture, is constantly blurred. The legitimacy in culture doesn’t clearly correspond to
distinctive social class anymore, with constant use of crossovers in popular music and classic music and
the mass production of fast fashion brands cooperation with avant-garde designers, examples are shown
in the Swedish H&M’s annual cooperation with designers since 2001 from Karl Lagerfeld (2001) to
Maison Martin Margiela (2012).
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Concerning the theme of porno-chic in contemporary imagery of European
men’s fashion, such provocative narrative forms in advertisement campaigns has
responded to the concern of queer theorists Creekmur and Doty (1995) of being “out
in culture.” Their concern is that contemporary queer images have to “occupy a place
in mass culture, yet maintain a perspective on it that does not accept its homophobic
heterocentrist definitions, images, and terms of analysis” (p. 2). In sum, I would like
to conclude that such forms are able to question the subject of Western masculinity
and sexuality from the internal core with their contemporary fantasies and traces in

Western historical trajectory.
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III. MUTATION:

A different kind of Adonis and youthful masculinity in contemporary European

Menswear

A. Emergence of “new” masculinities through the male models

Although the evolution of men’s fashion leads to a spreading out of various kinds
of images, and terms such as “New Man” and “New Lad” emerge in social conception
of men’s fashion as in Craik’s (1994) observation, it is nonetheless difficult to include
all masculinities or even male bodies in European men’s fashion in general. However,
the general theme of youth in contemporary European menswear is obvious and is
especially evidenced with the juvenile themes, as in Craik’s recognition of the
emergence of New Lad.

The “emergence” and proliferation of male models after 2000s can provide a
clear view of the shift in masculinity in men’s fashion. In From Catwalk to Catalog:
Male Fashion Models, Masculinity and Identity, Entwistle (2002) has observed the
significance of the emergence of male models during the 1990s, and she argues that
such proliferation of male models marks a shift in contemporary masculinity in the
West. As she observes, the shifted trajectory in the concepts of masculinity is most
apparent in a younger generation: “the taboo that men should not be interested in
fashion or in looking good has been eroded to some extent, at least for a younger
generation” (p. 56). She attributes the seemingly shifting social attitude toward the
to-be-looked-at-ness of the male body to the influence of the images created in the

fashion industry as well as the promotion of consumption in the press, especially the
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works of the male models in the making of “New Man™:

One major indication of this change within contemporary understandings of
masculinity has been an increased emphasis upon the commodified male
body, which has become an established part of contemporary commercial
culture. Since ... the early 1980s and the rise of the ‘new man,’ attention in
the media and popular culture has been focused upon the male body as
something to be toned, dressed, groomed and generally attended to as an

object “to be looked at.” (Entwistle, 2002, p. 56)

As claimed in her sociological research, contemporary social conception of
masculinity through men’s fashion has adopted its codes of alterity; the once feminine,
homosexual codes of displayed male bodies and nudity are fundamentally challenged
through social valorization. As argued by Entwistle that “male [fashion] modeling is
one prominent arena in which these transformations [in masculinity] have been played
out and can thus be examined” (p. 57), one way of viewing the “disrupted”
masculinity is by scrutinizing those male models’ bodies hired by European high

fashion:

fashion modeling is dominated by gay men (and women), and is both
“feminine” and “queer” work that contradicts, or potentially disrupts, what
it means to be a “real” man as defined by the “regulatory framework” of

heterosexuality. (Entwistle, 2002, p. 58)

I side with Entwistle’s contention that “male modeling opens up a contradiction
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between gender and work identities” (p. 58), and thus my contention of shifting
modes in European men’s fashion are built on my observation on male models. In
addition, I would like to argue that fashion imagery of masculinity can serve as a
mirror of Western masculinity in social norms, reflecting vestiges of sexist/gender
tautology.

However, as suggested previously, contemporary men’s fashion is rather
complex because of its proliferation and expansion in diverse markets; it is still too
soon to conclude that such a shift in contemporary European male fashion is univocal.
At the high end of men’s fashion brands in Europe, the brands in Milan, Paris, and
London continue to spread out the creativity of fashion with their very own standards.
Styles of men’s fashion in Europe are rather abundant, and in echo of an interview in

Rondo Magazine demonstrated by an Austrian top model, Gerhard Freidl (figure 17):

Q: Generally speaking, what type is in demand these days?

Freidl: With women, that is easier to determine. They have to have certain
measurements. With men, it isn't so strongly defined; you can see
everything from toned Italo-types and English gentlemen to pubescent boys
on the runway. That is probably related to the fact that male beauty ideals

are more widely spread out. (‘At 24°, 2009/2009, p. 6)

Freidl’s observation is important, and thus we can divide the types of male
models in European fashion into several looks. Such looks, though not essentially
solid, can be generally categorized into two types of bodies: one, a toned or
occasionally athletic, yet not necessarily muscular, in connection with American

influence, and the other, a slim and androgynous type which marks the connection
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between Paris and London street style.

Other than some already discussed strategies for marketing in young male
consumers (Mort, 1996; Edwards, 1997), youth is considered an emblem of the
aesthetics in the fashion industry, as evidenced in Entwistle’s observation that “age is
a factor here since fashion models are very young compared to ‘lifestyle’ models” (p.
16), as well as in Freidl’s argument in his interview that “[a]t 24 you are already old
(for being a fashion model)” (p. 6). Consequently, slimness and youth are two main
features of male models in contemporary menswear. And while the two features are
significant for male fashion models, the imagery of contemporary looks are slightly
distinctive as observed by Freidl, and it is the main concern of this thesis to discuss
masculinities in Milanese and Parisian/London menswear respectively in the

following chapters.

B. Hedi-Slimanization: the modernist paradigm shift of Dior Homme

As Mory (2008) argues, during the period 1980-1990, the prominence of
“porno-chic” in Italian men’s fashion and American social context also marks the
decline of Parisian fashion from its leading role and its exclusion from international
markets. Yet, according to Evans (2003), it is rather in the late 1990s that Parisian
fashion houses seek their inspiration through juvenile themes and the young designers
from London and Antwerp, which nurtures the overall artistic milieu and creativity.
Such exclusion from international markets, however, contributes to creative works
such as John Galliano’s “spectacular” design for Dior women’s wear. The most
representative example of such a paradigm shift in masculinity is to be found in Paris,

as the prestigious high fashion house Christian Dior cooperates with a new designer,
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Hedi Slimane, for the launch of its menswear, Dior Homme:

By the tail end of the last decade, the Christian Dior brand’s projection of
masculinity had been largely shaped by designer Hedi Slimane, whose
singular assault on menswear was accomplished through the rejuvenation of
the brand’s DNA and visual identity following the launch in 2000 of a line

of menswear, Dior Homme. (Rees-Roberts, 2011, p. 86)

In resonance with Rees-Roberts’s recognition of Dior Homme’s success, the
American press, for instance, Eric Johnson writes in the New York Times in 2008 that
such a trend of the skinny look has a lot to do with the key factor of the menswear of

Dior Homme, launched in 2000:

The type of men Mr. Slimane promoted when he first came aboard at Dior
Homme some years back (he has since left) were thin to the point of
resembling stick figures; the clothes he designed were correspondingly lean.
The effects of his designs on the men’s wear industry were radical and
surprisingly persuasive. Within a couple of seasons, the sleekness of Dior
Homme suits made everyone else’s designs look boxy and passé, and so

designers everywhere started reducing their silhouettes. (Johnson, 2008)

In echo of what Johnson has recognized, the success of Dior Homme shifts the
traditional muscular representation of New Man, and the slim look is widely echoed
in European men’s fashion, as evidenced by the silhouette of male models hired by the

fashion industry. According to Johnson, “[t]he models were also downsized . . .
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Nowhere was this more clear than at the recent men’s wear shows in Milan and Paris”.
From the millennium, the looks of male models reciprocally shift the contemporary
norm of male ideal beauty influenced by Dior Homme. And in correspondence with
Johnson’s and Rees-Roberts’s contention, Freidl has also observed that the reduced
silhouette of male models serves as the best attribute to dissociate the European high

fashion from the monochromatic Western male representation.

Q: The fashion industry is very international. To what extent do national
characteristics exist?

Freidl: The way of working is overall alike. In regards to model types, there
are differences: in New York college types are by far booked more than in
Milan or Paris. In contrast, you can hardly find "beach boys" in Paris. Here
(in Europe) there's more interest for fashion than for physical features. (‘At

24°, 2009/2009, p. 6)

Entwistle (2002) also shows regularization of downsizing for male models. Two
main features suggested in the above section are most distinctive in Entwistle’s
definition of fashion models for us to differentiate them from the mainstream
aesthetics. In her empirical study specifically on male fashion models’ looks in
London, the significant shifted masculinity of male models and their bodies is
observed. As Entwistle argues, slimness is considered important in European fashion
that“[flashion models are, without exception, very slim, even skinny by everyday

standard” (p. 60). Her observation is evidenced in statistic measurement:

The male fashion model’s body is a very standard one in terms of size and
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shape: the required height for most agencies is between 180 and 191 cm (5
ft 11 in. — 6 ft 3 in.) and the standard measurements are, usually: chest,
96-107cm (38-42 in.), and waist, 76-81 cm (30-32 in.). (Entwistle, 2002, p.

59)

According to George Brown, booking agent at Red Model Management, the
models now “have, ideally, long necks, pencil thighs, narrow shoulders and chests no
more than 35.5 inches in circumference” (as cited in Johnson, 2008). The Russian
male model, Stas Svetlichnyy (figure 29), is selected by Johnson as the example of the
new silhouette of male models, and his measurements are shown as 145 pounds, 6 feet
tall with a 28-inch waist. Even in the historical context of the intimacy of Italian
fashion to American culture, brands which draw on “porno-chic” have also

participated in the downsizing movement:

Even in Milan last month at shows like Dolce & Gabbana and Dsquared?,
where the castings traditionally ran to beefcake types, the models were
leaner and less muscled, more light-bodied. Just as tellingly, Dolce &
Gabbana’s lookbook for spring 2008 (a catalog of the complete collection)
featured not the male models the label has traditionally favored — industry
stars like Chad White and Tyson Ballou,"> who have movie star looks and
porn star physiques — but men who look as if they have never seen the

inside of a gym. (Johnson, 2008)

White is an American model, known for his several semi-nude photos in D&G jewelry advertisement
campaign. According to the ranking of Models.com, Ballou is an iconic American model from Texas.
He is also known as one of the iconic male models for D&G underwear and D&G Anthology perfume
campaign.
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Casting agent James Scully, who worked at Gucci under Tom Ford, echoes the
de-Americanization and the eminence of slim aesthetic in Italian men’s fashion of

“Hedi-Slimanization.”

Everyone looks to Miuccia Prada'® for the standard, the way they used to
look at Hedi Slimane. Once the Hedi Slimanization got started, all anyone
wanted to cast was the scrawny kid who looked like he got sand kicked in
his face. The big, great looking models just stopped going to Europe. They

knew they’d never get cast. (Scully, 2008, as cited in Johnson, 2008)

Furthermore, it is objective to observe such development (or evolution) with the
downsizing of standardized sample size" in Italian menswear. From the field of
marketing strategy, Entwistle’s explanation of the contradiction between the looks of
male models and the social valorization is the adoption of a homosexual aesthetic of

male bodies into the mainstream:

The displayed male bodies since the 1980s are unlike previous male
bodies—young, muscular, sexy, self-consciously narcissistic, and offered
for the gaze of women and heterosexual men in the new men’s magazines

and fashion magazines. This trend is significant because it suggests that the

'* Miuccia Prada is the current designer for Prada menswear.

1> Sample size refers to the size of ready-made samples for photo-shootings, fashion shows or
representations. Samples are usually only made in one size, which can be seen as ideal for a particular
kind of body shape. And according to Johnson’s citation from Long Nguyen of Flaunt magazine, the
new silhouette is changing for newcomers that for starters who have the American ideal looks, “they
knew that they would never fit into designers’ samples. When I started out in the magazine business in
1994, the sample size was an Italian 50 [suit sizing, equivalent to American 40 or L-XL]. That was an
appropriate size for a normal 6-foot male, yet just six years later — coincidentally at about the time Mr.
Slimane left his job as the men’s wear designer at YSL for Dior Homme — the typical sample size had
dwindled to 48 [equivalent to American 39, or M-L]. Now it is 46 [equivalent to American 38, or S-M]
(as cited in Johnson, 2008).

2
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aesthetic appreciation and display of the male body, for a long time
associated with gay men and black men, has extended into mainstream,
commercial culture to include white, heterosexual men. (Entwistle, 2002, p.

57)

With the ubiquitously underpinned and musculature in the imagery of fashion,
such as in the advertisement campaigns of American retailer, Abercrombie & Fitch
Co., lookbooks and even the spectacle of their semi-nude male models happily lining
up in display in front of their stores, the ideal of phallic muscularity as “buft 6-footer
with six-pack abs” has now been adopted into the mainstream through
mass-reproduction in globalization, and has even spread the “male vanity” onto the
Gods of Football calendars in Australia. Downsizing, therefore, can be seen as a
strategy of differentiation in the European fashion industry from the rapid growth of
American brands such Donna Karan and Calvin Klein during the 1990s, which
coheres with Mory’s (2008) observation. Meanwhile, it can also be explained with
cultural critique in American feminist Bordo’s observation, as the once “intrusive”
representation of Tom Ford’s “porno-chic” has now been “normalized,” both
culturally and bodily, while the origin of its images, as “alterity” of male nudity and
porn, now no longer retains its potency of causing “topics” in the wider society. In this
sense, Johnson’s ideal is clearly echoing Bordo’s reading of the muscular male body,
and its “normalization” in American culture, as envisaged in her reading of shifted

trajectory of Hollywood male representations.'®

' In the Male Body, Bordo (1999) has observed the emergence of male nudity in Hollywood
mainstream movies. As this thesis is written in 2012, the box office hit Magic Mike (2012), which is
based on the male stripping experience of American actor and model Channing Tatum, seems to
resonate in Bordo’s observation and contention of “normalization.” It is also worth noting that before
Tatum starts his acting career, he was known for his modeling work for D&G advertisement campaign.
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With all the sociological observations as evidence, my contention will, however,
eschew influences from social conception and American biases in studies of
masculinities in fashion imagery, and therefore resort to cultural, infused with
sociological, critical and art-historian methods of studying the imagery, in order to
seek an approach which transcends a monochromatic Western view and a mere
capitalist view of “new” strategies of marketing. As Mears argues, contemporary
fashion industry now relies on close cooperation of art and commerce, and inbetween

each end is numerous careers and professions that altogether achieve equilibrium:

These invisible players comprise a competitive world of high-stakes careers,
and they calculate their steps according to two opposed logics: on the one

hand, making money, and, on the other, creating art. (Mears, 2011, p. 9)

With these internal contradictory powers in the fashion industry, fashion imagery,

as argued by Martin (1997), is two-faced in this balance between capitalism and art:

Fashion is a characteristic art in its deliberate, decisive equilibrium between
integration and outrage. We all know fashion’s propensity to seduce us and
to morph our social form. Fashion, as the archetypal art of consumption,
proves itself essential and desirable only in the context and service of

culture’s images for itself. (Martin, 1997, p. 310)

It is the main concern of this thesis that fashion now is no longer clearly in a
class antagonism of dominance—subordination in classical Marxism for pure

profit-making, that “fashion surpasses its objects and surrounds them with
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fashion-specific phenomena of communication and consumerist fulfillment” (p. 310).
And Martin exemplifies two designers who are based in Paris, Karl Lagerfeld and
Jean-Paul Gaultier, as they “expressed both gentility and complaisance within the
social order, but each has also risked avant-garde and outré possibilities in the
medium. Conceivably, even an individual garment might offer itself as happy social
incorporation and grating social annoyance” (p. 310), and continues to point out that
in consumerist Milan menswear, a garment can still incorporate resistance as well,
that “a work by Gianni Versace may suggest a parity between the common and
uncommon in a single recent garment” (p. 310).

As a consequence, my main argument is that codes and signs of ideal masculinity
in European men’s fashion, instead of hinging on an American normalized phallic
masculinity and “male vanity”, rather turn to a marginality of male aesthetics. The
perspective of masculinity in contemporary European men’s fashion, being at the edge
or against the grain of normalcy in my thesis, can especially be evidenced in
Entwistle’s study, as she has made a distinctive observation on the male models
represented by the agency in UK, Models 1, as the miniature of the mechanism of
modeling in the fashion industry. She argues that the cultural conception and

production of beauty is rather “internally valorized™:

The model’s body, his look, is the product of nature, although his ‘beauty’ is
most definitely cultural, produced as “beautiful” by being chosen and values
within the fashion modeling world. Modeling is an aesthetic practice
producing some bodies as “attractive” or “beautiful,” which is internally
valorized within the modeling and fashion industries. (Entwistle, 2002, p.

60)
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And the most apparently changed characteristic of male bodies is their lack of

correspondence of socially valorized male aesthetic:

The lack of correspondence between the male fashion model’s “beauty” and
ideas of male beauty outside is evidenced by the negative reactions,
particularly from female students, to footage of male models in the seasonal

runway shows which I have shown in class. (Entwistle, 2002, p. 60)

These “negative reactions” also serve as evidence that wider social aesthetics can
no longer explain the contemporary look in Paris or London. Furthermore, Entwistle

significantly marks the edgy or unconventional facial features of male fashion models.

Fashion models can sometimes look quite unusual, with large or
exaggerated features, such as a large mouth or very strong jaw line,
although it is essential that these features are ‘photogenic.’ The quite
distinctive bodily features required in male modeling make it something that
only a very small minority are “naturally” predisposed to. (Entwistle, 2002,

p. 60)

In resonance with Entwistle’s observation, Mears (2011) also argues that the
“beauty” largely depended upon the eye of the European fashion industry, rather than

that of a wider social beholder with her own experience of fashion modeling, and that:

[t]hey struggle to explain that a look is a reference point, a theme, a feeling,

69



an era, or even an ‘essence.’ A look is decidedly not the equivalent of beauty
or sexual attractiveness. While bookers and clients talk about some looks as
“beautiful” and “gorgeous,” they are just as likely to value others they

99 ¢¢

describe as “strange,” “grungy,” and “almost ugly.” (Mears, 2011, p. 6)

Whether the facial features of contemporary male models are viewed socially as
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“strange,” “grungy,” or “almost ugly” in Mears’s work, or as “weird” and “quirky” in
Entwistle’s, it is certain that their “unbeautiful” looks do not appeal to the “perfect,
harmonious” aesthetics of the mathematically calculated proportion since the
Renaissance period, but rather to a more exaggerated character, which suggests
mutation to “something else”, such as a disproportionately large mouth, or with
emphasized bone structures in Entwistle’s and Mears’s observation (p. 68; p. 2). The
looks of Slimane’s “muses” can serve as further evidence, ranging from Americans
Boyd Holbrook, and Randy Johnston'’, to the elf-like Dane Adrian Bosch all of whom
appear in slim, lengthened and androgynous physique (figures 18, 19 and 20). And the
recent Dior boy in the Dior Homme'® Spring — Summer 2011 advertisement
campaign (figure 21), Danish male model Victor Nylander, is also a boyish figure
with a rather large mouth. This study links Entwistle’s contention of “edgy” (p. 64)
features of male models to Evans’s (2003) critique of modernity of contemporary
fashion imagery, and argues that such internally valorized aesthetics of male models,
favored in Parisian menswear display echoes of “disruption and instability” in

contemporary fashion (p. 10).

In Evans’s contention, certain high fashion images are “marginal” and function

'7" Johnston is known as the last Dior boy of Slimane’s before he leaves the brand, and has passed
away.
'® The current designer for Dior Homme is Kris Van Assche, from Belgium.
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in high modernism with its “historicism.” She borrowed Walter Benjamin’s metaphor
of history as a labyrinth, suggesting that fashion images, albeit a product of
post-industrial culture, in fact are “unhappy returns” of the humanism progressive

linear historical view of culture and society:

Although there is no repetition without difference, nevertheless the
conditions of post-industrial modernity are haunted by those of industrial
modernity when fashion designers dip into the past for their motifs and
themes. These traces of the past surface in the present like the return of the
repressed. Fashion designers call up these ghosts of modernity and offer us
a paradigm that is different from the historian’s paradigm, remixing
fragments of the past into something new and contemporary that will
continue to resonate into the future. They illuminate how we live in the

world today and what it means to be a modern subject. (Evans, 2003, p. 9)

I would like to amplify such marginality to Evans’s argument of instability and
disruption of modernity in contemporary European fashion, as such aesthetics not
only contrast the conventional American-valorized muscularity with its plurality,
which is shown in Freidl’s observation, but also respond to the other/Other with its
Modernist deviation. Such male beauty has now turned away from the normalized and
univocal phallic homosexual aesthetics, and to a spectrum that inquires into the

Western social conception of masculinity with its modernist manner.

C. Dangerous muse: deathliness and decadence of omnipotent masculinity
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From the perspective of American cultural aesthetics, Johnson believes such an
aesthetic, with the downsizing of men’s silhouette in “Hedi-slimanization,” hardly
corresponds to the “conventional” “masculine ideal of as recently as 2000,” namely “‘a
buff 6-footer with six-pack abs”, or in the shape of “bulkiness” of the American
cultural ideal male body, recognized by Bordo in 1993. As he comments that “the man
of the moment is an urchin, a wraith or an underfed runt” (2008), the male aesthetic is
now in an edge of retreat which seems to upset the social norms. Despite the social
controversy brought out by new silhouettes in “Hedi-slimanization,” I would like to
draw on Evans’s contention that the contemporary European fashion industry
recuperates “the repressed” or “the fear” in the historical trajectory of modernity in
such representation of masculinity. Such a shift in masculinity from archaic sexiness
to the lengthened, reduced androgyny in the muses of Hedi Slimane not only mirrors
the dissatisfaction of monochromatic American aesthetics, but also the danger of
phallocentric masculinity that has been a long-repressed subject in Western culture,
which has now been disclosed in the transition of epochs.

As Evans argues, “the relevance of Renaissance and Baroque imagery on the one
hand and the spectacle of nineteenth-century consumption on the other suggest that
we are currently in a stage of capitalist transition as those of the sixteenth, seventeenth
and nineteenth centuries” (p. 10). Such characteristics of male models’ physique is
referring to the Mannerism style in disproportion and exaggeration in relation to the
Renaissance period as a transition to Baroque styles, like the elongated style of
Parmigianino’s Madonna with the Long Neck (1534-40) (figure 22). However, this is
not to say that contemporary men’s fashion is in postmodernist aesthetics of pastiche
and replicating Mannerism styles in a contemporary context. On the contrary, I argue

that such deviation from the Western phallic ideal of “male beauty”, induced by Dior
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Homme, is rather a modernist style to male aesthetics in a contemporary social
context, which is based on archaic, heroic, omnipotent or even phallic bodies such as
the Hellenic prototype of Belvedere Torso for Michelangelo (figure 23). Such style
denotes that the Western masculinity is mutating into a new breed, internally
destabilizing the social concept of monochromatic normalcy of phallic “male beauty”
in a process of rewind and rejuvenation that has already started since the emergence
of New Lad.

The lengthened, mannerist style of aesthetics of contemporary male models is no
longer returning to the phallic body with its relevance to virility and male sexuality as
the “new” definition of masculinity, but reversely questions the omnipotent and
phallocentric definition of virility in masculinity with the slim and reduced bodies of
the male models, especially from the monochromatic and essentialist perspective of
globalized American masculinity. And while Johnson’s interpretation has envisaged
the tension between the monochromatic American ideal “beefcake” masculinity in the
West and the contemporary mannerist representation of male aesthetics in Europe,
from a more radical and phobic perspective of the Anglophone press, such a reduced
silhouette is “glamorizing” anorexia and the underdevelopment of men.'"” However,
from Evans’s modernist perspective, the slim look of Dior Homme draws on the
Modernist homo-/death-phobia and the symptomatic bodies as the dark side in
contrast to the All-American toned look, which seems to be a humanist ideal on the

bright side, with all its connotation to virility and liveliness:

' In May 2010, the British newspaper, The Observer published an eye-catching article by Tracy
McVeigh titled “Skinny Male Models and New Fashions Fuel Eating Disorders among Men: Anorexia,
Bulimia and Obsession with Bodily Shape Is No Longer Just a Feminine Matter.” The article is at pains
to point out the emergence of a new male pathology, “manorexia,” the body dysmorphia of men. In the
very beginning of the article, the author takes issue with the fashion industry and holds it responsible
for a “morbid trend” that “[s]kinny models, clothes designed for unrealistic body shapes and pressures
at work are all fuelling an increase in eating disorders and body anxiety, as well as a rise in demand for
cosmetic surgery.”
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In the 1990s, a certain strand of fashion design, photography, make-up and
styling was pervaded by explicit references to death. It was a minority
strand that revealed the melancholy death’s head beneath the skin.
Meanwhile the highly glossy, optimistic images of much Italian, French and
American mainstream fashion, with their emphasis on healthy, toned bodies,
continued to deny the pain of loss and to seek to hold death at bay. The two
kinds of imagery co-existed, in different magazines and on different
runways, like the paired figures of the living and the dead in the medieval
Dance of Death — one celebratory and life-affirming, the other inexorably

signaling its opposite. (Evans, 2003, p. 223)

While Evans contends that the modernity in contemporary fashion rather plays
on such a dualist manner of life and death, my argument here extends her view of
modernist memento mori theme in contemporary European fashion imagery as
masquerade, which, is almost like the mirror image of the Gibson Girl in 4/l is Vanity
(1908) (figure 24), illustrated cleverly by Charles Dana Gibson. In the portrait of a
lively and modern young girl grooming in front of her cosmetics table, looking at her
reflection, it however projects a deathly skull from a distance.

In fact, the theme of memento mori is recurrent in Western art and appears as
masquerade, such as Jean de Dinteville in Hans Holbein the Younger’s The
Ambassadors (1533) (figure 25). Evans therefore extends the metaphor of imagery as
masquerade with the example of The Painter Hans Burgkmair and his Wife Anna by
Lucas Furtenagel (1529) (figure 26), which secretly reveals the message of death or

deadliness to the living figures in paintings and spectators as well, albeit often
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requiring scrutiny. It is the main metaphor of imagery as masquerade that this thesis is
based on and I will continue to argue that fashion imagery at times reveals the dualist
themes in a masquerade. For Evans, mainstream fashion imagery, in contrast to the
avant-garde Parisian fashion imagery which projects deathly and decadent themes,
seems to project humanist optimism, light, power and liveliness through the toned,
healthy bodies and keeps darkness and death at bay in catering to mass consumption.
However, I wish to argue in thesis that since masquerade is achieved through dualism,
inbetween life and death or even male and female, the largely appreciated and
valorized male muscularity rather mirrors the Western/American obsessive normalcy
of omnipotent masculinity in a symptomatic manner, which appears in virility and
health, but in fact can be unknowingly deadly.

In Evans’s citation from Beard’s (1999) cultural critique in i-D*°, sheer
perfection of the female supermodels’ bodies can be even more deadly, and that
“perhaps the likes of [Cindy] Crawford and Claudia Schiffer were always closer to
walking corpuses than anyone dared to imagine” (as cited in Evans, 2003, p. 176). My
contention here further links such perfect “sexiness” of gender ideal to her critique of
reification by putting a female in the place on display in her reading of Brazilian
supermodel Gisele Bundchen, posing in a window against the glass of a skyscraper,
femininity and female sexuality is reified through her “displayed” position as
preservation and is further performative in a form of commodity (p. 118). Such
“supersexual” perfection and reification is mirroring the deadliness in social normalcy,
in obsessive pursuit of a dualist view of sex/gender, especially in contemporary
American cultural context.

In the advertisement campaign of Dolce & Gabbana 2007 Cruise Collection, shot

2% Originally in “With Serious Intent” (April 1999), i-D, 185, p. 141.
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by photographer Steven Miesel (figures 27-1, 27-2 and 27-3), perfection of the social
ideal of a dualist view of sex/gender on the surface serves as masquerade, and
disguises the deadliness of social normalcy within. With the nude American muscular
male models such as Chad White and Clint Mauro as well as the well-groomed Hilary
Ronda and Julia Stegner displayed in the window of the Dolce & Gabbana store in
Milan, the scene appears to project a dualistic view of ideal gender. The perfect
musculature of White and Mauro projects “ultimately sexiness and virility” in
Edwards’s contention, and is dualistically linked to the almost impeccably curvy
slender figure and smooth white skin of the female models, who project an ideal and
mythic “White” femininity. At a glance, such dualism is seen as the perfect
contemporary ideal of “male musculature and female slim curviness” which restores
the dominance of male virility in opposition to the subordination of female fragility.
However, the repertoire, with the implication of voyeurism of the scene, which is shot
from outside a window, and the manikin-like female models implied by their wax or
reflective pale skin, as if embalmed, at times reveals death to spectators. The whole
set is complete and with the seemingly so virile and alive male models sandwiched in
the window, it nonetheless echoes Evans’s “sampling” metaphor of “putting an exotic
butterfly in the narrow space between the panes of glass” (p. 118). Overall, the
campaign rather projects a parody on the social voyeurism and essentialist dualist
sex/gender normalcy that with all its perfection from the outside can nonchalantly (or
even intentionally) reveal its deadliness and symptom on the inside.

. 21 .
In contemporary context, symptoms such as “manorexia” emerge,” while the

2l McVeigh’s observation is evidenced with opinion from a consultant psychiatrist, Dr. David Veale, as
she seeks to link such body shapes with any pre-determined illness. There are statistics to indicate an
increase of male sufferers of eating disorders: “For men, fat is no longer just a feminist issue, since the
number of men suffering problems with food and body image is rising fast, with experts suggesting that
40% of binge eaters and a quarter of anorexia and bulimia sufferers are male — compared with 10% a
decade ago — while the equivalent rates for women have not changed significantly” (McVeigh, 2010).
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life experience of anorectic males is used to show that high fashion is causing a
negative influence as this shift in aesthetics of the male image will bring out “pressure
to conform to a false ideal” (Richman, 2010, as cited in McVeigh, 2010). With
symptoms such as “the Adonis Complex” termed by Pope, Phillips & Olivardia
(2000), along with what McVeigh calls “manorexia” which includes a symptom on the
other end, which is dubbed as “bigorexia,” or “body dysmorphia”, male sufferers are
dissatisfied with their body shapes and “become ever more muscle-bound in their
obsessive pursuit of the perfect six-pack [clearly-defined abs] body.” All the
symptoms suggest that the ideal phallocentric masculinity, with the projection of
omnipotence on the surface of the musculature, is itself deadly and self-destructive.
Such a symptom is the masqueraded message of memento mori behind “male vanity,”
like that of Gibson’s Gibson Girl** who gazes at herself in vanity.

Then, judging from Evans’s citation from Beard, with all the unbeautiful,
un-sexy and imperfect features and physiques of male models used in contemporary
Parisian menswear, the look is rather a mirror of deadliness. In Kristeva’s (1982)
argument of abject body and abjection, with all the abject body’s likeliness to corpses
and the social rejection and aversion that it provoked, unmasking the more deadliness
of social normalcy of phallocentric omnipotent and virile masculinity, seems like that
of compulsory femininity in patriarchy.

In sum, I argue that even on the surface of celebration, contemporary European
men’s fashion can also return to the repressed fear of death and the fragility of human
beings, with all the implication of death through the surface of male models and their

projected masculinities, whether in reduced or “perfect” silhouettes, and discloses

22 In existing studies of women’s fashion, the visual pleasure women may get from being looked at is
usually still interpreted in terms of women’s anticipation of the male gaze and the female identification
is still subjected to patriarchy.
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such fear and deadliness, masqueraded by the omnipotent masculinity in the

phallocentric social norms of contemporary society.

D. Reaction: the social symptoms of Peter Pans

1. The abject body: Parisian Peter Pan’s reduced silhouette

Other than mocking the male models’ physique as “chicken-chested,
hollow-cheeked and undernourished”, American critic Johnson also acknowledges
that such silhouette stands for “the current preference of male beauty” as “not fully
evolved,” and his contention is further evidenced with his citation from Kelly Cutrone,
who is the founder of People’s Revolution, a fashion branding and production
company, that the slim look in men’s fashion is customer-driven, that “it’s the
consumer that’s doing this, and fashion is just responding. No one wants a beautiful
woman or a beautiful man anymore” (as cited in Johnson, 2008).

Just in echo of the observations above, in January 2007, the slim, boyish and
elegant Danish model Mathias Laurdisen (figure 28), ranks No. 1 at Models.com, and
is also known as one of the “Top Icons Men” in June, 2009. His success perhaps
marks the transition of orthodox masculinity in “Hedi-slimanization”, and responds to
men’s fashion editor at Vogue Hommes International, Mauries’s (2009), prospect for a

transition in male aesthetics and the rise of new male supermodels:

[M]anliness seems universally to have been reduced to a single element of
proof, the smallest denominator, i.e., the celebration of the six-pack....I'm

talking about those picture perfect abs worshipped as the absolute proof of
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true masculinity in the Western world . . . Perhaps we’ll have to wait until
the shifting sands of fluctuating identity firm up . . ., going hand-in-hand

with a redefinition of the female gaze. (Mauries, 2009, p. 132)

In addition, a bunch of slim male models on the rise such as the Austrian Freidl
and the Russian used in Johnson’s journalism, Stas Svetlichnyy, as examples, (figure
29) as well as British male model Alexander Beck, who turns from a clerk who works
at a frying fish bar to a Prada boy” (figure 30), are largely everything but
all-American boys: while some are European, others are largely Latin American and
Asian, such as the Argentine Dior boy Santiago Figueras and Asian-Canadian Paolo
Roldan and some being of mixed race, such as the German-American Sebastian Sauvé
who grew up in the UK (figures 31, 32 and 33). As a consequence, such a slim,
juvenile look, with the use of models of a diasporic, subcultural, or multinational
background, started in Parisian contemporary menswear and not only marks a
disengagement of mainstream culture in such dissatisfaction of the monochromatic
West but also echoes the contention of Evans’s (2003) edge, marginality and even
transition of modernism in contemporary European fashion.

It is therefore my main contention here to further elaborate Evans’s critique of
modernity in fashion through the inquiry of what it means to be a modern subject to
the identity of the male. And specifically, according to her critique of fashion’s ability

to recreate 1dentities that:

[f]ashion, with its affinity for transformation, can act out instability and loss

but it can also, and equally, stake out the terrain of “becoming” — new social

2 Rhodri, P. (2011, March 17). Fish bar lad, 17, becomes Prada model. The Sun. Retrieved from:
http://www.thesun.co.uk/sol/homepage/news/3472677/Fish-bar-lad-17-becomes-Prada-model.html
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and sexual identities, masquerade and performativity. (Evans, 2003, p. 6)

Back in Bordo’s (1993) adoption of a Foucaultian view of power regimes and
bodies in her symptomatic reading of disordered female bodies, her interpretation of
feminine pathology is to underscore that women are in a “backlash” against feminism.
While feminism exposed the imbalance of power relations in gender, and its
movement challenged males for autonomy in the professional area, it did not bring
about real liberation as it promised. In the heyday of feminism, women are “liberated”
and autonomy is encouraged, as women now take control of themselves and their
lives, while Western cultural codes of “femininity” remain as: ideal feminine beauty
of delicacy, motherhood, provider of emotional support. Feminism, rather than
providing empowerment, substituted it with a sense of powerlessness of being
women.

My interest in Bordo’s disquieting reading of anorectic bodies is to highlight that
in an American cultural context, the ideal of femininity colludes with its own
second-wave feminism. However, her interpretations on the anorectic bodies, whether
for women or men, are dogmatic for simply viewing them as diseased and
furthermore abject bodies in social norms. Not only is such interpretation univocal for
femininity or masculinity by preserving the social normalcy, her perspective is
inadequate for its American cultural context which oversees the “normal”
standardization of American aesthetics in the process of globalization, for instance,
the all-American ideal of commercialized male phallic muscularity.

I would like to argue in this section that contemporary Parisian men’s fashion as
well as its counterparts in Europe, instead of simply catering to the social valorization

by simply “giving the consumers what they want”, rather projects the orthodox
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masculinity in transition with its complex imagery, and at times in a more
symptomatic way. As Cutrone argues, in contemporary European men’s fashion
“[p]eople are afraid to look over 21 or make any statement of what it means to be
adult” (as cited in Johnson, 2008). I therefore come up with the metaphor of the Peter
Pan Syndrome®* as puer aeternus in contemporary symptomatic masculinity, which
refers to the male who refuses to “grow up” and “be a man”, as one approach of
viewing the metaphoric symptoms of contemporary “Peter Pans” projected in
contemporary European men’s fashion as a social reaction to traditional masculine
gender roles.

On the surface, the reactionary Peter Pans are marked with their slender
silhouettes in countering the commercialized and socially valorized physique of
all-American muscularity, or as termed by Bordo, the “phallic body” that serves as
“an enduring sex object within western culture” (1999, p. 180), and this is evidenced

in Mears’s observation on the models’ otherness and un-sexiness:

Bookers stressed the difference between people who are ‘just hot,’ that is,
sexually attractive, and people who are appropriate as models, though the
precise qualities that distinguish one from the other could best be described

as “something special” or “something else.” (Mears, 2010, p. 6)

As mentioned previously, the ideals of masculinity and femininity are in fact
lethal with the perfect masquerade of “sexiness” in social valorization, and such
projection can be viewed as obsessive symptoms of dualist gender normalcy; with the

figures and looks that internally contradict the dualist binary of gender, the silhouettes

" American Psychiatric Association has included Peter Pan Syndrome as mental disorder.
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of sexuality and even biology as symptomatic bodies in social rhetoric are equally
mirroring the abjection of social normalcy and inquiring definitions of masculinity in

.. 2
the contemporary context of post-second-wave feminism?

on the very surface.

In a contemporary social context, with the “liberated” women who seem to dare
claim their active sexuality and work roles, it would seem that masculinity now is in a
crisis with challenges in society, yet not so much from consumerism, as Edwards
suggests. When the seemingly non-sexual, non-phallic or even “anorectic” male
bodies constantly being viewed with abjection in social response of
underdevelopment as the masquerade, their reactions mark the retreat from the

traditional virile male active gender role in sex to a non-sexual or abject male figure,

suggestive of an eternal Peter Pan in the social or gender roles.

2. Andrej’s favorite game: staged performance and calculated androgyny

With the non-sexual or non-phallic abject bodies as a contemporary modernist
theme, European men’s fashion further amplifies such social abjection in
sexism/compulsory heterosexism with androgynous or slim male models such as the
male model Tomek Szmulewicz (figure 34) who is used as McVeigh’s example, as
well as the male top model who makes crossovers on the runway of Jean-Paul
Gaultier in Paris Haute Couture Fall — Winter 2011 and 2012, the diasporic and
cross-gender Andrej Pejic (figure 35).

From a perspective of feminism and postmodernism, Judith Butler (1990) has

already dissociated gender performativity from a gendered body. In her discourse of

» The usage of the term “post-second-wave feminism” in this thesis seeks to be defined as a
chronological context after the second-wave feminism or the ideological context of “transcendence” of
second-wave feminism, although there is still no specific answer.
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gender, she challenges the idea that gender is preexisting, and assumes that it is a sort
of social performance, being enforced by so called “compulsory heterosexuality.”*® In
Butler’s concept of gender performativity, a person is not performing the acts because
of the “pre-existing” or “innate” gender, but rather, it is the performances that make
up a person’s gender on their “gendered” bodies. In other words, she rejects the
“naturalness” and essence of gender and believes that gender is constituted socially
and politically. I will draw on Butler’s critique of gender as rather a construction, and
is done through social conception.

In her further elaboration of gender performativity, she claims that gender is
constituted through a series of “mundane” and “ritualized” repetition of conventions
(p. 178). And these “‘sustained social performances” create the false “truth” of gender,

99 ¢¢

which further makes up the “normative” “compulsory heterosexuality” (p. 189). I
wish to extend Butler’s discourse on drag (p. 174), and argue that it is by means of
imitation according to the “presumably” natural gender norms that can possibly be
seen as a modernist parody to “reality” of gender, rather than the pessimistic
postmodernist pastiche. From a post-structuralist point of view, drag itself can rework
the sign system to other possibilities, further destabilize or even subvert normalcy.
Through a series of editorial photos and runway photos (figure 36 and clip 2%7),
Pejic’s body, through a strategy of “passing”, blurs the neutral distinction between
natural genders, exposes, by his/her seemingly dramatic coquetry, how the ideals are,
themselves, fictional.

For instance, even though Edwards has observed that certain European male

designers strived to transgress the normative masculinity, he does not believe in their

% Compulsory heterosexuality is termed by Adrienne Rich (1980) as political institution of patriarchal
dominance, and specifically onto lesbians.

7 Memag HK. (2012, June 22). Andrej Pejic: I Do Not Intend to Play a Woman [Video file]. Retrieved
from https://www.youtube.com/watch?v=ewpPnDBDp0o
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potential in men’s fashion. He takes advantage of a macrocosmic view of social

norms:

Whilst it is true to say that the boundaries between gay and straight, or even
between male and female, are becoming more blurred in terms of media
representations, marketing of up-market fashion and the consumption
patterns of some affluent and professional groups, this hardly marks a sea
change in the entire population where the categories of male and female,
straight and gay, black and white, remain remarkably stable. (Edwards,

1997, p.134)

Despite Edwards’s concern for the Marxist ideal as everybody in different
demographic, economic and racial realms can enjoy their own fashion, his view is
suspicious for containing a totalizing myth of “Marxist Man” in a monochromatic
interpretation of the images in men’s fashion as a whole. Works such as British
designer Vivienne Westwood’s Fall — Winter 1997 Menswear collection “Five
Centuries Ago”, is selected by Wolter (1999, as cited in Buxbaum, 1999) for its highly
artistic value and its criticism of Western and social symptoms, and the recurrent use
of tartan kilts in Jean-Paul Gaultier’s Spring — Summer Menswear 2013 (figure 37)
are like his previous works, charging cultural imperialism with challenges on
orthodox masculinity. At times, his various perspectives of masculinities in men’s
fashion between sexualities/races/classes, several groups such as gays, black ghetto
guys, popular entertainers and their engagement in consumption and the significance
of these aesthetics toward male beauty are “largely” dismissed by Edwards’s “Marxist

eye” by claiming them to be marginal and not hegemonic. Fashion for men seems to
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be his scapegoat for hegemony’s capitalism in this sense, rather than a possible
“mirror” to see how fashion can work for society as a whole, such as providing “the
second-hand materials” for the consumers.*®

On the other hand, the argument to make here further shares with Butler’s
concern that even drag itself is not always subversive (p. xxii), as in the document
film, Paris is Burning (1990), drag seems to repeat the heterosexual gender
norms/ideals in the “achievement” of “real woman” by sex change surgery. However
for Pejic, his/her ambivalent body as well as gender performances in front of the
cameras for films and advertisement campaigns, and some interviews, not only
challenges the ideals of biological sex, but opens up new possibilities of gender in the
fashion industry by not admitting any simple questions of sexual orientation or gender
identification. Moreover, my contention here is against Chaudhuri’s (2006) contention
of queer images losing the political consequence for involving capitalism imagery
(p-77). Whether the kinds of images that Pejic produces are commodities of the
fashion industry or his/her own capital, the fact that Pejic’s androgyny emerges as a
new type of “male model” alternative to “biologically pure” female models as well as
various models of his/her counterparts can be seen as the plurality or even

“hybridity”*’

that transcends the humanist binary of essential sex/gender
identification. And while it is unlikely that the subversion of his/her ambiguous figure
and gender performance will reverse the sex/gender tautology in the world, such

commodity, which draws on Butler’s performativity, may possibly be understood in

the Foucaultian sense of resistance that there is still the possibility for subversions,

2 As a Marxist, Edwards’s seemingly eschewing or ignorance of the “rag trading” in contemporary
fashion makes up a major fallacy. The “rag” cloth-making techniques by reusing and re-inventing the
used clothes into new, is one major creativity in contemporary Parisian and London fashion industry,
and youthful consumers favor for rags in second hand clothes and vintage. Such Marxist eye is
somehow elitist by retaining the stigma of “rag” by simply reducing it to the margins of society.
% The usage of hybridity can be seen in Bhabha’s (1994) post-colonial critique, or as a cultural mixture
in globalization.

85



because the process is open for “re-citation” and reiteration.

To sum up, I would like argue that such calculated and commodified androgyny
in contemporary men’s fashion will remain in the modernist manner as long as the
compulsory sexist/dualist tautology is inscribed in Western social norms. Then, to
view such androgynous or “symptomatic” masculinity projected in European
avant-garde high fashion is to view the mirrored general dominance of Man over its
Other through “Masculinity” in orthodox social norms and the deadly consequences.
Symptomatically, the man-boy marks a group of adolescents retreating from
“Masculinity”; yet symbolically, their reaction in their silhouettes also marks a

transition in the identity of “male”.
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IV. THE SYMPTOMATIC PERFORMANCES OF MASCULINITY:

Let’s hear it for Peter Pan

A. “Man-boy” in contemporary European fashion

In most of Edwards’s discourses, he refutes the cultural construction of
masculinity of New Lad in men’s fashion for being a part of consumerist spectacle
instead of containing social significance for masculinity itself. Even though he strives
to explain that the crisis is more of human subjectivity in consumerism than of
masculinity itself from his “wider” perspective of Marxism, yet it is clear that
Edwards’s anxieties in masculinity are reflected in his interpretation of the images of
the youthful “New Lad” as Other. If the imagery, however, has its potency to
articulate to youthful male consumers, then such projected masculinity is still a part of
cultural conception in society, and should not be marked out in the Marxist
antagonism of class as ones who are profited from.

And since the embodiment of masculinity in fashion imagery indeed challenges
the definition of “men” through the reassessment of masculinity in the social realm, |
would like to further elaborate his anxiety in Evans’s argument of “femininity” and
cultural alterity in the modernity of fashion. However, the preference of the term

“man_boy”.’)o

rather than New Lad here not only strives to dissociate from the biased
concept of Edwards, but also wishes to emphasize the fact that the male imagery in

contemporary European men’s fashion is plural instead of univocal. The term

3% Rees-Roberts cites from trend forecaster Li Edelkoort (see www.trendunion.com) who has used the
term ‘man-boy’ in fashion observations; for this thesis, man-boy is retrieved from the title of a song of
Swedish popular singer Eric Saade, who uses man-boy to describe an identity that is male in a
contemporary age of coming, between a man and a boy.
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“man-boy” firstly fits the general theme of youth in contemporary European
menswear and brings out the rejuvenation in contemporary Italian men’s fashion and
separates it from the previous stage of “Man”.

Also, descriptions in the previous chapter delineate the plural silhouettes of
contemporary European menswear: this is based on Parisian slim physique as the
main aesthetics which mark the linkage to modernist deviation, along with the toned
but not well-defined or conspicuous muscular built-in linkage to Italian cultural tropes
of masculinity, and the overall masculinities projected can no longer be included with
“New Lad” or “New Man.” For instance, the inadequacy of univocal phallocentric
gender identification in the social realm as “Man,” as in Bordo’s opinion, for actual

beings as men:

For actual men are not timeless symbolic constructs; they are biologically,
historically, and experientially embodied beings; the singular, constant,
transcendent rule of the phallus is continually challenged by this

embodiment. (Bordo, 1994, p.31)

In Bordo’s logic, the phallocentric omnipotence of ideal masculinity, with the
projection of the phallus onto it, constantly haunts interpretations of male imagery.
While delineation of male imagery in the previous chapter is more on its alterity to
Western social conception, my contention in this chapter links man-boy to Evans’s
metaphor of modernity in contemporary European fashion as the masqueraded
projection, and further read this masculinity projected in men’s fashion as mirroring
Edwards’s anxiety, disrupting the duality of sex/gender in the previous chapter, and

disclosing the internal instability in masculinity with the dereliction and
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undesirableness masqueraded behind orthodox society.

B. The masquerade of Italian man-boy

When “Hedi-Slimanization™ is observed (or rediscovered) in Milan, at the same
time it has marked the departure of masculinity in menswear from the monochromatic
Western definition of “man” through the surface of Americanized phallic bodies.
Models like Lauridsen consistently work for those previously “porno-chic” brands
such as D&G and Gucci (figures 38 and 39). In such a transition of
“Hedi-slimanization” in the fashion system, manners and the shock of displaying the
musculature in “porno chic” seem to mark a canonization in Jameson’s (1984) critique
of postmodern condition with the American adaption in mass consumption. Besides,
there is a rise of Milanese brands which do not draw on themes of porno-chic such as
Prada (figure 40). Prada’s works receives attention in the European fashion industry
with its design of minimalism, yet the authorship differs from that of Donna Karan
and Calvin Klein: instead of hinging on clean and pure functionalism, its design plays
on geometric graphics and often consists of multiple bright colors.

In Bordo’s somewhat dualist reading of male nude imagery in fashion as a
consumerism spectacle, she categorizes two approaches of reading masculine gender
performance and sexed body: “face-oftf masculinity” which is represented in the
American trope of “I’m a rock”, and “leaners” masculinity, which is “languid” and
“openly seductive” (1999, p. 186). Even if she strives to disengage patriarchy in her
feminist stance, conventional ways of gender binary still exist in her argument of
masculinity, which seems to be hinging on a cultural bias of American phallocentrism,

for she seems to select the all-American celebratory muscularity in men’s fashion in
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her feminist reading.’’

As evidenced in Freidl’s observation of diverse body types of male models
preferred by Milan and Paris (as well as London) respectively, the looks of man-boy
in Milan seem to be a continuum of American phallic New Man on the surface of
physicality or the bright side of New Lad with the glamorous and widely accepted
looks of traditional masculine tropes, such as the athletic, or on occasions, with the
toned body and the socially valorized “beautiful” face: my examples are shown here
with French Kévin Flamme (figure 41), Swedish Marcus Hedbrandh (see Hedbrandh’s
interview at 3:37 in clip 3*%) Italian Simone Nobili (figure 42), which can be linked to
the descriptions of “Fair Lord” or “Fair Youth” in Shakespeare’s sonnets.

Even if “phallic bodies” are adopted in the American consumerism, their
normalization does not mark the end of such “queer edginess” of Milanese authorship.
In fact, despite Ford’s departure from Gucci in 2004 and Gianni Versace’s death in
1997, the specific theme of sexuality still continues as a manner in its own authorship
of youthful masculinity as masquerades of alterity or challenging and tongue-in-cheek
visual games such as the case of Dolce & Gabbana in the previous chapter. Such
manner of masquerade marks the binary and conflictive powers in Italian menswear:
although with the authorship of a “queer eye”, the Milanese manner is nevertheless
constantly caught in the tension of its homophobic cultural tropes such as its national
religion of the Catholic Church. In this sense, these Apollonian beauty representations
can be seen as their modern masquerade, inspired in the tension of Latin religious and

mythological cultural tropes and then adapted for homosexuality, like the 19th century

1 According to Bordo (1999), she defines herself as “hardcore” heterosexual who occasionally feels
the erotic charge from butch lesbian performances (p.170).

32 Fashion TV. (2008, October 23). Kenzo Spring — Summer Menswear 2009 backstage [Video file].
Retrieved from https://www.youtube.com/watch?v=pGidBIRTb7M
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theme of Saint Sebastian.”

With the plural and largely reduced silhouettes in Italian menswear turning away
from the bright, celebratory display of phallic masculinity,** T argue that the manner
is rather disquietingly modernist, inquiring into the adequacy of phallic definition of
being “male” without being “the all-American Man,” and pushing the limits of
definition to another register of male identity. Even for American feminists like Bordo,
in her argument of “leaner” performance of masculinity, she points out the
arbitrariness of the social “approval” of such leaner masculine performance that is

only permitted in certain specific social norms:

Both in gay publications and straight ones, the more languid, come-hither
poses in advertisements are of boys and very young men. Once a certain
maturity line is crossed, the challenging stares, the “face-off” postures are

the norm. (Bordo, 1999, p. 192)

Instead of viewing male “beauty” from a monochromatic Western perspective,
my thesis further extends Evans’s critique of modernity in contemporary European
high fashion. I wish to argue that the embodiment of youthful masculinity in
contemporary fashion marks a transition in social conception of Western masculinity,
in the tension between the European modernist style and consumerism spectacles in
postmodernism which is blossoming in America. My arguments in this section will

further amplify such modernist critiques of man-boy, as Evans argues that fashion

3 According to Goldman (2002), Saint Sebastian being Christian martyr, is yet the first recorded gay
icon with his symbolic wound and pains, which secretly implied penetration and a mixture of rapture,
(see http://www.glbtq.com/arts/subjects_st_sebastian.html).

* The imagery of Mariano Vivanco’s authorship of Genre depiction in the Dolce & Gabbana main line

which returns to its conventions of “men”, adopting the Italian daily life scenes and surrounding

environments as central theme.
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images are “unstable, swinging between desire and repulsion, and instability is the
very characteristic of fashion” (2003, p. 241). I also consider the projected youthful
masculinity as unstable and slippery, synthesizing the sometimes contradictory
observations from Bordo and Johnson.

My contention to begin with the adorable “good boy” is rather to highlight the
youthful look of man-boy in Italian menswear as a masqueraded gap and instability in
our contemporary context, as Evans argues that “the instability, which at times may be
explosive, means that fashion can never be purely deathly, even when its imagery is at
its most somber, because its meanings are never static. It can shift suddenly from
darkness to celebration of the here and now, of youth, beauty and pleasure, and it can
oscillate between the two” (p. 241). In order to disclose the masqueraded instability
and repulsion, I would like to amplify Butler’s postmodernist view of gender
performance, yet in the logic of Evans’s critique of modernity and argue that such
instability of the man-boy is the modernist unhappy return of the instability of the
universality of male phallocentric sexuality. In Butler’s (1993) argument of the
performativity of gender, which is coerced by compulsory heterosexuality, she
assumes one important aspect of history and its relation to performativity as a kind of

reiteration:

It 1s not simply a matter of construing performativity as a repetition of acts,
as if ‘acts’ remain intact and self-identical as they are repeated in time, and
where ‘time’ is understood as external to the ‘acts’ themselves. On the
contrary, an act is itself a repetition, a sediment, and concealment of the past
which is precisely foreclosed in its act-like status. In this sense an ‘act’ is

always a provisional failure of memory. (Butler, 1993, p. 244)
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If performance of (compulsory heterosexist) sex/gender is to be seen as
reiteration through the sediment process in Western civilization, then one way to view
the performance of heterosexism against its grain is to examine the Western historical
trajectory, and find out those acts which are marked out from sedimentation, or in
Butler’s sense, constituted into “certain zones of abject” (1993, p. 243). And my
contention in this thesis also sides with Butler, that male homosexuality is within the
“zone of abject”, as evidenced from Edwards’s wider social spectrum of normative
gender/sex, that gays, along with that of “normal” bias towards minor groups such as
black or other ethnic groups in Western society, are still conventionally “awkward” or
“abjected”. It is through the innocent and largely white surface of man-boy that
contemporary men’s fashion speaks for the “other” masculinities, which seem to be
masked behind Western civilization’s disdain.

In the Greco-Roman tradition, both socially and sexually, the character of “boy”
emerges in a European culture theme of homoeroticism and is a sexual object back in
the Western historical trajectory. According to Neill (2009), the poet Tibullus, born in
54 B.C., is best known for his homoerotic poems such as in his fourth elegy, which

gives a portrayal of the youthful male beauty for Roman men:

‘Avoid them; Don’t let yourself near a gang of blooming boys; in every one
of them there’ll be some ground for passion. One boy is delightful for his
tight rein of a horse, another parts still water with chest as white as snow;
one captivates you with his bold effrontery; another boy’s soft cheeks have

virgin modesty standing guard.’ (Neill, 2009, p. 196)
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Tibullus’s writing of male homosexuality reveals the “ultra-sexual-charge” of
homoeroticism in a tone of warning “deviation” in patriarchal and heterosexist
orthodox society by viewing the boys’ “sexiness” as danger that transcends the
Western humanist or reasons of sexuality.”> However, Neill also emphasizes that the
term “boy” rather transcends the discursiveness of stable male identity, instead of

referring to young males who are immature toddlers in today’s context:

Tibullus’ reference to the object of his desire as “boys” should not be taken
to mean, as modern readers assume, that he was pursuing young teenagers.
Roman writers used the term “boys” to describe attractive males even when
they were serving in the Roman army. Like the Greek’s use of the word pais,
literally “boy,” for the younger passive partner of a homosexual pair, the
Romans used the Latin for “boy,” puer, and “girl,” puella, generically to
refer to sexually appealing love objects. This is no different than the use of
the same words in contemporary culture—boyfriend, girlfriend. There is
evidence, in fact, that, like the Greeks, Roman man preferred male youth in
their later teens or early majority. Indeed, Queen Boadicea of Britain
criticized Roman man as “profligate” because they . . . slept on soft couches

with “boys past their prime.” (Neill, 2009, p. 197)

In echo of Neill’s argument, Bordo also recognizes that “boy” also refers to
still-developing young men rather than children. Therefore, my emphasis on the
fluidity of “boy” being in a slippery instability of male objects and subjects is rather to

envisage the arbitrariness of timeless and mythic identification of Man and its

% According to Neill, after warning about avoiding the beauty of these “boys,” Tibullus,
acknowledging this futility of resisting their attractions, then offers advice on how to win a favorite.
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domination in patriarchy and compulsory heterosexuality. Then, onto the surface of
mirrored innocence, man-boys can be seen as the modernist version of Tibullus’ “boy”
in the “Retro-modernist” manner that infused the once disdained style into a
contemporary new theme (Buxbaum, 1999). Man-boys are summoned by
contemporary European fashion, following the lead of sentimentalist
neo-Romanticism through interpretations against the grain of orthodox civilization.
With such seemingly languid and tender character, man-boys appear as the ghosts in
the gap of fluid temporality, returning with the danger of “sexiness” in their bodies,
which is equally an alluring love object and the homophobic abjectness in the
orthodox historical trajectory of sexuality.

As Bordo has argued, the identity of “boy” is a basis for temporal male (sexual)
passivity in the Greco-Roman history of homosexuality, and that the activity is still
the orthodox bias in the conception of patriarchal masculinity even in Latin
homosexuality.*® The plasticity, fluidity and temporality of Tibullus’ “boy” not only
challenges the naturalness of heterosexuality but also reveals that the “Masculinity” is
however a cultural construction of orthodox civilization in Butler’s argument of
gender in compulsory heterosexism, which fails to memorize its process in social
normalcy. A gap in male identification between the orthodox activity/passivity and
masculinity/effeminacy is therefore envisaged in the masquerade of man-boy, and it is
also my contention to argue that such alterity of contemporary man-boy challenges
the patriarchal dualist male activity and female passivity that is still largely inscribed
in the contemporary identity of male.

At the edge of instability, man-boy’s temporality between Man and Tibullus’ boy

3% According to Bordo (1999), even in Latin cultural conception of male homosexuality, abjection is
still inscribed in the dualist activo—passivo (p. 190). One is stigmatized by the passivity once receiving
penetration from another man.
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also magnifies his gender performances. In Butler’s discourse on drag, it is through its
theatrical effects that the arbitrariness of gender performance can be highlighted; then
such temporality of “boy”, however, provides an internal instability of being in a gap
between Man and “not Man” to “dramatize” the performances of masculinity and be a
“natural” male at the same time. My argument is evidenced by Freidl’s (2009)
contention that “at 24, you’re already old”, along with the others who start out their
modeling career at their “coming of age”, such as Francisco Lachowski, who wins
Brazilian Ford Models’ Supermodel of the World contest at the age of 17, Swedish Bo
Develius, who is scouted at 14°” and many others (figures 43 and 44). The dual
emblems are projected onto their bodies: as a male, he is equally masculine for toned,
fit or slightly muscular physique; whereas, with the look-perfect non-aggressiveness
of innocence and obedience, the youthfulness or immaturity is paradoxically
“effeminate” and appear as love objects which are “adorable” instead of “handsome”,
yet their gender is, however, naturally male.

Immaturity, implicated by their youth, along with the “not fully developed
musculature” at the same time marks temporality of “becoming a Man”, whether for
the male models themselves on their way to maturate, or for the projected
identification that seeks to transcend the “eternal” dualist gender of being male by
echoing Butler’s post-structuralist argument in gender performance, segueing
Beauvoir and Wittig’s gender identity, that “one is not born a woman, one becomes
one; but further, one is not born female, one becomes female; but even more radically,

one can, if one chooses, become neither female nor male, woman nor man” (p. 144).

37 The World of Bo. (2009, August) Boys by Girls Magazine. Retrieved from
http://www.boysbygirls.co.uk/index.php/stories/the-world-of-bo

Francisco Lachowski wins FORD Models Supermodel of the World 2008 Contest. Francisco
Lachowski's Official Web. Retrieved 20 July, 2011, from
http://franciscolachowski.com/supermodel.htm
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Furthermore, being a male but not a “real Man”, they also appear as the “victim” of
phallocentric masculinity in sexualities. Man-boys, as the Retro-modernist “boy”,
seem to imply the dominance of Man with all the references of Greco-Roman
legitimacy of citizens taking them as love objects, like female and non-citizens.® The
performances of male models in S**t Girls Say To Dolce & Gabbana Male Models
(see clip 4) constantly reveal the normalcy of phallocentric and compulsory
heterosexuality by their victimization of being insulted, which viewed them as
boy-toys or (sexual) objects both homosexually and heterosexually. Bordo also
describes male youth as “beauty” and argues that in society refers to sexual passivity
and subordination, “allowing oneself to be pursued, flirting, accepting the advances of
another, offering one’s body” for homosexuality (p. 190). Through mirroring their
youth and boyish surface, their “dislocation” as a biological male rather envisages the
patriarchal society’s voyeurism and fetishism, which is more than a male-to-female
subordination. Boyish “beauty” and innocence in such “gap” mirror the compulsory
“activity” of patriarchy, equally from male/female, heterosexual/homosexual.

Since Martin argues that “[t]he good- and evil- twin in fashion roles can occur in
sectors of fashion creation, but can also appear in the work of a single designer” (1997,
p. 310), the double projection of contemporary “fair youth” in Italian man-boy is
equally disquieting in inquiring into male sexualities, whether in patriarchy or
compulsory heterosexism. For instance, the same theme of boy scouts and summer
camp appears in Frankie Morello Spring — Summer Menswear 2010 runway (figures

45-1, 45-2 and 45-3 as well as clip 5°?), where the male models’ juvenile boyishness

¥ Other than Bordo’s (1999) contention that “boy” is a legitimate love object of an adult male citizen
in Greek society (p.223), Neill (2009) has also argued that class and race are factors to the making of
“boy” as passive sex/love object (p. 254).

% Ben, E. (2009, July 5). Frankie Morello Spring — Summer Menswear 2010 runway [video file].
Retrieved from http://www.youtube.com/watch?v=MMxp8kroW-0 and
http://www.youtube.com/watch?v=E9uhY XurHXw

97



projects social voyeurism and norms of control appear as the temporal good boy in
obedient innocence and at times reveal their rebellious looks. In addition, there is a
similar theme on the runway and advertisement campaign in Dsquared” Spring —
Summer Menswear 2010 (figures 46-1, 46-2 and 46-3), which rather projects
man-boy in the focus of their sexuality, similar to the American Abercrombie & Fitch
lifestyle, but as more outlawed, rebellious, and perhaps promiscuous, which all fits the

description of Edwards’s “New Lad” that he is:

[s]elfish, loutish and inconsiderate to a point of infantile smelliness. He
likes drinking, football and fucking, and in that order of preference . . . In
short, he is that most ghastly of all configuration, defensively working class

which also means defensively masculine. (Edwards 1997, p.82)

However, I would like to argue that such a figure rather reflects the abjection and
fear in masculinity, and Edwards paradoxically reveals a double standard for male
identity. Since sex, drinking culture and sports, even in the context of Britain, are
nonetheless attributes of masculinity, both socially and culturally, yet all
representations in the imagery of New Lad in men’s fashion all of a sudden become
intolerable in his “sociological” Marxist aspect. For Foucault (1978), power regimes
work through a series a social “construction” such as education, law and even medical
and biological knowledge in society as regulations and norms. And for my contention,
inside the bias* and repulsion in Edwards’s social observation, is the inscription of
such power regime in social normalcy. In the Foucaultian sense, man-boy seems to

project the ultra-sexuality in a pervasive manner, with allure and abjection against

0 In fact, male models are often shown with tropes of male responsibility, such as carrying children on

the runway, which is a recurrent theme for displaying both menswear and junior clothes.
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social norms.

And if the “truth” of gender is deconstructed as performative and masculinity is
adopted instead of being essential and natural, as argued by Butler, then symbolically,
the imagery of man-boy in contemporary Italian and European men’s fashion can be
viewed in a post-colonial context. Performances of man-boys can be seen as a strategy
of “mimicry”, as argued by Bhabha (1994) that disturbs the power regime from
“blemishes” within internal male identity. The most problematic paradox lies in the
morphology of “boy” in between immaturity/maturity, ambivalent between being
“masculine” and “effeminate” at the same time, and hence allows a gap of “a
difference that is almost the same, but not quite” (1994, p. 86). Man-boy therefore
mimics the “Man” through the “repetition of partial presence” of “Man” by
(over)performing masculine virility of “sexiness”. And these ultra-sexual male
performances of boys in sexualities and male roles seem to “menace the narcissistic
demand of colonial authority” (p. 88) with allusions to “blemishes” of arbitrary social
normalcy of “Man” as a colonizing subject.

Behind the masquerade, man-boy acquires the agent, “potent” for threatening,
and their sexualized bodies are moreover a site for danger. As the Western ideal of
masculinity is still the phallocentric virility and activity, their “developing” phallic
and virile trope of toned musculature seems to be in a process of adopting the phallic
activity, yet with possibilities to children’s (homo)sexuality as incest; their
immaturity/effeminacy simply renders them as abject, disguised as Other without
Phallus. Yet, for the most commercialized Milanese brand, such as Dsquaredz, which
extends such “porno-chic” with an array of challenges, their man-boy appears with
penis rather than phallus, whether a dressed one, as in Fall — Winter Menswear 2008

collection (figure 47) or real one, like in 09.09.09 manifesto for the launch of their
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online shop (the original manifesto has been deleted and censored, figures 48-1, 48-2
and 48-3). In the film the two designers strip off the toned Brazilian model Jean
Carlos Santos and mischievously expose “the secret” against the phallic concealment.
Symbolically, behind the non-Man and innocent masquerade, man-boy is the
abject, feminized Other with “allure” in his own ultra-sexuality, and in the gap
between such binary of dualist masculine activity and effeminate passivity.*' In
summary, the projection of “boy” in man-boy is a modernist manner that hinges on
the fluidity of gender identity in contrast to the univocal and eternal identification of
phallocentric/heterosexist Man as well as temporality that constantly reminds society
that the male subject is to “become”, rather than be in a constant state of “being,” and

of the inscription of “Man” in normalcy of patriarchy and compulsory heterosexism.

C. Rewinding to the “Age of Innocence”: play in Retro-modernist manners

1. “We don’t need no education”: nostalgic youthful rebellious “drag”

Segueing Evans’s critique of modernity in fashion, my argument is that the
projected “youthful masculinity” is in a transition of modernity, and I will start with
the transition in masculinity that Paoletti (1985) has observed. According to Paoletti
(1985), the “ideal masculinity” since the 1890s has shifted since the emergence of
industrial capitalism, that it “was no longer the mannered, passive, leisure-seeking
‘Gentleman’, but a young man filled with ambition and courage: ‘energetic, athletic,
ambitious and less concerned with style than action’ (p.126 as cited in Craik, 1994, p.

188). In his sense, the rejuvenation in male styles seems to secure the male active role,

“' Even with a reversal of such binary of the Latin activo “Man”, his domination still leads to trauma,
as in the sexual relation between Neil and Coach performed in Mysterious Skin (2004).
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and has since been inscribed in the orthodox ontology of gender in such modernist
transition.

However, the epistemology of male identity, as Kimmel (1993) argues in
Consuming Manhood, at the turn of the 19th century in America, was not so much
based on the contemporary dualist sex/gender of masculine—feminine but rather a

sequential relation of boyhood—manhood:

[T]he term “manhood” was synonymous with the term “adulthood,” the
opposite of “childhood.” Virility was counterpoised to puerility, not
femininity. To be manly was to accept adult responsibilities as provider,
producer, and protector of a family. Manhood was grounded in property
ownership, whether of landed estates or of the working man’s physical body

which was his to deploy as he saw fit. (Kimmel, 1993, p. 48)

Kimmel categorizes two versions of manhood: the “Genteel Patriarch” of landed
gentry and the “Heroic Artisan” as shopkeepers and craftsmen of small self-owned
enterprises. In 1830, “Marketplace Manhood” was the newly derived version which
marks the emergence of the new American middle class in capitalism. With the loss of
manhood of “Genteel Patriarch” and “Heroic Artisan” in the flood of capitalism,
definitions of male for the younger generation seem to be in a crisis in which “[s]ons
had to compete for elusive manhood in the market rather than grow into secure
manhood by replicating fathers” (Sellers, 1992 p. 246 as cited in Kimmel, 1993, p.
49).

As a consequence, “masculinity” in America or even the wider Western society

becomes a new creation that needs to be preserved, rescued, tested and proved,
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through a series of “construction”, as in Foucault’s argument of sexuality, by
restrictions in the social realm, by a series of exclusion of Other, such as women,
non-native-born whites, ethnic groups and gays (p. 48) and prescriptions for “right”
diet, the manly exercises, workout routines and living habits (pp. 59-71). I therefore
wish to argue that if the American-celebrated phallic musculature of He-man is the
masquerade of lethal social normalcy of male omnipotent identification as “Man”,
then on the surface of their seemingly innocuousness and “beauty”, man-boy’s
reflection can also be mirroring the masqueraded dereliction of the orthodox
civilization, appearing in spectacles of high-end fashion while secretly being the ghost
of the “unhappy return” of Western masculinity at the transition of “modernist turn”.

With the Foucaultian sense of social construction of sexualities through
knowledge and “truth”, I contend that the imagery of men’s fashion is more of a
scapegoat and a demonized character of consumerism and Edwards’s anxiety. His
claim that the pervasiveness of imagery of male fashion seems to be out of control is
more of a speech of the masqueraded patriarchy and compulsory heterosexuality
inscribed in social norms, acting out its domination through various aspects in
construction, whether through Marxism or studies of sociology. In this sense, the
projection of youthful masculinity seems to be a manner of historicism. Yet, instead of
being nostalgic, as in Jameson’s argument of postmodern condition of amnesia in
society, the projection is recurring as a sign of crisis in society as a manner of
Retro-modernism, as argued by Buxbaum (1999). Such a manner of projecting
masculinity in European high fashion is rather envisaging the phantom of Other in
male identity in the social realm, for Edwards’s anxiety in divisions of men and their
bodies continues to haunt his interpretation of images in fashion.

If the Retro-modernist contemporary fashion can be projected through the
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manners of masquerade, then on the surface, it evokes Edwards’s anxiety when facing
fashion and capitalism, as his sense of helplessness of human reason and subject longs
instead for the old-time stability and norms; whereas, such anxiety in fact can be seen
as the return of abjectness in Evans’s critique of transition in modernity, that for
Edwards as well as society, this is a return of a demonized and feminized Other,
outsiders or repressed in the construction of collective masculinity. Spectators, while
facing the non-sexual fashion imagery, are confused by the sense of loss of being male,
since this imagery, instead of reflecting the male prowess of consumerist fantasy, in
fact projects the dereliction in Western society with the powerlessness of being
omnipotent.

Such sense of loss is metaphorically a symptom of orthodox masculinity, and
Edwards’s clueless anxiety is also a symptom of amnesia of society, caused either by
trauma or repression. It is therefore my main concern to retrieve such “dereliction” of
masculinity in society, and further to argue that man-boy, appearing as the scapegoat
of social abjectness in Edwards’s reflection as New Lad, rather projects the
domination of patriarchal “Man” in masculinities behind social norms. The imagery
of man-boy helps us to memorize the once forgotten or ignored and to understand
better what a contemporary male identity is.

For Evans, when Parisian prestigious fashion houses start rejuvenation, this
marks an instable transition of modernity that strives to call for a change. Her
observation echoes with what Rees-Roberts (2011) points out: that when the CEO of
LVMH Group, Sidney Toledano, hired Slimane from Yves Saint Laurent, which
belongs to the rival group, Gucci in Italy, following the logic of John Galliano’s
rejuvenation of Christian Dior women’s wear, it was a rather audacious decision of

being experimental. Not only because that men’s market was “new” to avant-garde art,
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but also that social concepts of male identity and dress codes were, as suggested in the
previous chapters, normative and constantly biased by compulsory heterosexism and
the mythical construction that men’s fashion should be inconspicuous, utilitarian and
socially accepted. As a consequence, when such a prestigious fashion house as
Christian Dior cooperates with a new designer, Hedi Slimane, for the launch of its
menswear, Dior Homme, it is equally a rejuvenation for the male market inside the
logic of capitalism as well as an artistic projection of Western male identity for
fashion itself and for future social prospects, at the risk of being more marginal and
rejected. Such experimental, marginal and perhaps “unhappy” rejuvenation in
reducing silhouette, according to Rees-Roberts’s observation, is however significant
and reflective of the social transition that “Slimane has been the defining name of the
past decade in men’s fashion, streamlining and formalizing the iconography of
masculinity through his adoption of the skinny ‘man-boy’ look from popular music
cultures, notably UK indie-rocks” (2011, p. 87). The paradigm shift of Dior Homme is
further viewed as a benchmark in menswear tailoring, according to Karl Lagerfeld,
who once said that he has to lose weight to fit the design of Silmane,** as well as a
prophecy of transition in masculinity.

Since the typical “Dior Boy” look is made up of “bum-freezer jackets,
round-collared white shirts, pointed shoes and narrow 17-inch trouser bottoms,” in
opposition to the former looks of Christian Dior Monsieur, which is known for the
“inconspicuous tailoring and its sporty outfits designed for the yacht club” (Chenoune,
1993, pp. 263-72; Lister, 2006, pp. 22-38 as cited in Rees-Roberts, 2011, p. 87), this

paradigm shift brought by Dior Homme symbolically proclaimed the French

2 As the introduction of Hedi Slimane on Vogue UK points out, Hedi’s design is favored by Lagerfeld.
Vogue UK. Hedi Slimane biography. Retrieved February 20, 2012, from
http://www.vogue.co.uk/person/hedi-slimane
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Revolution of masculinity in menswear had begun and the first battle took place in the
house of Christian Dior. And as a bad boy, man-boys’ body masquerades their potency
to rebel against their fathers, behind innocent looks. As an heir to Monsieur Christian
Dior, this skinny and youthful “Dior Boy,” turns his back on his affluent precedent,
Monsieur Christian Dior French gentleman from leisure class, renounces his heritage
and embraces the subcultural world of Indie-rock music.

According to McRobbie (1994), pornography “could be taken as a kind of
cultural barometer . . . and as a potent resource for the shock tactics of the punk
subculture in the mid-1970s, renders it a particularly plastic and mobile form” (pp. 87-
88). As a consequence, | contend that contemporary European menswear perhaps
acquires the competence of challenging society by adopting the two themes at the
same time within the capitalist, feminized commodity against the human but
phallocentric Marxism. Back in the study of Mort (1996), he has argued that punk and
subculture in the UK is an inspiration for men’s fashion for designers like Vivienne
Westwood in the last century (p. 30). And in this sense, Slimane’s “Dior Boy” look is
not so much “progressive” but postmodernist, since he built up his “Dior Boy”
aesthetic through his recuperation of the English Mod style throughout the late 1950s
to the early 1960s, and the inspiration of subcultural Mod style itself is an
appropriation of Italian formal style (Rees-Roberts, p. 87). Yet, his design and
projection of male imagery is however modernist because the look is a challenge to
the classic aspirational paradigm in menswear fashion, as the main dress code for men
and masculinity has remained the men’s suit for the whole Western trajectory,
according to Craik, who argues that “the suit has remained the basis of the male
wardrobe throughout the twentieth century” (1994, p. 189). This Western “uniform”

for “Man”, namely the corporate power and success look of suit for the middle-class
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upwardly mobile male, is the main basis of Edwards’s argument of men’s identity
projected through fashion. This uniform, however, in his critique connotes
aspirationalism and perhaps echoes Molloy’s (1975) contention that the fashion
industry is based on the capitalist creed of greed and cruelty in Dress for Success.

As Edwards argues, “suit still makes the man most completely” by especially
highlighting “its incongruity on a boy” (1997, p. 22), then Dior Homme rather
projects the Western masculinity in Retro-modernist dereliction and loss against the
sleek capitalist aspirationalism in the subcultural Street styles, as Rees-Roberts points
out that “Slimane essentially reduced the morphology of menswear by superseding the
casual, unstructured suits dominating men’s formal wear since their introduction by
Giorgio Armani in the early 1980s™* (2011, p. 87). Furthermore, the “Dior Boy”
questions the very essence of orthodox masculinity by ironically exposing his
compliance to the effeminate and demonized consumerism against the austere and
misogynist, modernist Marxist masculinity, and his dress code marks unsophistication
and incompetence instead of power, success, maturity or virility.

This “Dior Boy” is a consumer of rock or punk music and style; moreover, he
finds his own definition of masculinity, other than hinging on the binary opposition to
Other, — the glamour of rock music as a substitute for the phallocentric, middle-class
Masculinity. In Simpson’s (1994) understanding, rock and roll is rather a “male

glamour™:

[t]hat it is a form of drag is almost a commonplace. And as with drag, the

glamour of rock and roll is controlled by travesty and misogyny. Travesty is

3 1t will be misconception for this thesis to say that there is no more suits in Parisian menswear, rather,
the projected silhouettes of boys in full suit is no more omnipotence and aspirational. Suits are also
deconstructed with single blazers and become items to “play” with in mix-and-match, like a boy who
illogically clashes his toys together.
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there in the carnivalesque world of rock and roll, where Dionysus is
worshipped and authority i1s mocked: glamour is permitted because it is “far
out”, and “zany”’; it rebels against humdrum suburban life and upsets your
parents. Misogyny stabilizes this male glamour as entertainment, preventing

it from spilling over into revolution. (Simpson, 1994, p. 237)

This is not to say that contemporary European male fashion is glorifying
misogyny against the female, since their use of male models is not so much for
representation of patriarchy. Rather, I wish to show that it is a travesty, or the
carnivalesque masquerade of anxiety that reflects the misogyny in social norms and
the social conception of masculinity. As Simpson continues to point out, “teenage
boys are required to confront the feminine or else to jeopardize their successful
graduation into manhood” (p. 238), then the imagery rather envisages the anxiety and
powerlessness of teenage boys in their coming of age, since nowadays, masculinity is
no longer stable and secure, while the collective phallocentric masculinity seems to be
dominating.

This theme is especially obvious in the Southern Korean Paris-based brand,
Wooyoungmi Spring — Summer Menswear 2011 advertisement campaign (figure 49),
for the use of male model Mathew Hitt rather projects the wish for puer aeternus in
coming of age instead of male virility and maturity. On the head of the contemporary
“Le Petit Prince” is his “crown”, yet instead of furnished with the socially
conventional treasures of gems and gold, it consists of toys, and such use of a youthful
theme invokes the sentiment of loss of innocence at the coming of age.

After the arrival of the millennium, Parisian fashion designers continue to seek

their inspirations through youth themes and subculture, especially in the realm of rock
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music. Cases still succeed with this “cooperation” between fashion and luxury brands
with (UK) rock-inspired designer tradition: such as the renewal of Balmain Homme
by Christophe Decarnin, and Givenchy by Riccardo Tisci, as well as Lanvin by Lucas
Ossendrijver in search of a new approach of projecting male imagery. These
rejuvenated Parisian men’s fashion brands allow youth subcultural elements, which
are “‘other” to the social norms, to emerge as abject and in horror of a “degenerating”
conception of masculinity. For instance, models with tattoos are common in Parisian
runways and advertisement campaigns, such as Ashley Stymest, who debuts as the
cover boy of Vogue Hommes Japan in 2008, photographed by Slimane, and later
opens for Balenciaga Spring — Summer 2009 (figure 50). Rick Genest, who is known
for “Zombie Boy”, is used in Mugler Fall — Winter 2011 Menswear (figure 51). Full
of tattoos, his cyborg and corpse-like figure is the biggest challenge to middle-class
values, and the overall tattoo, enable his body to appear as a canvas of his own,
suggesting a self-made artist. Being once homeless,** he seems to be a contemporary
Marxist hero, yet even his figure, with all implication of gothic and death, is full of
challenges to the advocates of Marxism in the social norm, for he seems to
over-perform the working class masculine tropes and becomes too aggressive, or too
“individual” in Edwards’s sense, for the social conception of masculinity. He is the
abjectness of social norms, like that of punk back in the 1970s.

To conclude, Man-boy can also be seen as the temporal Marxist hero in
capitalism, performing tropes of rebellious and defensive masculinity. He is equally in
economic inferiority and subordination in the social conception of masculinity. Such a

character of neo-Romanticism as a male in an enforcing regime of capitalism, he

* Roberts, F. (2011, March 11). Unmasked, the tattooed freak who's become Lady Gaga's new best
friend (but it turns out he's really a mummy's boy). Daily Mail. Retrieved from
http://www.dailymail.co.uk/tvshowbiz/article-1364762/Lady-Gagas-Born-This-Way-star-Rick-Genest-
covered-skeletal-tattoos-unmasked.html
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seems to be inquiring into the “authenticity” of “Masculinity,” probing behind the
Western monochromatic identifications of Man, which is internally inscribed with
middle-class ideology, and also reflects the normalcy of society’s concern or control

over youth, whether they have “gone bad” or not.

2. Italian neo-Romanticist performances: glam rock and luxury

Rejuvenation, and the almost standardized use of youthful male models are the
most representative characters in contemporary European men’s fashion. And since
the revolutionary Dior Homme rock style almost took over the world of men’s fashion
by storm, the wheel of consumerism leads these juvenile Milanese brands to the world
of subculture and at times, blends it with their own homosexual tropes. Examples can
be found in the diffusion lines of prestigious fashion brands, which are launched
during the 1990s and 2000s, ranging from D&G by Dolce & Gabbana, C’N’C from
Costume National, Versus from Versace, etc. Not only were these diffusion lines
successful in their marketing in the 1990s and 2000s for being lower-priced, these
youthful designs received reputations worldwide during the Milan menswear fashion
week.

With the influence of “Hedi-slimanization”, the marginality or Retro-modernism
in street style and subculture has also provided the creativity for the Milanese
commercial fashion houses, and as previously mentioned, the fashion industry is
always swaying on the edge of profit-making and art-creating at the same time.
Besides, as Evans has argued, “[f]ashion imagery, itself semiotically unstable, thus
fixes images of instability and change, but in ways that destabilize conventional

history, and run counter to the idea of coherent narrative” (2003, p. 12). In her sense,
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there seems to be instability behind the glamorous imagery of Milan menswear as a
whole.

With this internal instability in between the punk-rock, Parisan-inspired slim
boys’ look and the Milanese suit look, Italian man-boy’s performances can appear as
opposed to or conforming to the logics and social conception of orthodox masculinity,
and his performances can also be a banal celebration of aspirational masculinity in
capitalism against classical Marxist Masculinity or even be in a mode of reminiscence
at the turn of modernism, by evoking the trauma of lost manhood/boyhood/youth.

Since man-boy is a capitalist and instable modernist character who embraces
commodities, in my point of view, he can also question the masculinity in classical
Marxism and all-American bias with his idiosyncratic dress styles, by mirroring the
internal paradox in Western historical trajectory through a construction of exclusion of
Other. Contemporary Milanese brands, with their artisan of suit-making, (re)turn to
the subcultural masculinities in the orthodox trajectory, and constantly incorporate

these Other tropes in their design, as Craik argues:

expressive (individual or idiosyncratic) male fashion has been confined to
particular groups and “subcultures,” such as “gentlemen,” gays, popular

entertainers, ethnic groups, popular subcultural groups. (Craik, 1994, p. 179)

In such a manner of Retro-modernism, themes from subculture are rejuvenated
and revived. For instance, the contemporary designer for Gucci menswear, Frida
Giannini, constantly amplifies “feminized” themes of extravagance in her projection
of masculinity: such as the Hawaiian “playboys” with the floral prints as well as hot

pink flamingoes and cerulean, minty blue cardigans in Spring — Summer 2009
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Menswear collection (figures 52-1, 52-2 and 52-3); “profligates” dressed in
re-interpreted, extravagant folklore Russian tapestry, still appear tormented with their
vampire-like pale skin, androgynous smudged eyeliner and feminine foxy gazes in
Fall — Winter 2008 Menswear collection (figures 53-1, 53-2 and 53-3); and the retro
themes of extravagance, “inspired by 70s glam and stylish rock stars” (Hellgvist, 2011)
in Spring — Summer 2008 Menswear collection (figures 54-1, 54-2 and 54-3).

Similarly in D&G, the extravagant and stigmatized styles of European nobles are
also infused with rejuvenation for its Fall - Winter 2009 Menswear collection as well
as their farewell Spring — Summer 2012 Menswear collection (figures 55 and 56 as
well as clip 4). The theatrically furnished styles of these pea-coats, trench coats and
shirts, printed with neo-Baroque graphics or foulards are a challenge to the normative
Man in Anglophone concept. The projection is reminiscent of the European court style
like that of Macaronis, with the challenge to the austerity of Man, which secretly
reveals the tensions in orthodox conceptions of masculinities between Victorian and
European nationalism.

Dressed and styled expressively in neo-Baroque or neo-Romanticism, the
imagery of Milanese man-boy summons the demon and effeminacy of expressive
styles that is essentially the orthodox abjectness in the conception of masculinity, in
the projection of misogyny and xenophobia and recurs on the youthful man-boys
around the globe. And such projection envisages the inscribed symptoms as a
reminder of the historical tension between Anglophone and European, inquiring into
the contemporary context definitions of masculinity.

I wish to argue that Italian juvenile brands not only project masculinity with
Latin macho tropes such as toned musculature, sex and soccer as their masquerades,

but also with the infusion of club culture and other forms of subculture as a Utopian
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prospect in globalization, albeit in a commodifed form. For instance, subcultural and
Bohemian themes are recurrent in D&G, and in the Spring — Summer 2005
advertisement campaign (figures 57-1, 57-2 and 57-3), youth is projected with loss
and alienation. However, in their Spring — Summer collection in 2008 (figures 58-1,
58-2 and 58-3), the rugged jeans in dusty beige, black and gray color, along with punk
rock styles of rivets and nails and anti-war signs altogether make up the historicized
style of the hippie, which has almost been “dead” in America. These “retro-hippies”,
or “designer-made flower children”, which might be closer to the context with large
use of flowers in the photo, happily draw on the historicized-American anti-war
protest and against-imperialism with the reminiscence that it has been long gone. In
the contemporary context, these designer-made flower children in D&G are rather like
the good kids in social norms, implied by the print of teddy bear onto the t-shirt,
reminiscing hippies at parties with their dancing to the music in the vestige of
Bohemianism, as suggested by the fragmented mirror images of green pastors and
palm trees, implying pieces of broken American Dreams. Youth can also remind the
contemporary males of the lost innocence and purity in childhood, albeit constantly
involved with the joy in American consumerism. The recurrent characters of Mickey
Mouse, Felix the Housecat and Coca-Cola in D&G Menswear (figures 59-1, 59-2 and
59-3) is another American dream which is an “eternal imagination of America” rather
than the real America itself. And since it is based on fantasy, one can stay “young” in
fantasyland, like Disneyland, with “connections” to American Dreams in
consumerism. If the dream of Marxism fighting against the capitalist hegemony has
been shattered, perhaps only in this manner can such American Dreaming be least
harmful in the American-influenced globalization, because it accepts spectacles of joy

and affluence and compromises for the mass consumerist, like the commercialized
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Christmas to children around the globe.

On the other hand, I wish to argue that man-boy also acquires the agency of
mimicking a Man by adopting the conventional and dualist gender tropes, for instance,
violence and dominance, in a miniature of rules of activity and passivity in society.
The theme of violence can be projected onto the gangs of contemporary “hippie youth”
or “bad boy” in sex and violence in a male homosocial context, and such theme is
frequently seen in Dsquared” and Frankie Morello (and at times mixed with
homosexual tropes). In Dsquared” Fall — Winter Menswear 2010 collection and
runway (figure 60-1, 60-2 and clip 6*), the theme of ice hockey infused with gangster
violence and popular punk becomes central with the use of make-up techniques. Fake
bruises and blood ostensibly are the reminiscence to the lost working-class manhood,
which now seems no longer able to be violent and to rebel against capitalism and in
the homosocial context, in fact is the reminiscence to the potency of shock adopted in
street culture with the glamorized styles onto youthful boys, with the background
music performed by popular punk band, Tokio Hotel.

As previously mentioned, Retro-modernism retrograde and rejuvenation marks
the emergence of a recurrent repression, and Edwards’s anxiety and discomfort
toward such a commercialized version of “New Lad” masculinity is still obvious in
his criticism of the masculinity of New Lad, as he assumes the shifted image from
“New Man” to “New Lad” is rather a retrograde step, losing the characteristics of
caring for and nurturing the family and focusing on the narcissistic care of his
physicality and hedonism. In its Fall - Winter 2012 Menswear runway (see clip 7*°),

with the use of Pink Floyd’s “We Don’t Need No Education”, as well as the setting of

* Fashion Brands Info. (2010, June 2). Dsquared2 Fall — Winter Menswear 2010 runway [Video file].
Retrieved from http://www.youtube.com/watch?v=mkW2QfdfY fc

* Fashion TV. (2012, January 22). Dsqaured2 Fall — Winter 2012 Menswear runway [Video file].
Retrieved from https:/www.youtube.com/watch?v=Ys10gN3ORyk
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a classroom, the theme of youth is used, and still in reminiscence of lost boyhood and
mischievous rebellion. The youthful male models perform the best they can to offend
the social norms: not only do they pass notes and throw paper planes before class, but
also smoke openly on the runway, in the contemporary context that smoking is largely
banned in the European Union, throw the cigarettes and step onto them so
dramatically, like that of a street gangster. Despite the provocation of the degenerate
being severe from a social rhetoric point of view, they do not intend to glorify
rebellion, violence and dominance, since their “beautified” mimicry of Man in a
temporal status of adoption keeps them away from being seen as the eternal and stable
Man (or simply because they are awkwardly looking too young, glamorous and rich
and too designer-made to be real gangsters, and ironically this makes them appear like
fops). Such performance invokes provocation just like Edwards’s repulsion that this
provocative “New Lad” needs education, regulation and discipline in social norms;
nonetheless, it reveals the internal paradox of masculinity for his adoption of these
age-old tropes of masculinity from social concepts. Perhaps such provocation from
social rhetoric is not only because some models look so young and innocent, but also
appear like most men in the world before the ban on smoking in public. Furthermore,
look Nos. 18 and 20 (figure 61-1 and 61-2) worn by the older models, Sebastian Lund
and Elbio Bonsaglio, appear as representation of a teacher and a coach, and altogether
project the maturity of Man and the authority of mentor and father. In the context of
economic depression, even education budgets are cut, and the degeneration itself
projects the school system now being jeopardized as alarming: this is what our future
will be. They not only project the loss of “father figure”, but also secretly reveal the
fact that contemporary boys need and long for better role models in our shaky

education system, which is hinging on the normative Man and making them “another
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brick in the wall”.

I would like to further argue that such “retrograde” of male imagery in D&G,
Gucci and Dsquared” marks another crisis with a modernist transition to “new” male
identity for rewinding to the temporal moment (if there is one) when a boy becomes a
“Man” in contemporary society, with symptomatic prospects of the future. As Evans
argues, fashion imagery can equally act out loss, then with themes of youth and sex
combined in a symptomatic manner, the projection acts out this trauma from Man,
disquietingly envisaging the helplessness and hopelessness in our future generation of
boys. In the advertisement campaign of D&G Spring — Summer 2007 Menswear,
taboos of post-human issues have been utilized within a homosocial context (figures
62-1 and 62-2). The muscular Brazilian male model, Miro Moreira, in the center of
the figure, sits on a gynecologist's chair with his legs and hands spread out, with a
large spotlight at the right of the figure, similar to a medical examination. Yet there
does not seem to be any doctor or nurse present, and Moreira seems to be
accompanied by his gang. The other pictures give more clues: it is a prospect to future
human re/production other than the natural birth-giving, in post-human homosocial
context that transcends sexualities. This collection is also historicized, colludes with
nostalgia in American Indians and futurism. Perhaps only in this amnesiac manner can
the compulsory heterosexual “Man” be eliminated from his inscription in the orthodox,
for he has no “love object” to dominate and his phallus is rendered useless.

In the Dsquared” Spring — Summer Menswear 2008 (figures 63), sex is also
projected as a loss. As the male model Sean Opry theatrically performs the activity of
male sexuality (to a substituted object by masturbating), he seems to be in a taboo of
premature sex against the social normalcy of virility and phallocentric Man. And by

performing sexual activity on a plastic disembodied mannequin which is not even
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gendered, his performance is equally a parody and a symptom of social norms of
sexuality. Since he is a man-boy in a coming of age, social repulsion at his sexual
practice rather reflects the trauma in processes of “overcorrection” in social normalcy,
which forces the adolescent’s sexuality through a series of constructions. He can even
be seen as a post-human character, as another female model is also seen with her
mannequin and sexual performances. These disembodied and abject mannequins can
be viewed as modernist transitions of horror, that human sexuality can even be
simulated and done all by oneself or transmitted without physical contact and
“authentic sexual acts.” They may also be projecting the symptomatic sexual addicts
with speed and crash, like in David Cronenberg’s Crash (1996). Such “pervasive”
performances of “masturbation” or sexuality are, however, reflecting the trauma
caused by compulsory heterosexuality, which is hidden behind the normative romance
of mature, domineering and active male sexuality, in relation to adolescent females
being viewed as love objects.

I wish to argue that such instability of nostalgic imagery not only marks
complexities of masculinities and male identity, but also transcends the eternal, stable
and reasonable truth of “Man”, which is disguised as the normal, human and social as
argued by Easthope (1986). Despite all the temporality and paradoxes of the imagery
of man-boy, it nonetheless reveals nervousness of “deviation” as the masqueraded
psychopaths of univocal Man, with the almost delirious social demands of normalcy
in the conception of masculinity since the turn of modernity, which is always haunted
by Other. At the same time, the temporality of these looks, whether through the youth
and even childishness of the contemporary design, the adopted youth street style,
music taste or even the boyishness of physiques and faces of the male models,

altogether mark a modernist stage of transition in “being male” that inquires into and
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challenges the identity of “man” thorough the ill-defined and even arbitrary
“masculinity” in social norms. By dressing up sexually ambivalently and socially
expressively, man-boy temporally destabilizes essences of gender/sex for male
identity, whether defined by inner/outer, active/passive or homosexual/heterosexual

and looks forward to the masculinity in the modernist transition.
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V. CONCLUSION:

Contemporary male identity in European men’s fashion and modernity

A. “Where do we go from here?” : prospect of masculinity to the future

As a reader of high fashion imagery, I have been deliberately keeping my stance
in a gap that is neither sociological Marxist critique nor pure art historian study of
designs. Being in such stance is not to deny the fact that for most males in the society,
these fashion designs are not so affordable. And neither am I justifying for the fashion
industry and overlooking the fact that they are in a hegemonic stance of capitalism or
sometimes elitist. For instance, John Galliano’s spectacular designs have rejuvenated
the image of Dior Ready-to-wear with his fantastic projection of rock and subculture,
yet his racist anti-Jewish discourse ironically exposes his elitism and perhaps as a
miniature of hypocrisy of the society.

However, we must recognize the inscription of Man from compulsory
heterosexism and patriarchy, in disguise of “human, normal and social” at every realm
of our society. Back in Virginia Woolf’s To the Lighthouse, she has described such
Victorian dualist gender’’ already being in a transition in modernity. As Craik (1994,
p. 199) has mentioned, men or women in the world have resisted men’s fashion with
all kinds of reason. Yet, fashion, just like every kind of consumption in the society, is
with a cause and a reason for our civilization, and should not be reduced by elitist

intellectuals as frivolity or banal subordination to consumerism but perhaps needs

7 The dualist Victorian gender roles is projected through human, social and civilization that it is the
male Mr. Ramsay who acquires the Cartesian reason as human to explore, experience the Western
world, and the masculinity of Mr. Ramsay is projected in his anxiety of loss in human civilization, yet,
such macrocosm gaze fails to see the tormented Victorian females in struggle with ideal femininity.

118



more study because of its demonized and feminized character in the historical
trajectory of Western modernity.

Despite the fact that Edwards refutes the masculinity of New Lad in Marxist
critique, his anxiety nonetheless reveals the internal conflicts of social conception of
masculinity: if social conception of masculinity/femininity is projected through
aspirational themes or “enduring sex symbols” in fashion and other themes are either
uninfluential or marginal, is it the whole fashion industry’s fault to be the accomplice
of such social norms to project these themes? Or our social conception of sex/gender
is simply wrong, and always misled by consumerism, compulsory heterosexism and
racism? Or simply the process of social conception of masculinity is hegemonic?

Such ideal “Man” is already inscribed with the combination of heterosexism and
capitalism in social/cultural norms, and will constitute paradoxical sets of binary
oppositional relations for all men, within each constructed hierarchal order lies the
internal conflicts between men and their masculinities, and there will never be a man
“masculine enough” in this power. Contemporary men are now in the backlash of the
revolutionary second-wave feminism, whether they conceive this fact or not. Yet,
while insisting on being “new men” in the challenge from feminism, men are
constantly haunted by an ideal of phallocentric “masculinity”, confronting them with
their desires in relation to women and gaining acceptance by the society. The younger
generation of men, now caught in between old and new, are constantly being pushed
and pulled by demands which lead to multiple directions of masculinities, whether in
sexualities or social roles. Such dilemma can never be solved with Marxist critique,
and a relation of class antagonism will only lead to self-hatred and self-destruction, as
Bordo (1993) has recognized from the silhouettes of anorectic women in her
symptomatic reading of female pathology. Silhouettes of contemporary Peter Pan is
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then the symptomatic reaction in inquiring what women want from contemporary men
if masculinity now no longer defined omnipotence or virility. These images are even
asking men who they are when patriarchal and phallocentric definitions of masculinity
are lost.

It 1s in this sense that these symptomatic and disquieting imagery can be viewed
as modernist in Evans’s critique, and such perspective is also used in this chapter to
highlight the main concern in this thesis of viewing such projected masculinity in
contemporary European fashion in order to disengage both the universality and
applicability of phallocentric and over-emphasized, if not monochromatic,
musculature of male aesthetics that overrides the plurality in the West and alterity in
sexualities.

From Evans’s perspective, retro-modernism seems to be a symptomatic prospect
to the future. Yet, such manner is also “two sides of one coin” that “it can be seen as
an introspective search or a retreat back into the past” (Buxbaum, 1999, p. 166). I
would like to further draw on Martin’s (1997) perspective that when we face these
images, “we seem to oscillate between fashion’s welcoming and wheedling and
fashion’s rebarbative insult. Either way, we are assured of fashion’s paradoxical
intensity: we feel certain that we will be flattered or faked out, reinforced or rebuked,
won over or run over” (p. 310.) In contemporary time, new technology or cultural
forms in transition are disquieting for signifying possible retrograde, which projects
our obsession with or even addiction to fame and empowerment in virtual worlds.
These new cultural forms, on the other hand, can also mark rejuvenation in transition,
such as the use of wireless technology onto mobile phones blossomed in the Arab
Spring, enabling people’s revolution. And the fashion system has always been able to

respond to certain needs in introspect to the future albeit always being engaged with
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popular culture. For instance, as the artisan Italian brand which projects masculinity in
the traditional suited gentlemen image, Valentino, in its Fall - Winter 2006 Menswear
runway (see clip 8*%), has made a tribute to the queer cinema, Brokeback Mountain.
At 4:49 with two of the most iconic male models Tyson Ballou and Will Chalker
walking hand in hand in leather blazers and cowboy hats, and interestingly, the
runway has also included a boy-toy or gigolo at 6:58. The overall runway implies a
transition to the future in the capitalist cosmopolitanism, with people from all races,
sexualities or occupations traveling internationally, yet it also projects the horror of
modernity: who is able to go onboard, and who is left out at the boarding gate? Who
or what has landed? What is the destination after the take-off?

Edwards’s return to criticism of “classical traditions” in this sense marks more
retreat than progress. And my contention is strongly against such pessimism or
cynicism which calls for a here and now solution but overlooks the recurring themes,
because we can never deny history or simply overlook the silent trauma as marginal to
the society. Moreover, from the Foucaultian perspective, to resist a certain power is
neither as simple as a pure classical Marxist antagonism, which simply marks out a
group as the representative of hegemony, since the power regime is inscribed
everywhere in the social system. Nor is it as oblivious as an eternal state of amnesia
which nostalgically retreat back to the history and calls for transience, because the
recurring theme is a sign to make amends for the trauma that has been caused. If
fashion imageries are internally unstable, then our prospects of viewing fashion
relation to ourselves and the society should also require new sensibilities which are
two-faced, rather than univocal. No longer is Man able to hide behind patriarchal

masculinity masqueraded by the social normalcy, elitist Cartesian rationality or

* Fashion TV. (2007, July 6). Valentino Fall — Winter 2006 Menswear runway [Video file]. Retrieved
from http://www.youtube.com/watch?v=jen AV8yDp24
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commodities in capitalism society which signify phallocentric power: social class,
sexualities and wealth.

There will be more “symptoms” to come, in male sexualities and gender roles,
and will continue to be envisaged in fashion imagery. In the wide adoption of
second-wave feminism in education and social rhetoric, imagery of Peter Pan in
contemporary men’s fashion is now provocatively checking the society of real
equality in the aftermath of feminism when activity in social/sex/gender role is now
taken away from masculinity. Or is patriarchy still inscribed in the Western social
norms of masculinity, whether from perspectives of female or homosexuals, that such
mechanism through phallocentric projection of omnipotence and virility onto men has
never been eliminated by second wave feminism?

Imagery of man-boy can be a retrograde with all the renunciation to traditional
male tropes and the celebration of consumption and idiosyncratic fashion. However, |
tend to hold an optimistic view of man-boy as a prospect to the future: a man is
willing to accept himself with the awareness of Man, as the Brazilian male model
Alexander Cunha has pointed out in his interview (see clip 9*°): “. . . [y]ou got to be
yourself, ‘cause handsome guys are like thousands and thousands . . . It’s not what
makes [a] difference.” It is perhaps the best part of a transition to the future and leaves
the eternal, the normal, the social and the monolithic Man behind, since youth implies
a new beginning. Such prospect in fashion imagery is certainly Utopian, yet it is also

worth trying.

* See Cunha’s speech at his casting at Smalto in Pernet, D. (2011, January 31). Glassloves: Alex is
coming [Video file]. Retrieved from http://www.youtube.com/watch?v=NOr_exetlhs
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B. “The best is yet to come”: hybrid man-boys in globalization and

consumerism

My perspective has also given me a spectrum of Edwards’s anxiety as a
miniature of Anglophone social normalcy, striving to maintain the “normal” or puritan
masculinity between the tensions of being in fashion without losing its traditional
codes by accepting, or being “polluted” by the alterity or femininity. However, my
perspective should not be taken as anti-American but counter monolithic American
conception of masculinity in the process of globalization. At times the projection of
masculinity through muscular male bodies in Milanese man-boy may seem
overlapped with American concept of ideal masculinity in fashion, yet it is the focal
point of this part of the thesis to draw on the toned imagery in masculinity in the
Milanese brands as the masquerade of “Latin Lover” rather than in the mass
consumed character of American ones. The traditional cultural/class tropes in
American context are rather different for its own various versions of masculinities
projected onto phallic bodies, for instance, the Marlboro cowboy of American West
tropes, sleek and minimalized looks in Donna Karen, and Calvin Klein based on the
renewed puritan views of the elegance, and the contemporary mainstream masculinity
of college and surfer muscularity developed by American retailer brands such as
Abercrombie & Fitch and American Eagle, which is normalized in globalization and
projected with its own American west coast cultural and geographical context.

In fact the emergence of “Hedi-slimanization” has already influenced American
menswear brands in recent years, and it is such European modernist reaction of
man-boy in a creation of masculinity as “something else” that the thesis is focusing on

rather than the postmodernist mass consumption of obsession on phallic bodies,
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because the accomplices and relation between the American masculinity projected in
fashion and patriarchy are still envisaged on the phallic musculature with the
concealment of puritan assumption of fashion and masculinity, and have already been
juxtaposed in the previous chapter on the European modernist reaction to
normalization from homosexuals to heterosexuals. These phallic tropes of masculinity
have been largely incorporated with the leading role of American culture in the
process of globalization, from Europe to the rest of the world and are projected with
imagery of college boys and surfers in celebratory display that are ostensibly naive,
happy, shiny and empowering. Yet in fact, they are imagery of “hypocrisy” as Evans
has argued (2003, p. 7), that overlooks the entirety of human as well as Orthodox
masculinities, and banal as the spectacle of consumerism which leads to disillusion
with sense of loss, or simply contributes to hegemonic aesthetics in full concentration
on those chest and abdominal muscles. On the other hand, Italian tropes of
masculinity, such as the cultural “Italian stallion”, remain in struggle in the tension
between Latin and Victorian, homophobic and activo tropes of culture and masculinity,
and sometimes bearing the stigma such as “gigolo”.

Consequently, it is rather through my stance in a gap that such bias or hegemony
in the West can be envisaged. Yet, I have been using a vague classification of phallic
and non-phallic as critique of masculinity between Italian and American as the
internal “blemishes”, and such classification should not be reduced. Instead, we
should keep the internal instability in conception of Western masculinity. I have also
seen man-boy as a strategic character of mimicry in a stance of hybridity and
ambivalence, that inside the gap of internal paradoxes and instabilities of the system
resistance be achieved as disturbance. Though the calculated

cross-cultural/transgender dressing in menswear has been a recurrent theme in
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European fashion, it has yet been adopted by the mass and the social norm and
remains in the margin of modernism.

Other than the rise of hybrid ethnic male models with their diasporic experiences
in Southern America, Asia or the Other in the West, namely Eastern European
countries, our mapping of the world seems to be changing. The male fashion industry,
with the ultra-sexual, full of boyishness and popular Milanese brands such as
Dsquared’, Frankie Morello, Moschino, the Italian gentlemanly Giorgio Armani,
folklore Missoni, and the glamorous consumerist Gucci on one hand; and the
rebellious Parisian avant-garde and rejuvenated fashion houses, such as Yves Saint
Laurent, Balmain, Givenchy, Balenciaga and Lanvin, as well as the artistic
counterparts in Antwerp and the rest of Europe, ranging from Victor & Rolf, Raf
Simons and minimal Prada menswear, to the brands with Asian authorship such as
Kenzo, Comme des Garcons on the other, altogether project the instability and fluidity
beneath the shifting morphology man-boy. In such projection of plural and sometimes
self-contradictory images of European man-boy can one see the identity for being
male: it is always spread out as what Freidl has observed.

In the D&G Fall — Winter 2005 Menswear collection the two designers have
already envisaged their prospects for male identity with the infusions of subcultures in
different historical trajectories of Western civilization, and these clothes are wearable
and practical without being too “mainstream”. The large use of soft fabrics such as
wool, velvet in blazers, ruffle-fronted shirts, long scarves with tassels all remind us of
the European dandy and gentlemen style, while the sweaters with Baroque graphic
give glimpses of European self-expression; yet at times the blazers collude with
washed jeans as smart casuals, enabling spectators a glimpse of contemporary work

roles (figures 64-1 and 64-2). The large and washed t-shirt with print of the word
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“rock”, the leather trousers and biker jackets project the defiance of street culture; yet
the V-neck printed with hearts (see 64-3) and the roses at their buttonholes at the
finale, are references to “Flower Power” and “Latin Lover” (figure 64-4). The
projection is a fusion of men in all times in the West. On the other hand, Miu Miu
Menswear which is uniquely known for its romantic and adorable look (figures 65-1
& 65-2), projects its masculinity in a Retro-romanticism manner, with reminiscence to
heroism without the glorification of Man but represent them with soft, juvenile looks
(figure 65-3). Miu Miu menswear collects and retrieves elements from all over the
world, albeit sometimes in an Orientalism imagination. However, the images of Miu
Miu don’t intend to project the (loss of) male rationality in mystifying the Orient, and
the forms are kept and remerged with newer styles, such as the Hawaiian Japanese
look: the kimono for men being restyled into a shirt, yet the loose sleeves and waist
are kept (figure 65-4). In such playful cultural pastiche and “drag” of Miu Miu, there
is a projection of a cosmopolitan yet instable world for all young males in the West.

The emergence of “retro” methods of fashion creation doesn’t mark the dead of
authorship; rather one is constantly challenged with new sensibilities of such
technique, as it not only closely scrutinizes complexity of culture from various aspects
but also provides the new ways to create art in contemporary society. Our
contemporary social context of engagement in consumerism and new technology then
enables consumers available, affluent materials, that if we use them with the caution
of their possible consequences, we may restructure culture with richer complexity.
Although in Edwards’s contention, money is the key factor to all fashion looks and
the messages of imagery to the society are secondary, and messages for “Other people”
are marginal and perhaps needs another category (or “label” which segregates them

out). And for Edwards’s wider social perspective, the politics of changing in men’s
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fashion will remain ridiculous and in frivolity, because men’s fashion is bound to be
marginal in his imagination of stable suits as social norms of Man, and the alterity of
other looks will remain locked inside eternal and stable Western mapping. However in
2012, in the Swedish retailer and fast-fashion brand H&M Fashion Against AIDS
Spring — Summer advertisement (figures 66-1, 66-2 and 66-3") the message is clear:
a cosmopolitan world full of love, regardless of sexuality and races. Although fast
fashion brands are infamously dubbed as fashion pirates, they do play a bridge of
these “stolen” designs to more consumers with their wider accessibilities. In such a
sense, this thesis would like to end with the last look of a bridal gown before the
finale at Valentino Fall — Winter 2006, and highlight a Utopian prospect: perhaps a
more open mind and love can be our pilot to a hybrid world of more interconnection

and interchange.

%% The advertisement campaign is significant, for the used models are real life lovers, and figure 66-1
also announces the “coming out” of our contemporary youth with the kiss of male models Loammi
Goetghebeur and Mitch Baker.
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Fig. 1-1

Mario Testino (Photographer). (1998). Gucci Underwear 1998 campaign #1
[Photograph], Retrieved October 13, 2012, from:
http://tacobill.blogspot.tw/2010_06_01_archive.html

132



This figure is not available
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Fig. 1-2, Mario Testino, Gucci Underwear 1998 campaign #2, Naples, Galleria
Raucci/Santamaria.

Mario Testino (Photographer). (1998). Gucci Underwear 1998 campaign #2
[Photograph], Retrieved October 13, 2012, from:
http://herculesandorpheus.tumblr.com/post/23200326395/renaud-gucci-underwear-2-g

elatin-silver-print
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Fig. 1-3, Mario Testino, Gucci Underwear 1998 campaign #3, Naples, Galleria
Raucci/Santamaria.

Mario Testino (Photographer). (1998). Gucci Underwear 1998 campaign #3
[Photograph], Retrieved October 13, 2012, from:
http://herculesandorpheus.tumblr.com/post/23200194175/renaud-gucci-underwear-1-g

elatin-silver-print
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Fig. 2-1
Richard Avedon (Photographer). (1993). Versace Fall — Winter 1993 collection
campaign [Photograph], Retrieved October 13, 2012, from:

http://www.malestarfeet.com/members/models/marcuss/MarcusS 20.jpg
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Fig. 2-2

Richard Avedon (Photographer). (1993). Versace Fall — Winter 1993 collection
campaign [Photograph], Retrieved October 13, 2012, from:
http://blog.naver.com/PostView.nhn?blogld=istyleamy&logNo=90103367191&view
Date=&currentPage=1&listtype=0
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Fig. 3

Gucci Spring — Summer 1997 Menswear collection runway [Photograph]. (1997).
Retrieved October 13, 2012, from:
http://www.modelhommes.com/showthread.php?t=3935
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Fig. 4

Mario Testino (Photographer). (1998). Gucci Spring — Summer 1998 Menswear
campaign [Photograph], Retrieved October 13, 2012, from:

This figure is not available
online. Please consult the hard
copy thesis available from
NTNU library and NTNU
GIECT.

http://www.beautifully-invisible.com/2011/02/thank-you-tom-ford-love-fashion-gucci

.html
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Fig. 5

Mario Testino (Photographer). (1997). Gucci Fall — Winter 1997 Menswear campaign
[Photograph], Retrieved October 13, 2012, from:
http://fashion-screen.livejournal.com/156340.html
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Fig. 6

Steven Miesel (Photographer). (2007). Dolce & Gabbana Animalier 2007 collection
campaign [Photograph], Retrieved March 14, 2012, from:
http://mixsoup.blogspot.tw/2012/08/dg.html
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Fig. 7-1

Calvin Klein Underwear 1994 campaign [Photograph]. (1994). Retrieved October 13,
2012, from:
http://www.fanpix.net/picture-gallery/michael-bergin-picture-10122671.htm
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Fig. 7-2
Calvin Klein Underwear 1994 campaign [Photograph]. (1994). Retrieved October 13,
2012, from:

http://4.bp.blogspot.com/-IWZul5UjYpA/T_Fit3gKdII/AAAAAAAANEY/J8CS5_DjU
XDc/s1600/1204-Michael+Bergin+and+Kate+Moss-94.ipg
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Fig. 8

Steven Miesel (Photographer). (2006). Dolce & Gabbana Spring — Summer 2006
Menswear campaign [Photograph], Retrieved March 20, 2006, from:
http://www.dolcegabbana.com/dg/advertising/man/downloads/
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Fig. 9

Steven Miesel (Photographer). (2006). Dolce & Gabbana Spring — Summer 2006
Menswear campaign [Photograph], Retrieved March 20, 2006, from:
http://www.dolcegabbana.com/dg/advertising/man/downloads/
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Fig. 10

Steven Miesel (Photographer). (2006). Dolce & Gabbana Spring — Summer 2006
Menswear campaign [Photograph], Retrieved March 20, 2006, from:
http://www.dolcegabbana.com/dg/advertising/man/downloads/
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Fig. 11

Steven Miesel (Photographer). (2006). Dolce & Gabbana Spring — Summer 2006
Menswear campaign [Photograph], Retrieved March 20, 2006, from:
http://www.dolcegabbana.com/dg/advertising/man/downloads/
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Fig. 12
Steven Miesel (Photographer). (2006). Dolce & Gabbana Spring — Summer 2006
Menswear campaign [Photograph], Retrieved March 20, 2006, from:

http://www.dolcegabbana.com/dg/advertising/man/downloads/
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Fig. 13

Steven Miesel (Photographer). (2006). Dolce & Gabbana Spring — Summer 2006
Menswear campaign [Photograph], Retrieved March 20, 2006, from:
http://www.dolcegabbana.com/dg/advertising/man/
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Fig. 14

Steven Miesel (Photographer). (2006). Dolce & Gabbana Spring — Summer 2006
Ready-to-wear campaign [Photograph], Retrieved March 20, 2006, from:
http://www.dolcegabbana.com/dg/advertising/woman/
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Fig. 15

Steven Klein (Photographer). (2010). Dolce & Gabbana Fall — Winter 2010
Menswear campaign [Photograph], Retrieved October 1, 2010, from:
http://www.dolcegabbana.com/dg/advertising/man/downloads/
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Fig. 16
[Untitled photograph of Vaseline Petroleum Jelly]. Retrieved October 13, 2012, from:

http://www.iswii.net/myswii/showpost/32791
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Fig. 17
Sofia Sanchez & Mauro Mongiello (Photographer). (2008). Costume National Spring
— Summer 2008 campaign #1 [Photograph], Retrieved April 19, 2008, from:

http://www.costumenational.com/season/man-ss-08/
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Fig. 18

Hedi Slimane (Photographer). (2003). Dior Homme Spring — Summer 2003 campaign
#1 [Photograph], Retrieved June 10, 2011, from:

http://thefashionisto.com/campaign-archives/dior-homme-archives/
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Fig. 19
Hedi Slimane (Photographer). (2007). Dior Homme Fall — Winter 2007 campaign
[Photograph], Retrieved November 29, 2007, from: http://www.diorhomme.com
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Fig. 20
Hedi Slimane (Photographer). (2007). Dior Homme Spring — Summer campaign
[Photograph], Retrieved March 5, 2007, from: http://www.diorhomme.com
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Fig. 21

Willy Vanderperre (Photographer). (2011). Dior Homme Spring — Summer 2011
campaign [Photograph], Retrieved March 10, 2011, from:
http://www.diorhomme.com/
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Fig. 22

Parmigianino (Painter). (1534-40). Madonna with the Long Neck [Painting], Uffizi

Gallery, Florence, Italy.
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Fig. 23

Belvedere Torso [Sculpture]. Vatican Museum, Rome, Italy.
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Fig. 24
Charles Gibson (Illustrator). (1901). A/l is Vanity [Illustration], Life magazine
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Fig. 25

Hans Holbein the Younger (Painter). (1533). The Ambassadors [Painting], National

Gallery, London, UK.
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Fig. 26
Lucas Furtenagel (Painter). (1529). The Painter Hans Burgkmair and his Wife Anna

[Painting], Kunsthistorisches Museum, Vienna, Austria
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Fig. 27-1

Steven Miesel (Photographer). (2007). Dolce & Gabbana Cruise 2007 collection
campaign [Photograph], Retrieved January 1, 2007, from:
http://www.dolcegabbana.com/dg/advertising/man/downloads/
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Fig. 27-2

Steven Miesel (Photographer). (2007). Dolce & Gabbana Cruise 2007 collection
campaign [Photograph], Retrieved January 1, 2007, from:
http://www.dolcegabbana.com/dg/advertising/man/downloads/
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Fig. 27-3

Steven Miesel (Photographer). (2007). Dolce & Gabbana Cruise 2007 collection
campaign [Photograph], Retrieved January 1, 2007, from:
http://www.dolcegabbana.com/dg/advertising/man/downloads/
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Fig. 28. Mathias Laurdisen on Miu Miu Fall — Winter 2006 Menswear runway
FirstView (Photographer). (2006). Miu Miu Fall — Winter 2006 Menswear collection
runway [Photograph]. Retrieved February 12, 2008, from:
http://firstview.com/collection.php?id=11151
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Fig. 29

Sofia Sanchez & Mauro Mongiello (Photographer). (2008). Costume National Fall —

Winter Menswear 2008 campaign [Photograph], Retrieved October 4, 2008, from:
http://www.costumenational.com/season/aw-08-09-man/
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Inez van Lamsweerde & Vinoodh Matadin (Photographer). (2011). Wes Saint Laurent
Fall — Winter 2011/2012 campaign [Photograph], Retrieved December 7, 2011, from:

http://www.ysl.com/
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Fig. 31
Urko Suaya (Photographer). (2004). Dior Homme Fall — Winter 2004 campaign
[Photograph], Retrieved June 10, 2011, from:

http://thefashionisto.com/campaign-archives/dior-homme-archives/
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Fig. 32
Mert Alas & Marcus Piggott (Photographer). (2010). Givenchy Fall — Winter 2010
ampaign [Photograph], Retrieved October 16, 2010, from: http://www.givenchy.com/
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Fig. 33
Ben McConnell (Photographer). (2011). Stone Island Spring — Summer 2011
campaign [Photograph], Retrieved March 10, 2011, from: http://www.stoneisland.com
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Fig. 34
Paul Smith (Photographer). (2010). Paul Smith Fall — Winter 2010 campaign
[Photograph], Retrieved October 16, 2010, from: http://www.paulsmith.co.uk
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Fig. 35. Andrej Pejic on Jean-Paul Gaultier Haute Couture Fall — Winter 2011/2012

runway

Elle Online Hong Kong (Photographer). (2011). Jean-Paul Gaultier Fall — Winter
Haute Couture 2012 [Photograph], Retrieved December 3, 2011, from:

http://www.elle.com.hk
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Fig. 36

Willy Vanderperre (Photographer). (2010). The glamorous return of Frida Giannini's
Gucci #1 [Photograph], Arena Hommes Plus (34). Retrieved December 3, 2011, from:
http://morphoman.blogspot.tw/2010/11/arena-homme-34-part-2-andrej-pejic-part.html
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Fig. 37
Vogue UK (Photographer). (2012). Jean-Paul Gaultier Spring — Summer Menswear

2013 [Photograph], Retrieved July 29, from: http://www.vogue.co.uk/fashion/Spring —
Summer-2013/mens/jean-paul-gaultier
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Fig. 38. Mathais Lauridsen on D&G Spring — Summer Menswear 2008 runway
FirstView (Photographer). (2007). D&G Spring — Summer Menswear 2008 collection
runway [Photograph], Retrieved August 16, 2007, from:
http://firstview.com/collection.php?=15110
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Fig. 39. Mathais Lauridsen on Gucci Fall — Winter 2006 Menswear runway
Gucci Fall — Winter 2006 Menswear collection runway [Photograph]. (2006).
Retrieved December 30, 2006, from:
http://www.modelhommes.com/showthread.php ?t=4877
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Fig. 40 Janis Vilumovs in Prada Spring — Summer 2011 Menswear collection
David Armstrong (Photographer). (2011). Prada: the Austrian Connection
[Photograph]. 10 Men (25).
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Fig. 41
Kévin Flamme [Photograph], Retrieved August 3, 2008, from: View Management,

www.viewmanagement.com/men
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Fig. 42. Simone Nobili for Dolce & Gabbana Spring — Summer Beachwear 2012
Dolce & Gabbana Spring — Summer Beachwear 2012 [Photograph], Swide Magazine.
Retrieved June 1, 2012, from: http://www.swide.com/luxury-magazine/Style/
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Fig. 43

Wu, Wei-wei (Photographer). (2011). Francisco Lachowski at Jardin des Plantes after
Thierry Mugler Spring — Summer Menswear 2012 runway [Photograph]
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Fig. 44. Bo Develius in Dsquared2 Fall — Winter Menswear 2011 campaign
Mert Alas & Marcus Piggott (Photographer). (2011). Dsquared?2 Fall - Winter
Menswear 2011 campaign [Photograph], Retrieved November 1, 2011, from:_http://

www.dsquared2.com
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Fig. 45-1
Frankie Morello Spring — Summer Menswear 2010 [Photograph]. (2009). Retrieved
July 22, 2009, from: http://www.frankiemorello.it/collection/man/s s 10
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Fig. 45-2
Frankie Morello Spring — Summer Menswear 2010 [Photograph]. (2009). Retrieved
July 22, 2009, from: http://www.frankiemorello.it/collection/man/s s 10
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Fig. 45-3
Frankie Morello Spring — Summer Menswear 2010 [Photograph]. (2009). Retrieved
July 22, 2009, from: http://www.frankiemorello.it/collection/man/s_s 10
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Fig. 46-1

Mert Alas & Marcus Piggott (Photographer). (2010). Dsquared? Spring — Summer
Menswear 2010 campaign #1 [Photograph], Retrieved April 11, 2010, from:

http://www.dsquared2.com
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Fig. 46-2

Mert Alas & Marcus Piggott (Photographer). (2010). Dsquared? Spring — Summer
Menswear 2010 campaign #2 [Photograph], Retrieved April 11, 2010, from:

http://www.dsquared2.com
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Fig. 46-3

Mert Alas & Marcus Piggott (Photographer). (2010). Dsquared? Spring — Summer
Menswear 2010 campaign #3 [Photograph], Retrieved April 11, 2010, from:

http://www.dsquared2.com
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Fig. 47
Dsqured? Fall — Winter Menswear 2008 collection runway [Photograph]. (2007).
Retrieved July 22, 2009, from: http://www.dsquared2.com

188



This figure is not available
online. Please consult the hard
copy thesis available from
NTNU library and NTNU
GIECT.

Fig. 48-1
Screen captures of Dsquared?2 09.09.09 manifesto #1 [Photograph], Retrieved October
15, 2009, from:

http://www.loganotron.com/2009/09/10/twig-n-berries-in-the-new-dsquared-trailer/
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Fig. 48-2
Screen captures of Dsquared?2 09.09.09 manifesto #2 [Photograph], Retrieved October
15, 2009, from:

http://www.loganotron.com/2009/09/10/twig-n-berries-in-the-new-dsquared-trailer/
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Fig. 48-3

Screen captures of Dsquared?2 09.09.09 manifesto #3 [Photograph], Retrieved October
15, 2009, from:
http://www.ohlalamag.com/en/2009/09/jean-carlos-undressed-by-dsquared2.html
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Fig. 49
Marton Perlaki (Photographer). (2010). Wooyoungmi Spring — Summer Menswear
2010 campaign [Photograph], Retrieved March 25, 2010, from:

http://www.wooyoungmi.com
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NYMag (Photographer). (2009). Balenciaga Spring — Summer 2009 Ready-to-wear
[Photograph]. Retrieved December, 10, 2009, from:

http://www.nymag.com/fashion/fashionshows/2009/spring/main/europe/womenrunwa

y/balenciaga/
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Fig. 51
Mariano Vivanco (Photographer). (2011). Mugler Fall — Winter 2011 Menswear
campaign [Photograph], Retrieved April, 29, 2011, from:

http://nicolaformichetti.blogspot.com
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Fig. 52-1
Vogue UK (Photographer). (2008). Gucci Spring — Summer 2009 Menswear
collection runway #I [Photograph]. Retrieved August, 16, 2008, from:

http://www.vogue.co.uk/fashion/Spring — Summer-2009/mens/gucci
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Fig. 52-2
Vogue UK (Photographer). (2008). Gucci Spring — Summer 2009 Menswear
collection runway #2 [Photograph]. Retrieved August, 16, 2008, from:

http://www.vogue.co.uk/fashion/Spring — Summer-2009/mens/gucci
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Fig. 52-3
Vogue UK (Photographer). (2008). Gucci Spring — Summer 2009 Menswear
collection runway #3 [Photograph], Retrieved August, 16, 2008, from:

http://www.vogue.co.uk/fashion/Spring — Summer-2009/mens/gucci
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Fig. 53-1

Style.com (Photographer). (2008). Gucci Fall — Winter 2008 Menswear collection
runway [Photograph], Retrieved January 30, 2008, from:
http://www.style.com/fashionshows/complete/F2008 MEN-GUCCI
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Fig. 53-2

Style.com (Photographer). (2008). Gucci Fall — Winter 2008 Menswear collection
runway [Photograph], Retrieved January 30, 2008, from:
http://www.style.com/fashionshows/complete/F2008 MEN-GUCCI
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Fig. 53-3

Style.com (Photographer). (2008). Gucci Fall — Winter 2008 Menswear collection
runway [Photograph], Retrieved January 30, 2008, from:
http://www.style.com/fashionshows/complete/F2008 MEN-GUCCI
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Fig. 54-1

Style.com (Photographer). (2007). Gucci Spring — Summer 2008 Menswear collection
runway [Photograph], Retrieved July 21, 2007, from:
http://www.style.com/fashionshows/complete/S2008 MEN-GUCCI
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Fig. 54-2

Style.com (Photographer). (2007). Gucci Spring — Summer 2008 Menswear collection
runway [Photograph], Retrieved July 21, 2007, from:
http://www.style.com/fashionshows/complete/S2008 MEN-GUCCI
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Fig. 54-3

Style.com (Photographer). (2007). Gucci Spring — Summer 2008 Menswear collection
runway [Photograph], Retrieved July 21, 2007, from:
http://www.style.com/fashionshows/complete/S2008MEN-GUCCI
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Fig. 55

Mario Testino (Photographer). (2009). D&G Fall — Winter 2009 Menswear campaign
[Photograph], Retrieved November 29, 2009, from:
http:// www.dolcegabbana.com/deg/advertising/man/downloads/
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Fig. 56

Giampaolo Sgura (Photographer). (2012). D&G Spring — Summer 2012 Menswear
campaign [Photograph], Retrieved March 5, 2012, from:
http://www.dolcegabbana.com/deg/advertising/man/downloads/
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Fig. 57-1

Steven Klein (Photographer). (2005). D&G Spring — Summer 2005 Menswear
campaign [Photograph], Retrieved March 18, 2005, from:
http://www.dolcegabbana.com/deg/advertising/man/downloads/
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Fig. 57-2

Steven Klein (Photographer). (2005). D&G Spring — Summer 2005 Menswear
campaign [Photograph], Retrieved March 18, 2005, from:
http://www.dolcegabbana.com/deg/advertising/man/downloads/
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Fig. 57-3

Steven Klein (Photographer). (2005). D&G Spring — Summer 2005 Menswear
campaign [Photograph], Retrieved March 18, 2005, from:
http://www.dolcegabbana.com/deg/advertising/man/downloads/

208



This figure is not available
online. Please consult the hard
copy thesis available from
NTNU library and NTNU
GIECT.

Fig. 58-1

Mario Testino (Photographer). (2008). D&G Spring — Summer 2008 Menswear
campaign [Photograph], Retrieved March 18, 2008, from:
http://www.dolcegabbana.com/deg/advertising/man/downloads/
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Fig. 58-2

Mario Testino (Photographer). (2008). D&G Spring — Summer 2008 Menswear
campaign #2 [Photograph], Retrieved March 18, 2008, from:
http://www.dolcegabbana.com/deg/advertising/man/downloads/
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Fig. 58-3

Mario Testino (Photographer). (2008). D&G Spring — Summer 2008 Menswear
campaign #3 [Photograph], Retrieved March 18, 2008, from:
http://www.dolcegabbana.com/deg/advertising/man/downloads/
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Fig. 59-1

Mario Teatino (Photographer). (2010). D&G Fall — Winter 2010 Menswear campaign
[Photograph], Retrieved October 25, 2010, from:
http:// www.dolcegabbana.com/deg/advertising/man/downloads/

212



This figure is not available
online. Please consult the hard
copy thesis available from
NTNU library and NTNU
GIECT.

Fig. 59-2

Mario Testino (Photographer). (2011). D&G Fall — Winter 2011 Menswear campaign
[Photograph], Retrieved November 17, 2011, from:
http:// www.dolcegabbana.com/deg/advertising/man/downloads/
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Fig. 59-3

Style.com (Photographer). (2011). D&G Fall — Winter 2011 Menswear campaign
[Photograph], Retrieved January 30, 2011, from:
http://www.style.com/fashionshows/complete/F201 IMEN-DG
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Fig. 60-1

Style.com (Photographer). (2010). Dsquared? Fall — Winter 2010 [Photograph],
Retrieved January 30, 2010, from:
http://www.style.com/fashionshows/complete/F2010MEN-DSQUARE
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Fig. 60-2

Style.com (Photographer). (2010). Dsquared? Fall — Winter 2010 [Photograph],
Retrieved January 30, 2010, from:
http://www.style.com/fashionshows/complete/F2010OMEN-DSQUARE
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Fig. 61-1

Style.com (Photographer). (2012). Dsquared? Fall — Winter 2012 collection runway
[Photograph], Retrieved January 25, 2012, from:
http://www.style.com/fashionshows/complete/F2012MEN-DSQUARE
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Fig. 61-2

Style.com (Photographer). (2012). Dsquared? Fall — Winter 2012 collection runway
[Photograph], Retrieved January 25, 2012, from:
http://www.style.com/fashionshows/complete/F2012MEN-DSQUARE
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Fig. 62-1

Steven Klein (Photographer). (2007). D&G Spring — Summer 2007 Menswear
campaign [Photograph], Retrieved April 2, 2007, from:
http://www.dolcegabbana.com/deg/advertising/man/downloads/
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Fig. 62-2

Steven Klein (Photographer). (2007). D&G Spring — Summer 2007 Menswear
campaign [Photograph], Retrieved April 2, 2007, from:
http://www.dolcegabbana.com/deg/advertising/man/downloads/
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Fig. 63
Steven Klein (Photographer). (2008). Dsquared? Spring — Summer Menswear 2008
campaign [Photograph], Retrieved July 6, 2008, from: http://www.dsquared2.com
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Fig. 64-1, 64-2, 64-3 & 64-4
Marcio Madeira (Photographer). (2005). D&G Fall — Winter 2005 collection runway
[Photograph], Retrieved January 25, 2012, from:

http://www.vogue.co.uk/fashion/autumn-winter-2005/mens/d-and-g/full-length-photos
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Fig. 65-1, 65-2

Marcio Madeira (Photographer). (2005). Miu Miu Fall — Winter 2005 collection
runway [Photograph], Retrieved January 25, 2012, from:
http://www.vogue.co.uk/fashion/autumn-winter-2005/mens/d-and-g/full-length-photos
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Fig. 65-3
Marcio Madeira (Photographer). (2005). Miu Miu Fall — Winter 2005 collection
runway [Photograph], Retrieved January 25, 2012, from:

http://www.vogue.co.uk/fashion/autumn-winter-2006/mens/miu-miu
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Fig. 65-4

FirstView (Photographer). (2002). Miu Miu Spring — Summer 2003 Menswear
collection runway [Photograph]. Retrieved February 12, 2008, from:
http://www.firstview.com/collection.php?id=9115
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Fig. 66-1

Dan Martensen (Photographer). (2012). H&M Fashion Against AIDS Campaign
Spring — Summer 2012 campaign #1 [Photograph], Retrieved May 29, 2012, from:

http://www.hm.com/faa
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Fig. 66-2

Dan Martensen (Photographer). (2012). H&M Fashion Against AIDS Campaign
Spring — Summer 2012 campaign #2 [Photograph], Retrieved May 29, 2012, from:

http://www.hm.com/faa
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Fig. 66-3

Dan Martensen (Photographer). (2012). H&M Fashion Against AIDS Campaign
Spring — Summer 2012 campaign #3 [Photograph], Retrieved May 29, 2012, from:

http://www.hm.com/faa
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