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ABSTRACT

USE AND APPLICATIONS OF DRAPING IN TURKEY'S CONTEMPRARY

FASHION

Kocabg, Duygu

MDes, Department of Design Studies

Supervisor: Asst. Prof. DR6len KIPOZ

May 2010, 157 pages

This study includes the investigations of the mdtiogy and applications of
draping technique which helps to add creativity andinality with the effects of
experimental process during the application. Drapbgh have been used in
different forms and purposes from past to presentdascribed as an interaction
between art and fashion. Drapes which had decordwedsculptures of many
sculptors in ancient times and the paintings of yraatists in Renaissance period,
has been used as draping technique for fashiogrdegih the contributions of
Madeleine Vionnet in 2D century. After the invention of draping technique,
drapes have become an artistic contribution fomhitas design. The most
successful examples of draping technique had bested by Madeleine Vionnet
and Madame Grés in the earl;}%@antury. After that the technique had been tried
to be adapted to ready to wear sector with theewdfft interpretations of well-
known fashion designers.

But some difficulties which have been experiencadnd) the application have
limited the usage of draping technique in readyéar sector. In the process of
time artistic contribution of draping technique Hamen weakened by reducing
popularity of haute couture in combination with therovement of ready to wear
market. This thesis has been querying some mettooddapt draping technique
through ready to wear sector in Turkey in the lightboundaries and problems
which have limited the usage of the technique.

Keywords: draping technique, drapery, fashion design, haatgure, and ready
to wear



OZET

CAGDAS TURK MODASINDA DRAPAJ TEKNGININ KULLANIMI VE

UYGULAMALARI

Kocabg, Duygu

MDes, Tasarim Caimalari Bolumu

Dansman: Yrd. Dog. DrSélen KIiPOZ

Mayis 2010, 157 sayfa

Bu calsma uygulama sirasindaki deneysel sirecin de dikisigsarimlara
yaraticilik ve orijinallik katmaya yardimci olanaghaj tekngi ve uygulamalarinin
aragstirlmasini kapsamaktadir. Gegtein gunumize pek c¢ok farkli amag ve
formlarda kullanilan drapeler sanat ve modanin leikii olarak
nitelendiriimektedir. Antik donemlerde sanatcilarineykellerini, ROnesans
doneminde bircok ressamin tablolarini susleyenedea20. yizyilda Madeleine
Vionnet'nin de katkilariyla drapaj yontemi olaraloda tasarimi alaninda yerini
aldi. Yontemin kgfinden sonra drapeler moda tasarimina da sanaasialdcda
bulunan detaylar haline geldi. Enshali 6érnekleri 20. ylzyilin b#arinda haute-
couture giysilere Madeleine Vionnet ve Madame Gr@sfindan uygulanan
drapaj yontemi zamanla hazir giyim drinlerine deklfa tasarimcilarin
yorumlariyla adapte edilmeye d¢l@andi. Ancak uygulama sirasindasgaan bazi
zorluklar drapaj tekminin hazir giyim urtnlerinde kullanimini kisitlayibazi
durumlara neden oldu. Zamanla haute-couture’lin flagyp hazir giyim
drnlerinin giclenmesi ve teknik alanlardaki gelelerin de etkisiyle drapaj
tekniginin modaya olan sanatsal katkilarinin daha dal&mnasina neden oldu.
Tezde drapaj tekpinin hazir giyime uygulanmasini kisitlayan durunmar
Isiginda tekngi Ozellikle Tark hazir giyimine adapte edebilmekiniccesitli
metotlar sorgulanmaktadir.

Anahtar Kelimler: Drapaj tekngi, drape, moda tasarimi, haute-couture, hazir
giyim



This thesis is dedicated to my family who offered
me love and support in all my accomplishments.



ACKNOWLEDGEMENT

| would like to gratefully acknowledge the superwrs advice, encouragement
and limitless patience of Asst. Prof. ¥0len Kip6z throughout this thesis. |
would like to express my gratitude to Asst. Prof. Bbru Corsini for her support

and belief in me.

| have to thank to my department, all the faculignmbers and all my friends for

their supports that enabled me to do this studysaiedeed in the end.

One last thank to my close friends and my familyowlave always encouraged

me and offered me help with patience throughout tthesis.

Vi



TABLE OF CONTENTS

TABLE OF CONTENTS . ... e e WV
LIST OF FIGURES. .. ... e e e X
LIST OF TABLES. ... e e e e WX
CHAPTER
1. INTRODUCTION. .. ..t e et e e e L
1.1. Definition of the Problem................oi 1
1.2. Aimsofthe Study........c.oo i 3
1.3. Method of the Study.........ccooviiiiiiii 4
2. DRAPING TECHNIQUE AND DRAPERY ..o 7
2.1. Methodology of Draping Technique............ccccovviiiiiininiennns 9
2.1.1. Tools and Equipments...........ccocvvvviiiii i viieiieieenn.. 10
2.1.2. Analyzing Draping Technique.............c.cooviiiiiiiiiiennnn. 15
2.2. Design Values of Drapery..........coocoiiiiiiiiiiiciiicne e e ... 18
2.2.1. Aesthetical Design Values............cocviiiiii i 19
2.2.1.1. Construction of the Body.............cccoviiiinennen. 23
2.2.1.2. Fitto Measurement of Body...........................26
2.2.2. Design Values Related to Uniqueness..............ccccevvvennne. 27
2.2.3. Social Design Values..........cocoiiiiiiiiiiiiiii e 30
2.2.3.1. Design Values Related to Gender Roles and

Femininity........oooii i 34

Vil



2.2.4. Economical Design Values...........ccooviiiiiiiii i, 35
2.2.4.1. The Needs of Luxury Market ...................o..ee. 36
2.2.4.2. The Needs of Ready-to-Wear Market...............37

3. CREATIVITY THROUGH THE USE OF DRAPING
3.1. Evolution of Drapery and Draping Technique................... 40.

3.1.1. Inspiration of Classical Drapery............cccoecvvvvvevneen. .40

3.1.2. Bias—cut of Madeleine Vionnet................ccoooviiviiiinenn. 53
3.2  Draping in Contemporary Fashion..............ccoccveiiiiiinnnnns 57

3.2.1. Classical Drapery.......cccoeieiieiii i e 57

3.2.2. SeMI DIapery. .. ettt e e e e e 62

3.2.3. De-Construction of Drapery.............cooceveviieeeiienn......68
4. PROBLEMS AND BOUNDARIES OF USAGE OF DRAPERY IN RTW

4.1. Transformation in Production Technology.................ccooeet ... 75
4.2. Transformation in Life Style and Gender Roles................ 80
4.3. Effects of Increasing CoStS.......cooviiiiiiiiiii e e 84

4.4. The Effects of Youth Cultures & Street Fashion.................90
5. USE OF DRAPERY IN TURKEY’'S FASHION INDUSTRY. ............ 10
5.1. Haute Couture in Turkey’s Fashion Industry.................. 107
5.2. Use of Drapery in Ready-to-Wear and High Street
FasShion........o 115
5.2.1. Use of Drapery by Designer in Ready-to-Wear Market.117

5.2.2. Use of Drapery by Ready-to-Wear Brand Names............. 121

viii



5.3. The Rise of Pret-e-Porter Evening Wear Witle Case otzmir
Wedding Market. .. ... ... e 127
5.3.1. The Productions of Wedding Dresses as &4asg Ready-to-

Wear Companies iflemir................cocoeeeiiieeinnnnn... 129

5.3.2. Haute Couture Fashion Designers and Indus&/edding
Dresses ifzmir............cooeeceeiiiieii i eeeiieeeeennn.. 135

6. CONCLUSION. .. .o e e e e e e e e 140

REFERENCES. ... 0. 146



LIST OF FIGURES

Figure 2.1: Draping technique by Pierre Balmain.......cc.oc.cooiiiiiiinnnnn. 9
Figure 2.2: The Dress FOrm DUMMY.......ooviiii i e 11
Figure 2.3: The measurement of drape..........ccooviie i i i e 12

Figure 2.4: Three different fabrics cut in circuldrapes of varying lengths and

SCAl S .t e 13
Figure 2.5: Fabric attitudes according to differgrains............................. 14
Figure 2.6: A draped garment by Lanvin.............cooiiiiiiiiiicin s 17

Figure 2.7: Adress by Lanvin...........coooiiiiii i 21
Figure 2.8: A statue of ancient times and Alix Grdssign as aesthetical

JANQUAGE . .. e e e 22

Figure 2.9: A Dress by Cristobal Balenciaga, 1967 .............cc.ccovoiveenee. 24
Figure 2.10: A Dress by Vivienne Westwood (2009f&V)........................ 25
Figure 2.11: A dress by Donna Karan (2010/sprimg/tt.............c.ccoeeneene. 26
Figure 2.12: Drapery @s POVEITY ... ..ooue o iee e et et e et e e eaeeaeaenaens 3.3

Figure 3.1: Garment types in Ancient Greece.............c.ce. v eevveennn 4l
Figure 3.2: Male body in Ancient Rome with drapery...........................42
Figure 3.3: Christ rising from the Tomb by Gauderzerrari, 1465.............. 43
Figure 3.4: The Tribute Money (detail) by Masaccio................ccoevvneen. 45
Figure 3.5: The virgin and Child with the Magdabkamd Saint John the Babtist by

ANdrea Mantegna.......ccoovee it e e eeeee A6



Figure 3.6: An illustration which shows the typiselhouettes of the Renaissance

Figure 3.7: Marie AntOiNette ..........coovii i e e 48
Figure 3.8: Madame Alix Grés White Silk Jersey Bugrdress (1944)....... ... 50
Figure 3.9: Madeleine Vionnet's crape garment, $£94336)......................52
Figure 3.10: Vionnet usually worked with dolls t@ate her designs.............. 54
Figure 3.11: Madeliene Vionnet, 1931..............ccceeviievii i v 55

Figure 3.12: Madeleine Vionnet, Purple and Red ¥&lv Evening

Figure 3.13: A draped garment by Emanuel Ungaro ....ccee.evvivvenne... 59
Figure 3.14: Draped dresses by Versace........ccoocvvviiiii i iin i, 60
Figure 3.15: A draped dress by Balenciaga .............cocvviiicoee e 61

Figure 3.16: Two garments by Roksanda Ilincic .......coeieiiiinnnn......64

Figure 3.17: Semi-draped garments by Lanvin. ...........c.ccceiiiiiiiiinnnnnn. 65
Figure 3.18: An outwear garment by Valentino ................cc.oooo . 66
Figure 3.19: A garment by Derek Lam ..........coiiiiiiii i e 67
Figure 3.20: Draped dresses by Yohji Yamamoto............cceeeviiniennes 69
Figure 3.21: A garment of Rei Kawakubo for Comme=decons................. 71
Figure 3.22: A Dress by Sophia Kokosalaki ................coooviimeneicienenn . 72
Figure 3.23: Liberty print dress by Victor&Rolf ..., 73

Figure 3.24: A dress by Vivienne Westwood ....oeeeeeieineiiiinninniennenn (4

Figure 4.1: The female attitude for everyday IfelB30s...............ccoienes 82
Figure 4.2: A fashion photograph of Madeleine Vietsdraped garment........ 88
Figure 4.3: Teddy girls by Ken Russel's camera..........ccccccooiiiiininnn, 93
Figure 4.4: A group of hippy dancCing ..........ccoueiiiiiiiii e e e e 94

Xi



Figure 4.5: Groups of Punks by Ted Polhemus...............ccoceeeeii . 97

Figure 4.6: Vivienne Westwood and punks on the loonstreet.................. 98
Figure 4.7: Dancing hip-hop girl..... ..o 99
Figure 5.1: A draped garment by Madame Z. ..................ccecveeenee..... 106
Figure 5.2: A draped garment by Vural Gokcayll..........ccoevviiiiiiinnnn. 111
Figure 5.3: A Draped Garment by Yildirim Mayruk.........cc...c.cooevnnne. 112

Figure 5.4: A draped garment from the fashion sbhd®@engiz Abazglu...... 113

Figure 5.5: A draped garment with detail image gloHanif.................. 114
Figure 5.6: A draped garment by Ozlem SUer..................... e oo ... 118
Figure 5.7: A garment by Bora AKSU..........cooi i 120
Figure 5.8: Some examples from Machka collection.......................... 123
Figure 5.9: A draped garment by Arzu Kaprol.............cooiceeciiiinnnnne. 125
Figure 5.10: A garment From Hakan Yildirim for Keta......................... 126
Figure 5.11: Stitching process of wedding dressaR@sses....................... 130

Figure 5.12. The process of draping technique inssmaroduction in
HOCAZAE. .. ... e e e 131
Figure 5.13: Production department of Berika...............ccceoeeiieiiinnn. 132

Figure 5.14: The process of draping technique issmoduction in Berika...133

Figure 5.15: A wedding sketch by Zuhal Yorgatuo............................136

Xii



LIST OF TABLES

Table 5.1: Fashion Design Directory in Turkey..........ooemeieiiiinnnan.n. 105
Table 5.2: Comparison table for the applicationd@ping between haute-couture

aNd ready-t0-WEAN ... ... c.uitiie it it e e e e e e e e e e nen e 138

Xiii



CHAPTER 1

INTRODUCTION

1.1. Definition of the Problem

Design is a creative activity in which art, aesttgtelegance, industry, technology
and know-how are combined to create a valuable.ilens a very complex and

involved process, and it also supports all the humeeds and activities. As a
subject of design, fashion design is a kind of igphkrt dedicated to fashion and
accessory, which are created within the life stytescial and cultural influences.

Thus, fashion design is defined in a place betvaetand industry, so, there have to
be an aesthetic involvement during the processsigd. Especially, nowadays, the
effects of achievements in the industry and pradadechnologies have made most
of the involvement of art disappear from fashiosige products. The main question
of this thesis was about to creating artistic appeaa fashion design product. Is it

possible to add artistic elements in an indusggaliand mechanized world?

In the history of fashion, many designers had ada@stic values to their garments
through the use of different and special methodspeEially the rise of ‘haute
couture’ had provided a combination between art deglgn in fashion in the late

nineteenth century and the early twentieth cenfling most impressive garments of



the period were created by Madeleine Vionnet andidfee Grés as a style of
antiquity in the 1930s. The common features ofrtleeeations were the use of
draping technique which was invented by Madeleinenket. They had used

draping technique to add artistic dimensions thhatlgir garments.

Draping technique is a three dimensional patterkimgaand designing method,
which is manipulated by hands through shaping éabn a mannequin or a live
model. This method increases the level of cregtivitdesigns, because; during the
process, designer has a chance to work with tleeteel fabric directly on a model.
This technique, in combination with a suitable gasand a successful application,
helps to create different ‘design values’ abouttredi appeal, femininity,
originality, and luxury to garments. When drapiegtnique is applied skillfully, the
garment can be evaluated as an artwork. Becauseeodrtistic approach in the
process of this technique, draping and its apptinathave been determined as the
concept of this thesis. Generally, this techniqukich is preferred to be used in
haute couture products, is built up with hand Biitg. Because of the characteristics
of draping technique such as laborious and timeswaming handwork, the draped

garments are evaluated as costly and special piduc

Draping technique and drapes are one of the mastbéel ways to adopt artistic
effects to a garment. Draping has the key of oalifiyn and creativity which can be
evaluated as the components of an artwork. Thetiartletails which are created
during the process of draping technique are thelteesf the interaction between
designer and fabric, because designers can dinettgct their feelings, personality,

and emotions during the process of design by dgaggichnique.



Draping technique has been used by well-known @esludesigners all over the
world, such as John Galliano and Sophia Kokosatakgreate both haute couture
and ready-to-wear. Turkish fashion designers hds@ ased draping technique to
create haute couture and ready to wear garmeneialp in evening wear and
wedding dresses market. But some restrictive cheniatics of draping technique
have limited the reflection of these artistic agmtoes through the ready to wear
garments which can be worn as everyday clothingaBse of this ready to wear

garments have been getting similar to each othmogslly in Turkey.

1.2.  Aims of the Study

This thesis includes three major aims about drap&ednique, creativity, and the

aesthetics in ready to wear products.

1. One of the aims of this study is emphasizing theartance of draping
technique, as an artistic contribution for fashdesign, because this technique
has a power to help creating an artistic and di"@@ppeal. But it is important
to know, how this technique can be helpful to achia desired look during the

process.

2. Investigation of draping technique and its appiarzg which have been used
both for haute couture and ready-to-wear garmeni&uikish fashion designers,

will be the other major aim of the thesis to analythe circumstances of



Turkey's fashion design. Draping technique andgglications will be used as a

key to analyze the history of Turkey’s fashion istiy.

3. The most important aim of this study is making tisage of draping technique
to increase in ready-to-wear market in Turkey. Tthiesis will analyze how

draping technique can be adopted by ready-to-wehnsss market.

1.3. Method of the Study

Chapter 1 makes a brief introduction in which thedirdtion of the problem, the

aims of thesis and the method of study will be dbsd.

The methodology of draping technique will be inigesied in Chapter 2, to achieve
the mentioned aims of the thesis. In addition tg,tdesign values which can be
added through the use of draping technique willabalyzed both in visual and

technical investigations.

In Chapter 3, historical evolution of drapery whichs existed in each period of
fashion since antiquity will be investigated. ESplyg, the invention of draping
technique and its reflection to fashion productstuwentieth century, will be
analyzed through the use of well-known fashion glesis’ creations. On the other
hand the interpretation of draping technique asdcdntemporary applications by

well-known fashion designers will also be analyre@hapter 3.



As has mentioned before, draping technique is noeasy method which can be
applied on every design. It is hard to apply drggechnique on every garment, in
addition to this; it is also hard to find a costurf@ a draped garment, because of
some boundaries. These boundaries, which limit uee and sale of draped
garments, will be investigated in Chapter 4 in eroit, social, and technological
point of view. By this way the restrictive element$ draping technique in

contemporary fashion will be investigated too.

Chapter 5 will analyze draping technique and itsliaptions in Turkey. To achieve
this knowledge fashion design and its developméwoulsl be investigated as a
priority. Draping technique and the concept of gedhad derived from tailoring.
Because of this, the thesis will analyze the admpteof draping technique from
tailors by new generation designers for both hadeture and ready to wear
products. Chapter 5 will emphasize the importarfagraping technique for Turkey
through the examples which were crated by Turkasiibn designers. It is difficult
to make a documentary review about Chapter 5. Tinagart will be shaped by the
interviews, which were done with well-known Turkishion designers and tailors,
who use draping technique. In addition to this,aagsing industry prét-é-porter
evening wear and wedding dress applications andghge of draping in this sector,

will be analyzed in the case mir.

Books, academic papers from printed to electronmurces, web-based
documentations, journals, and magazines have reddanalyzed about draping,
drapery, and fashion design, and these notions &apported by the contributions

of social studies, and art history. This thesis loors different kinds of disciplines



such as social studies, design, fashion, art, fyisemd psychology. Consequently
this thesis will benefit from books, academic papand electronic sources to be
completed with an interdisciplinary study. Owing this research is equally
theoretical and visual books and web addresseshwiage visual fashion images,
have investigated and analyzed to highlight the idkthesis. In addition to these

sources, interviews provide a major source for tesis.

Some troubles had been occurred during to adjustiegviews with wedding dress
and evening wear companiesiimir. Because of this the number of interviewees

cannot be matched as has been targeted.



CHAPTER 2

DRAPING TECHNIQUE AND DRAPERY

According to Fairchild’s Dictionary of Textiles, fape” can be defined as “a
character of fabric indicative of flexibility andugpleness. The degree to which a
fabric falls into graceful folds when hung or amad in different positions”
(Tortora and Merker, 1996, p.184). Draping is aeqvatcutting method which can
be applied to all types of designs including stmed and fitted garments but it is
generally preferred to create original designs wettture, ornament, and drapery as
a structure or surface design by fashion desigfiews.the designer who is looking
for a more exciting cut and who is prepared for thexpected, draping is an
excellent way of approaching design and patterreldgvnent” (Fischer, 2009, p.
121) Because draping technique can be defined adelmng, shaping and
manipulating of a piece of fabric on a dummy orl reedel, and that situation
brings fashion designers some advantages duringptbduction of garment.
(Fischer, 2009, p.121) Connie Amaden-Crawford eXdéieg one advantage as; “A
designer can easily see the proportion, fit, baarand style lines of a design,
exactly as it will look on the bodice” (Amaden-Crawd, 2005, p. 1) This situation
provides an opportunity for intervention in parfggarments during the process. The
other advantage would be about the source of iatspir for designing. “Working
with actual materials gives a designer great iagioin and a better indication of the

flow and performance of a fabric” (Amaden-Crawfaz805, p. 1)



On the other hand drapery can be defined as faldscarves that are manipulated
manually on the surface of garment via drapingnegke. “Draping in fabric on the
dress form is a method used to create three-dimesalsmodels that will ultimately
be developed into collections of finished samplengants.” (Jaffe and Relis, 2004,
p. 6) This technique is different from the flatteah methods because of the process
of application. According to Anette Fischer, “Dragitechnique can be used to
achieve a soft look with added volume. A drapexisess fabric falling down from
one anchor point or between two or more anchortpoiifhese are done on the
mannequin and not as a flat pattern constructi(fischer, 2009, p. 156) Draped
garments are developed manually, that is to say tte designer works as a
craftsman. Because of this the creativity and taténdesigner add values to the

product during the creation of garment.

In addition to this draping technique is more ekpental and creative methods
compared to other construction techniques. It geerental because the craftsman
can form design through the use of trial and ema&thods. By this way some
unexpected design solutions can be achieved withingpiration that comes
spontaneously during the draping process. For ebang flower can give an
inspiration to a designer as folding and manipotafabric curves like the shape of
flower, or a spontaneous fold can totally change ghrment’s look. As another
aspect the specific type of fabric may not captheeimagined garment’s style, but
it may create a rather different and inspiratioredult than before. According to

John Galliano “it's more like engineering than dngg else. It's finding the limits



of what you can do when wrapping the body in faldeerything evolves. Nothing

is strictly defined” (Fischer, 2009, p.121)

Figure 2.1: Draping technique by Pierre Balmainat@graphy by Carl Van Vechten, 1947).

This can be exemplified with the design and proidacprocess of French fashion
designer Pierre Balmain, on the model Ruth Fordghasvn in Figure 2.1 (Benbow-
Pfalzgraf, 2002, p.43). The photograph was takeilewtie was trying to adjust

drapes to capture a desired look.

2.1. Methodology of Draping Technique

Application of draping technique needs patiencdgnsibn, talent and time.

Applicants should be careful during the applicatiomchieve successful results. For



example the suitable usage of suitable materiéécsen of appropriate fabric and
appropriate grain of fabric are the most importeomponents which affect the
success of garment. In this part basic steps andriala of draping technique will

be examined.

2.1.1. Tools and Equipments

The correct usage of appropriate equipment hastal whportance in draping
technique to create original and successful garsnds has been explained draping
technique is applied to a dummy through pinning ahdping the fabric on it.
Because of this situation, the dummy is one of ri@st important tools of the
technique. These artificial models are preparealinegions and they can be found
easily in the market, but generally the dress fdummy which is shown in Figure
2.2 (Amaden-Crawford, 2005, p.lik)used for draping because of the target group
of draped garments. “The dress form is used to jpdattie flat fabric to fit to curves

of the body accurately” (Amaden-Crawford. 20051 )

10
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Figure 2.2: The Dress Form Dummy

The other important tool of draping technique isriies. “Fabric is often the source
of inspiration for the creation of designs.” (Armwmstg, 2000, p. 19) It is also

important that the quality, characteristics andirfgl capability of selected fabric

11



affects the final appearance and price of desigfinfred Aldrich pointed out that

“the visual appearance of any garment is diredfigcted by the characteristics of
the fabric.” (Aldrich, 2007, p.20) For example amsuitable fabric can change the
structure of design, and it can cause undesiredappces. Because of this fabric’s
manners as weight, thickness, elasticity, and degfedrape should be considered

during the early stages of draping.

Figure 2.3: The measurement of drape.

Fabrics have different draping capability. Figurd @ldrich, 2007, p.26) shows an
example for measuring the capability of drape atiogr to different fabrics. The
fabric on the left records 1, (High-Drape) wher#ses fabric on the right records 4.
(Medium-Low Drape) High Drape fabric such as jersesepe, satin, velvet or

chiffon is the most suitable fabrics for drapinghmeique.

12



Figure 2.4: Three different fabrics cut in circusdmapes of varying lengths and scales
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Fabric qualities are also changeable accordingdsitipn, length and scale of
fabrics on body. Figure 2.4 (Aldrich, 2007, p. 8hpws three different fabric cut in
circular shapes in varying lengths and scales. atieudes of fabric can be

examined from this image.

Figure 2.5: Fabric attitudes according to differgretins

Fabric attitudes can also be changed accordingaio directions. “The direction of
the grain line will strongly affect how fabric hangn the body. The grain line can
be used in three different ways.” (Fischer, 2009, 124) This situation is
exemplified in figure 2.5. The same soft, fluidksdrepe is used in all phases of

transformation of the pattern on the body. In fpkise, this soft, fluid silk crepe

14



hides the body with folds that begins toward thp @ the dress form as the
lengthwise grain is perpendicular to the floorsétond phase the silk has a similar
drape but it hides less than first, with the croasgperpendicular to the floor. In the
third phase, silk crepe is hung with the bias pedp=ilar to the floor. It reveals
every contour underneath. Considering the mosalsiaitposition of fabric is very

important for draping technique, because of thé$erent attitudes.

In addition to these materials, straight pinsptél chalk, tape measure, scissors and
shears, tracing wheel, drafting paper, hip curvierruand style tape are used
frequently during the application. In additionthese, collecting inspirational items

will make original and powerful designs. (Amadera@ford, 2005, p.10)

2.1.2. Analyzing Draping Technique

Draping technique is generally applied for spe@at different designs which
cannot be created by flat pattern methods, andedragarments are generally
designed for a specific client. Because of thissiimportant to learn the body
proportions on client before the application. Fostll, a suitable fabric should be
considered according to body proportions and trsgde which will be developed
through the use of draping technique. During thplieation, different types of
draping techniques can be developed. Helen Josepistfong (2000, p. 19) states

that,

The first version of most garments is draped inlmubecause it is an
economical fabric. Ideally, a garment should bepddain the design
fabric or a substitute that is closely related extare and weight.
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Although this may be too expensive for the manuiast it may be
appropriate when draping for private client.
Also designers can develop different techniques.dxample, Madeleine Vionnet,
as the inventor of draping technique, had develafifidrent methods during the
application such as the use of bias cut and sncalesmodel. Francois Baudot

(1999, p.82) refers to Vionnet's technique withstaevords:

Vionnet produced her designs by cutting, draping jgimning fabric on

to dolls, before making up full-scale models inffdn, silk or Moroccan

crépe fabrics that were unusual in women’s fashlibthe 1920s and

30s. She would order fabrics two yards wider thacessary in order to

accommodate draping, creating clothes - particpldiresses - that were

luxurious and sensual but also simple and modern.
It is important to determine which draping techmga most suitable according to
the designs. Some loose drapes need an undersgrustich as corset to which
drapes can be attached (Fischer, 2009, p.128).eThasments need a fit body
pattern through the use of muslin. After the figtiprocess, this muslin pattern is
transferred to the lining fabric as a structure &mslbe pinned to the dummy, which
is filled with materials like cotton or sponge unaeath of lining fabric to give same
body proportions of clients to the dummy. Accordingdesign, fabric is shaped by
pinning, curving, and folding. This process goesumtil the design is finished.

According to Armstrong after the completion of pimyp the garment, applicant

should do some controls for the appearance:

At completion, the drape should be critiqued fodedine placement,
proportion, balance, and fit before removing infrthe form of model.
After the critique, the pins are removed from thiapeéd design. The
market stylelines and seams are trued (Armstro®@02p. 19).
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In some situations, there is no need for liningritabunderneath of garments
according to design. At that time the fabric folde clasped to the other folds as tie,
drapery and knots. This style is used to creatht,ligoft and freely flowing
garments. These kinds of dresses hold the forrhebbdy because of the absence

of the facing fabric.

Lengths of muslin draped loosely on a mannequiatershapes by the
fall of the fabric...All loosely draped garments nesd anchor point,
such as the neckline, shoulder, armhole, bust,twaisip, from which
the fabric will drape (Fischer, 2009. p.128).

Figure 2.6: A draped garment by Lanvin (2010 - 1$pring)

Figure 2.6 can be given as an example of thist Aas been seen, the garment takes
the form of body through the use of knots and themgnt has no facing fabric

underneath.
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2.2. Design Values of Drapery

Design is a process which aims to meet a goalt@odrry out a plan according to a
particular purpose, by creating and finally tramsfimg this process to a product.
The process of designing adds value to the desigratlct. (All) the value which
constitute the design can be described as desigie wa the thesis. That part of
thesis will analyze the meaning and values which ba ascribed to garments
through the use of draping technique. “In additionaesthetic form, dress has
meaning as well. Individuals often select itemsidss because of the personal or
public meaning that it conveys”. (Eicher, 2000,97.2However these meanings and
values can change according to the method whichbbas used for creating the
product, the aim of designing process, materiatésluand target user or consumer of
the product. For example visual design values el&ead to viewer and wearer’s
relationship to the entire form and its meaningyeziences and pleasures. This is no
doubt subject to variation according to peoplesaglre, age, choices, and lifestyle.
“To complicate matters, communication may be thowjhas one of the functions

of fashion and clothing.” (Barnard, 2002, p.28)

Variety of design values including economic, sqciasual, and aesthetic can be
added to a fashion product through the use of dyagia draping technique. This
chapter aims to analyze design values which camdéaporated to the product
through the use of drapery in four categories: hetit, uniqueness, social and

economic design values.
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2.2.1. Aesthetical Design Values

Fashion design is “the application of creative tjfttuto the conceptualization and
execution of items of clothing so that they candagd to display a formal and
distinctive aesthetic coherence which takes prewsever function” (McRobbie,
1998, p.14) Following this quotation, fashion desgan be defined as a designed
art, as painting or sculpture. Fashion is relatecdsthetical value as it involves
changes in style. In fashion design drapery isastfiormation of flawless beauty of
a statue through a fashion product. In additioris itonsidered that the roots of
drapery and flawless beauty have a relationshipthieir aesthetical appeals.
Important figures in society have been illustrateith draped bodies in frescos,
statues, and vase paintings throughout ancienstibeping technique and drapes
had the capacity to create aesthetical value aadtpeAccording to Eicher, “The
personal aesthetics of dress is associated withisptable feeling or emotion that
arises with stimulating sensory organs. Human Iseiofien evaluate pleasing
sensory experience as beauty.” (Eicher, 2000, p.B®Wever beauty is a complex
concept which is difficult to define and operatiboa In an art work the image
must be attractive to be aesthetically valuablee Deauty of the image must be
challenging enough to attract and hold attentian, the aesthetics of a fashion
product is different from that of an artifact. As artifact fashion product combines
beauty of form, perceived visually and tactilelyitwbeauty of expression and it

tends to show human body in an aesthetical pelispect

According to Marilyn Revell Delong (1998, p.5) “Abstics is defined as

understanding how human being perceives forms ekgjrtheir characteristic
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features, and the reactions of people to them.’e@#ly, the draping technique is
used to create structural and three dimensionat&ffiwhich can not be formed by
flat pattern cutting. It creates more successfidua images, volumes, and
dimensions on the surface of garments and thesenad and textural structures on
the surface of product create the play of light ahddow, fluidity, and relation of

lines and form. These components increase unddistaf aesthetic and beauty

according to Eicher. (2000, p.288)

Figure 2.7 shows a dress which is presented inib&nkeady to wear collection in
spring 2009. This is a very remarkable example g to lines, forms, structure
and textural surface design all of which are coutstd by drapery. In the image
draperies are used to create a structural textyr¢hé use of lines which are
manipulated by spherical folding of the fabric, oeebodice structure, constructed
under the draped part. On the skirt, however deagee used to constitute an
asymmetrical and voluminous structure. “Art aestisas the philosophy of art and
naturally tries to arrive at statement about regmestion, coherent form, emotive

expression and social purpose” (LitLangs, 2003).
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Figure 2.7: A dress by Lanvin. (Spring 2009/ rtvilection).

In addition, aesthetics captures an art form fraoeasories to photo shooting in
fashion design. The purpose of studying of aesthaB8 to create an emotional
expression. The designer uses an aesthetic langoagenstitute this emotional

expression by presentation strategies. Eicher (20@88) stresses that,

The aesthetics of dress uses our five senses iprtloess of dressing
ourselves and perceiving others. Our aesthetic \eweent and
evolutions stem from visual reactions to color, giay of light and
shadow and the relations of lines and form.

It is important to create an atmosphere that @afeh by all five senses of human

being, such as the play of light and shadow, cglosture, coherent form to the

source of inspiration.
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Figure 2.8: A statue of ancient times and Alix Gossign as aesthetical language

For example Alix Grés’s designs have a specifidhes® language that can be
easily identified. Grés used classical drapery asoarce of inspiration for her
designs. She generally created white or cream dra@ements that related to
antiquity in European Culture. In Figure 2-80n the left, (Koda, 2003, p.18), on
the right, (Baudot, 1999, p. 11) - two differentaiges are shown. On the left there is
a statue from ancient times, and on the right angat which Alix Grés created in
the 30s. Components of Grés’ creation, such asupnstoherent form, color, the
relationship of light and shadow and emotional egpion resemble statues of

Ancient times. She created an aesthetical fornmutitrder work.

Consequently, draping technique and draperies lib&l capability to create

aesthetical value and beauty.
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2.2.1.1. Construction of the Body

Fashion can be used to change, the perception mambody in different ways
such as temporary, permanently or physically. “Mdifications include aspects
of the body that are perceived visually such asrceolume and proportion, shape
and structure surface design” (Eicher, 2000, prhese kinds of temporary and
visual modifications have the same effects as dregie It can create changes on
body to create temporary voluminous, proportioaat] structural as modifications.
Because of this drapery has been preferred by wegy well-known fashion
designers, for example, in fashion shows, some gatsnin the collections are
different from the others, according to their fuons, and appearances. These kinds
of garments are designed especially to create factdb attract attention, and to

prove the artistic talent of designer.

Designers aim to try new, interesting and differeratys which have never been
tried before, to shock viewers through extraordmand remarkable designs. To
create this effect they aim to interpret and resime human body to create a new
look through a redefinition of human body. Drapand draping technique is the
method which is preferred to create this kind lofsion on garments. “Garments can
be draped on to mannequin, close to the body comouas an actual shape,
structured away from the body” (Fischer, 2009, @6)1 Designers can resize
proportions of human body through the use of a kihillusion applied on garments

via draping technique and draperies. Designersctaate garments with folding

fabric and the usage of different materials ona meodel or dummy manually to

realize the designer’s creativity.
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Figure 2.9: A Dress by Cristobal Balenciaga, 1967

The image in Figure 2.9 (Koda, 2005, p.89) may besilered an example for
construction of human body. It is from Cristobaldwiaga’s fall-winter collection,
presented in 1967. “Balenciaga used draperies ahdnes to exceed contours of
human the body through waist, shoulder and head.ftiris constructed of a long
panel of silk gazer sewn into a bias tube” (Kod2)%, 89). In this way, he creates a
voluminous in a rose form as an extension of hubwdy. Cristobal Balenciaga was
one of the foremost designers, who created the mmosivative, influential and
mysterious shapes of twentieth century and cortibthe most innovative, creative
and influential works to a period of fashion higtéltom an aesthetic point of view

(Walker, 2006, p.5).
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Figure 2.10: A Dress by Vivienne Westwood (2009/faV).

Figure 2.10 shows an image for investigation td fnnew form for human body. It
iIs a garment of Vivienne Westwood presented in 280% part of ready to wear
collection. She takes advantages of the charattsrisf fabric to create this visual
iImage. Opaque white fabric is shaped via drapédadsde body form and create a

new structure. Westwood adds draped pink tullexteral the view of human body.

According to these examples, it can be said thapely and draping techniques

have been preferred to find new ways and diffeferths of human body by well-

known fashion designers.
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2.2.1.2. Fit to Measurement of Body

Draped garments are laborious and time consumingrdate. Thus, they require
hard work at every phase of design by the appliceneryone has a different
anatomy and body proportions. Therefore it is veifficult to make a garment
which can fit all bodies using flat pattern cuttinggthods. Because of this, draped
garments are generally prepared for a specifiaxicliBue to the characteristics of
draping technique, garments to be checked and eeahat every phase of process.
Draperies and draping technique are used to gira &nd volume to the body. In
the same way, it can be used to emphasize the jpaghportions, because draping
technique based on wrapping a piece of fabric atotne body. This gives an

opportunity to designer to fit the measurementsaafy without cut and sewn.

Figure 2.11: A dress by Donna Karan (2010/spring/rt
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One of the examples for fitting to the measuremehtsody is from Donna Karan’s

ready to wear collection, presented in the 201¢hgpmeason. The outfit, shown in
Figure 2.11, is developed through the use of dmapBecause of the color and
spandex fiber characteristic of the fabric, draggercreate a second skin effect,

which exactly fit the measurements of the body.

Bias cut is one of the most important notions adipilng technique during the
application. Bias cut is about the direction of flabric. The usage of bias cut
provides some advantages to the applicant, suaedging the needs of darts,
because bias cut has a potential to fit the meamnts of the wearer without cut

and sewn.

As has been seen in the example, drapes have Bedntaicreate a new look and
reinterpretation of human body without cut and senthe same time, designers
may prefer to emphasize body proportions via wnagppand folding the fabric

around body. Both of these have been used by welvk fashion designers to

create an illusion to accentuated femininity.

2.2.2. Design Values Related to Uniqueness

According to Simmel, fashion can be defined asaaypcet of class distinction and it
satisfies the demand for social adaptation anchdezls of differentiation. It is the
product of social demand. (Simmel and Levine, 197.296) Fashion is the key
element of individuality because it is the best wayintroduce and express

individuality without words through the society. @&rding to Simmel individuality
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can be investigated in two different bases. Onteasindividuality of freedom and
responsibilities that arises from a social envirentmand the other is distinguishing
the individual human being from all the others. &amers use fashion to identify
themselves with certain groups, while distinguighinemselves from others. Here,
being different is qualitative and it has positmeaning and value for the person’s
life. At this point, designed products of in faghifield are linked with uniqueness
and individuality. According to Snyder and Fromkir®80) Clothing is “commodity
that has special value in terms of uniqueness. Becaf its ... link with the self
concept clothing is one means of presenting unigsenand conformity to

others.”(Sproles, 1994, p.211)

For nearly a century originality has been linkectcteativity. It is often seen as the
inevitable result of this creative process. Orifityan fashion design entails fashion
designers having the quality of being new and creaBeing original, admirable,
and different in a society make human beings fgetciml and exclusive.
“Researchers have demonstrated that individualgragmositive traits to clothing
perceived as unique or scarce. It appears thatallue of clothing is enhanced when

people believe that it is unavailable to otherSprples, 1994, p.212)

As known, the feeling of embarrassment and negaivetions arise when two
people appear at a social event wearing the sigdenents. Because of this, people
try o find unique and original fashion productsdiferentiate themselves from the
majority. According to Simmel, the distinctivenesfsfashion is destroyed by mass
adaptation. (Simmel and Levine, 1971, p.299) Gatmare no longer valuable and

different with the mass production. Because of, tg@ments with designer labels
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and special products have been viewed as highelityguend higher status.

Researchers point out that original and uniqueatbjare more desirable. (Sproles,
1994, p. 213) In this case, designers have an itamorole in achieving the desired
point and draping technique can be used to achlese high quality and unique

designs

A product’s unique appearance requires making tistinction and differentiation
from similar products in terms of function, qualignd design. The designer’'s
creativity and artistic talent must be felt by weraas a signature on the garment.
This situation may be achieved through avoidingukeal concepts and methods.
The only way to create special and unique designs discover innovative ways of

working by applying different methods.

It is accepted that, applying a certain kind offictachnique is the most important
component in making a fashion product, differentrfrcommercial garments. Craft
can be defined as; “an activity involving a speailll at making things with your
hands” (Oxford University Press, 2005). In the texdector, craft is know-how skill
such as weaving, stitching, printing, or plannihg pattern that involves skillful
hand work. It is knowledge, skill or ability in d@g something that is considered
apart from the fine arts, or from the expressivaesthetic aspect of them. It can be
said that the originality and quality of design dedined as through the intensity of
craftsmanship, because craftsman gives life todésgn and translates it through
‘three dimensional’ and wearable product. In fashiesign, art and craft should be
seen as a combined form to capture originality @amdueness. Both disciplines are

seen in the draping technique, which may be defasethe meeting of art and craft
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in fashion design. The handiwork of draped garmadt$s uniqueness value to the
design as a signature of designer or craftsmarfts@ranship, which should be done
in an artistic way, is the vital part of that kinflproductions during the application.
A draped garment is distinguished by the knowledgjall and ability of the

designer.

Consequently, the components required to make nlesigjue can be transformed
in a product by draping technique as a craftsmansBecause of the manual
craftsmanship in draped garments, it is rare totreeamples which equal this kind

of garment.

2.2.3. Social Design Values

Social design values constitute the social sitnatiof a society as life styles,
traditions and classifications of people, which epastituted by a social structure,
and vice versa. These values can take on a shap®dang to individual's

preferences, age, life styles or the charactesisticthe society. Each domain of
social sciences can place different meanings topocoents of social design values.
In the fashion design area, they can affect angbeshiadividual’s characteristics
according to their meanings. This can be suppdried quotation from Malcolm

Barnard (2002, p.61- 63):

Clothing and fashion are often used to indicataadagorth or status,
and people often make judgments concerning otheplps social

worth or status on the basis of what those peaglevaaring...Clothing
and fashion may also be used to indicate or defiresocial roles that
people have.
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Fashion is a covering tool and it reveals inform@atabout peoples’ identity, social
status, and consumer profile. For this reason, Ipespmetimes use fashion as a
signifier to introduce themselves to the entire ldioor to hide their personality
behind an appearance of a view of the world theggmt, according to conformity
with recognized standards. For Simmel, both coniigrrand individuality are
fundamentals for the formation of fashion, and withone or the other, fashion
would end. In another words, fashion needs contyramd individuality to survive.
Conformity refers to a collective clothing behavibiat is socially accepted in a
certain society. Both conformity and individualitpnstitute the style of human
being. This provides the present personality, mleahd status of individuals in
society. In that case, elegant diamonds, raggedsstuenims washed to create the
appearance of being old and draped clothes arefl@ttions of people’s personality
or characteristics of their role model. Fashioraislassification system in itself.
According to Sue Jenkyn (2005, pp.24-28), peopteadlsthing to differentiate and
recognize profession, religious, affiliation, séstanding or life style, the wearing
of designer labels, draped clothes, expensive mfgerand jewellery may be

classified as items of social distinctions.

This thesis, within the study of social design ealuwill give some examples of the
meaning of such human acts and personality as mgeahiaped clothes. Draped
clothes can show people’s character from diffeqrints of views. For example
they can give a status to a human being from tee/point of financial values,

because draping technique is a laborious and tonstoning application, as already

mentioned. Stitching and shaping make draped gasmeare valuable, expensive,
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and special than mass products. Thus draped game give some indication of

the wearer’s social and financial status.

These kind of special garments are generally medeby “upper class” clients,
which imply a good occupation, high salary, nobibind fastidily about details of
fashion. In social sciences, researchers clainemifft interpretations and visions

about drapery. For instance, Gen Doy (2002, pp@)%&essed that:

Drapery has a limited role among poor but immetiadéierwards states

that scenes of poverty and squalor can be drarigtidaminated by

draped swathes of light and shade. Apart from risisrence to poverty

and dirt, the impression given is of a traditiondofpery representation

which continuous for centuries hardly troubled bergday concerns of

lower class life, since drapery by its very defomt exist in the sphere

of art, remote from the more worldly concerns odremmics or politics.

It can note civilized values, nobility, grace andrhony rather than

violence, low-life, and barbarism.
In the quotation, Gen Doy correlates drapery wislnblrism and poverty from a
different perspective. He intends to refer to wemated and undesigned structures
which used to protect, cover, and hide the bodiesshows that poverty and low-
life can be represented by draped or wrapped bolliegidition to this, drapery and
wrapped fabrics can be evaluated as the chardateredf traditional garments too.
These kinds of traditional garments can be undesigand they are mostly used to
cover and protect people’s bodies and these batesised as the symbolism of
these cultures. Figure 2.12 shows an image whigbhasizes poverty through the
use of wrapped fabric on body. The image was taked992 in Somalia by

photographer Gianni Gionsanti. The dirt of fabrimphasizes the poverty and

misery in the image.
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Figure 2.12: Drapery as poverty.

On the other hand, drapery and draping which istimead in this thesis is a
designed and luxury structure. Its specialty hamedrom its laborious and
designed characteristics. This can be exemplifigedddinition of Drapery of Anne

Hollander (1993, p. 36):

Draped cloth per se accumulated an immense sensepoéssive visual
power, first from its august origins in Classicallpture, on through its
medieval association with holiness and luxury, &indlly through its
emergence as a purely artistic basic element, rdadyuse in any
representational convention.
This visual image mentioned in Anne Hollander gtiotastill bears the stamp of
interpretation in contemporary fashion. Draped gants, interpretations of
Classical drapery in contemporary fashion stilldhélve augustness of a sculpture,

luxury of medieval association, and these garmeats ascribe the values of

nobility, dignity, elegance, or wealth to the weare
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2.2.3.1.Design Values Related to Gender Roles andrfininity

Fashion in dress is one of the most significanticaidrs of gender identities.
“Further, specific types of dress, or assemblagesyes and their properties,
communicate gender differentiations that have oguseces for the behavior of
females and males throughout their lives” (Barnas Bicher, 1997, p. 8), and also
Barnard states that “Clothing...and fashion as weltlearly tied...to constructing
and signaling gender identity. It is also tiedéproducing this identity” (Barnard,

2002, p. 125)

Draped garments are generally chosen by women owrsubecause of the gender
roles constituted by the community. Society shagessder roles according to a
desired and ideal look, deriving from rules suchfeshion, manner, motion, and
appearance. For example, femininity has differafinittions according to different
societies. “Femininity consists in a different satsome cultures for example, to be
properly feminine is to be modest, caring, and umurg; while to be properly
masculine is to be aggressive, domineering and @ragl outside the home.”
(Barnard, 2002, p. 117) The passive and activesromi@vomen and men are implied
by Barnard. Men are always evaluated according ¢avep, capability, and
possession in society. That power can be moral,sipAly temperamental,
economical, social or sexual. At that point, cherastics are ascribed to men as
observer, surveyor, and threatener of the oppesite However, women’s existence
in society relates to the appearance and mannenspiosite sex. That existence can
be specified with voice, opinions, expressions alathes. They can be qualified

with observed, surveyed, and threatened by oppasite Berger simplifies this
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situation as “men act and women appear... men lookamhen. Women watch

themselves being looked at” (Berger, 1972, p. 47)

Because of this, women’s clothing and fashion gaherhave frivolous and

decorative details to be observed by opposite sex.

In addition to this information; it is thought thétaped garments have details which
emphasize femininity and attract the attentionsopposite sex, because of the
elaboration, ornamentation and attractiveness. é'laes all the reasons for female
consumer’s demands for the draped garments. Thpindratechnique, which
contributes to make garments original and differentapplied on garments for
women consumers who wants to attract people andbiserved in the society.
Consequently with the emphasis on being approvailiservable, and attractive,

draped garments has a structure that symbolizdenhiainity.

2.2.4. Economical Design Values

While fashion design is concern with social worthdasocial role of people,
economic status is concerned with position witmreaonomy. “Fashion really does
change in varied economic climates as differencegbe amount of fabric used, the
cost of trimmings and what is available and acddptand show it off”. (Jenkyn

Jones, 2005, p.32)

Economic design values change according to detppied on garments, originality

of design, quality of fabric, conformity to fashitrends, application techniques and
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materials. This section will discuss the meaninduxiury and economic concept
that can be added to garments through the useagindy technique. Economic
design values refer to components such as luxuresss high cost, and value in the
thesis. The relationship between these componemtsdeaping technique will be

analyzed.

2.2.4.1 The Needs of Luxury Market

One way of understanding luxury is given by Gaklei€loco Chanel, “Luxury is a
necessity that begins where necessity ends.” (QkanR007, p. 7) This quotation is
one of the best descriptions of luxury. AccordingQkankwo, the meaning of this
definition is that “we don’t need luxury good torgwe as human beings, but we
need luxury goods to fuel the sensations that dmute to our overall appreciation

of ourselves and our lives.” (Okankwo, 2007, p. 7)

In history all items has made the effect of luxafier the World War Il in whole
World. At that time people’s desire arises andffea the industry’s ability of
producing luxury items. After the all physical aadchotional difficulties of World
War Il, people wanted all staff in unprecedentedligjes; in a short way luxury
items has become important after the World WarTHe demand of all goods

increased amount after World War Il.

Luxury is always about desires of human psycholadpch cannot be fulfilled.
Lack of desire is symbolized as an empty hole winctried to fill with desires in

people life, but it can not be filled. Because bist the expectations of people
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always increase. They need luxury items to feekigheexcellent, and perfect.
According to Christopher Berry “... Luxury might seeémimply exclusiveness. It is
in line with this exclusivity that luxury goods aseemingly to be associated with

expensiveness and rarity” (Berry, 1994, p. 4)

Luxury market needs to present exclusive, differempensive, and good quality
products to answer these demands and desires sumens. Draped garments
constitute a great part of luxury market from tlwenain of fashion design. As has
been mentioned, specialty and expensiveness gixryilumage to the draped
garments. Consequently, draped garments can bé&leoed as a channel to relieve

the needs of luxury market and consumer desires.

2.2.4.2. The Needs of Ready-to-Wear Market

Technological improvements and industrialization the field of ready-made
clothing caused an increasing competition betweashibn designers and
companies. Companies and designers tried to béigdah producing different and
high-quality designed garments for lower cost emdtout from their competitors,
thereby, they reached more consumers. This provédgdace to ready-to-wear
products between haute-couture and mass produdtienembodiment of ready-to-
wear area narrowed the gap between mass prodwntimaute couture areas, and
this creates a bridge between aesthetics concéimsute-couture garments and the

economics of mass produced garments. (Davis, 12939-42)
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Most ready-to-wear designers and companies usesrdp create high-quality,
attractive, elite, special and different garmeBisping technique, which is not easy
to apply for a ready-made garment, because ofnite-tonsuming and increasing
cost characteristics, adapted to ready-to-wear avéh the developments in
production technologies. Today, drapes are alsd useeady-to-wear area as smart
design details, elegant ornaments and differenmhdowhich can be produced by
lower costs compared to haute couture. For thegpes are not used as masses like
in haute couture or luxury clothing, but, they aised as little and smart design
details which is created in combination with fleatgern methods and draping.
Chapter 2 contains a deeper investigation abostdhbject under the heading of
‘Semi-Drapery’. Draping technique and drapes ctuistian appropriate structure
for ready-to-wear designers and companies who waghain a powerful image in
this competitive area. This also produces moreetsaifor the consumers who want
to wear attractive, different and special garmentsheir everyday life for lower
costs. While these details constitute aesthetiggimal and special appeal for
consumer demands, they are also providing cregtilotv cost and time-saving

production for the manufacturers.

In conclusion, drapery has a vital importance fady-to-wear garments for their
aesthetics and accessibility, especially in contaamy fashion. In order to meet
these demands, most of the ready-to-wear fashigigmkers and companies are
using drapery in combination with flat pattern nueth for their ready-made

designs.

38



CHAPTER 3
CREATIVITY THROUGH THE USE OF DRAPING

TECHNIQUE

As discussed in the Chapter 2, if draping technicale be applied efficiently on

suitable design, it can add variety of values ® @glarment such as creativity and
uniqueness. This chapter will examine how theseiesmlcan be added to the
garments. If it is investigated from the perspextof history of dress, it can be
understood that drapery has been used from anamees$ through present, whereas
there was no specific technique called as ‘drapumil 1930s. The first examples
of drapery and its variations had been seen ineaht¢imes especially in Romans,
Greeks, and Egyptians costumes. The visual evideh&Greek styles often comes
from marble statues vase paintings and sculptufesh@se civilizations. The

sculptures of antiquity were all representationgwéry day life costumes in these
civilizations. “Because real clothes were alwayes bblasic reference in ancient Greek
works” (Hollander, 2002, p.14). All of this informan is gained from the analysis

of marble statues which have been done till now.
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3.1. Evolution of Drapery and Draping Technique

Drapery, which derived from Antiquity, has greatlganged according to shape,
function and meaning during the evolution of fashiand it has long been used as a
source of inspiration for fashion designers. Irs thart of the thesis; drapery will be
investigated from the view point of usage and ewofu until the draping
technique’s creation by Vionnet. In later partse tbffects of drapery on the
designers as a source of inspiration will be aredythrough how it has been
transferred into designs by contemporary interpiaeta. It will be investigated in

two subtitles as inspiration of classical drapergt hias cut of Madeleine Vionnet.

3.1.1. Inspiration of Classical Drapery

All designs which created till now meet the neetlpanple as a functional utility,
and all the necessities occur from an impressidrusT design as a concept is
directly related to sources of inspiration. Theseai specific source of inspiration
behind draping technique applied in contemporashitan design market. It will be
useful to examine these sources of inspirationnidetstand the invention and first

applications of the draping technique.

The first usage of drapery was seen in Ancient ksrBeman and Egypt, but at this
time draping technique or stitching had not yetrbewented. For this reason the
garments were constituted by wrapping a rectangilape of fabric around body.

According to Hollander (2002, p.13):
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In Classical Greece, clothes were very simple. Mogt garments were
lengths of stuff woven to size and worn as theyeafffithe loom, hung
and wrapped or tied and pinned around the body.lofiiag, the cutting
out and piecing together of shaped cloth segmentsdke a three-
dimensional garment was unknown.

Figure 3.1: Garment types in Ancient Greece.

All this information comes from the historical aysis of the statues created in
antiquity. As it can be understood from the scukgudisplayed in the Figure 3.1,
the garments were constituted through the use apmpng a rectangular fabric
around human body. The main characteristic of tiseséptures was to display the
perfect and flawless beauty of human beings. Ferrdason, draperies were used to
show the important parts and to emphasize the igsstof the sculptures. For
Hollander “It has often been said that Classicalpdry, besides performing such
structural functions, also exists to reveal the ybtol advantage, emphasize its

movements, and caress its contours.”(Hollander31993)
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Another common characteristic of these sculpturas makedness. Although there
was no common usage of nakedness for sculpturesvamhen, it was very

widespread for sculptures of men. Sennet claims ‘fhlae leaders of the young

warriors were depicted in art as nearly nakedy theclothed bodies protected only
by hand shields and spears.” (Sennet, 1994, pAB8)at time, draped fabrics were
used as cape or shawl on the shoulders or the é&roeok to emphasize the
nakedness and perfection of male body, adding eiamd powerful features to these

sculptures. This situation can be exemplified l®yithage shown in Figure 3.2.

Figure 3.2: Male body in Ancient Rome with drapery.

In the image, Apollo Belvedere’s body was represgntith draped back clothes. It
was considered the greatest ancient sculpture f@ndenturies it epitomized the
aesthetic perfection of the body. Again accordiogHollander, “...a naked man

clothed only in his strength, beauty, or divinifgpaars distinct from a naked man
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wearing ornamental or supportive cloth draped @ arm or flying behind him.

(Hollander, 1993, p. 12)

Figure 3.3: Christ rising from the Tomb by Gauderizerrari, 1465

Influences of antiquity were also seen in the NBdédge Costumes. Classical
appeal still constituted whole structure of the reeal costumes. Hollander claimed
that, “It is possible to trace the course of sawipd drapery elements from their
classical sources through the Middle Ages, evemstoamed as they came to be into
rigid formulas or abstract decorative schemes” haler, 1993, p. 15). Drapery

was still used to give a feeling of divinity to tipeople in the Middle Ages. For
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example, as seen in Figure 3.3 (Hollander, 200®4)pthe ‘Christ rising from the
Tomb’, painted by Gaudenzio Ferrari in 1465, thamdiy of the Christ can be felt
by the audience. Christ’s figure is surrounded drgé piece of clothing, which is
illustrated as full of drapery, to symbolize thevidity and resurrection of Christ.
Although the draped fabric is not actually worn @krist, it does not fall; it has
energy in itself. In addition to this, it can bedenstood from the banner held by
Christ; there is a breeze which makes the banneewa contrast, draped fabric is
not affected in the same way. It has energy iteeffurround Christ. Despite its use
in antiquity, the naked body became a taboo toeptatorality. People preferred
not to use nakedness either in arts or costumetheonontrary, they had begun to
hide and cover their bodies in society. A detaitTdie Tribute Money” can be seen
in Figure 3.4. (Hollander, 2002, p.23). The bodéshe Christ and people around
Him are illustrated as wrapped bodies. All bodies eovered with draped and

folded fabrics.
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Figure 3.4: The Tribute Money (detail) by Masacdid23-8

In the Middle Age stitching became an importantredat of clothing. According to

paintings created in the Middle Age, it can be usti®d that drapery was used to
show small, elegant details instead of creating levlslhapes. Whereas tailoring,
which was a more common method of dressmaking,usad to fit the measure of
body. As it can bee seen in Figure 3.5 (Hollan@662, p.26), all the figures in this
painting were covered by draped garments throughusie of stitches. The divinity
of the figures in the painting by Mantegna was easpted by the draped clothes

which they wore.
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Figure 3.5: The virgin and Child with the Magdaberd Saint John the Babtist by Andrea Mantegna,
1490-1500

In Renaissance period, ornament in clothing hadeghimportance for both sexes.
The importance of waist was emphasized with stiff ftted corsets especially for
women. Drapery in Renaissance art was not whollywee from Mediterranean

antiquity. It changed completely in the Renaissapegod, both as function and
form. First of all, the movement made people fabls style of Renaissance in
architecture, which was a conscious revival ancetiggment of certain elements of
Ancient Greek and Roman thought and material celtdihe Renaissance style
places emphasis on symmetry, proportion, geometdythe regularity of parts, as
demonstrated in the architecture of classical aiyigand in particular Roman

architecture. On the other hand, the structuraidethanged the visual perception,
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and affected costumes of the period as structsyahmetric and geometric appeal.
The aesthetic appeal in terms of art, fashion actitecture was completely re-
shaped. As can be seen in Figure 3.6 (Cosgrave), 200 120), the women
silhouettes represented as narrow upper body aadggexated draped skirt which
had billowing effect. It was the typical charactéig of the Renaissance period. The
ornament of the clothes of both sexes has never thegnguished. Men’s wear was

just as decorative as women'’s in detalil.

Figure 3.6: An illustration which shows the typisilhouettes of the Renaissance period

While the top of costumes had become smaller, k¢ Bad become wider to
balance this structural appeal. “Drapery was losisgchic in fashion, but the
prestige of painted draped fabric was higher thear,eas painters began to play
with its pictorial role in sacred and secular ledjérfHollander, 2002, p.45) At that

time, drapery was used to create these structwailsl on skirt or shoulders as
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ornament. These volumes placed on shoulders and skere used in all costumes

of the Renaissance period and also in the followiegods.

Figure 3.7: Marie Antoinette

Stylistically, Renaissance architecture followedtl® and Baroque architecture.
The interaction between fashion and architectucedmamtinued in following periods
too. Especially, the volume and ornaments for bo#mn and women’s costumes
reached exaggerated dimensions, and women’s cdreetsme increasingly more
important compared to the Renaissance in the Barama Rococo periods, when
drapery had been used only in details as a pathefornament. In Figure 3.7
(Cosgrave, 2000, p. 168), Marie Antoinette’s costumrepresented as an ellipse-
shaped skirt adorned with drapery, ribbons, ane iadRococo style. The ornaments

and decorative elements on architectural structuret® also used in fashion as
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designed objects, for example symmetric adornmemttain-like draperies, and
tassels were used as decorative elements in aiptAirthat time “Drapery connotes

artistic display, alerting us to the presentatiba mmodel.” (Doy, 2002, p.18)

By the late eighteen century the interest in theeG-Roman past was manifest in
all areas of art and design.” (Koda, 2006, p.13¢ Timeteenth century had a new
sprit of modernity. The early costumes of the reeeth century resemble classical
costumes of the ancient Greeks and Romans. Clagssreod costumes were
reinterpreted and created again in the neo-cldssweg. The waist line was
designed under the chest, and the nineteenth geetanty costumes created a

smooth, basic and literal silhouette. Accordingtticy Johnston (2009, p. 46),

During the early years of focentury, Greek and Roman influences of
dress reminded strong, long, white, muslin gownrtk Wigh waists were
loosely based on the simple tunics featured insalak art. Soon,
however, a taste for greater ornamentation begamtéorupt the purity
of the neo-classical line.
At that time clothing depended on cross culturfilances. The nineteenth century
fashion was in considerable confusion, it was retarty understood where the
sources of inspiration for design detail came fr@&woth of the elements of antiquity,
drapery and Rococo influences can be seen mixeethteg on these costumes.

These effects became more prominent in the Rompatiods, between about 1825

and 1835.

In the romantic period, especially in the 1830eggés and shoulders of costumes

had reached such exaggerated proportions. Skires mezoming wider and shorter.
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Embroidery and ruffle were used to bring in ornataBon and gathering. In this
period, drapes were used as means of creating eolanskirts, shoulders and
sleeves. These exaggerated shoulders, enormowesieeell out from the bodice,

which all emphasize the slimness of the waist. Adicg to Lucy Johnston (2009, p.

92):

During this period drapery was often composed giasme pieces
mounted onto the foundation skirt, rather than ¢pdormed by the cut
of the skirt. The confining nature of women’s clotpy the heavy
draperies and long trains encumbering bustles,thadight corseting
necessary to achieve the fashionable silhouettepiex intense activity
on the part of those promoting dress reforms.

Wil

elgit

Figure 3.8: Madame Alix Grés White Silk Jersey Hugrdress (1944)
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20" century clothing was again based on cross cultinfllences as with the
nineteenth century but in a more literal and modemy. Garments in the 20
century had escaped completely from exaggeratiomptexity, and volume. The
decorative elements still had an important roleclothing but they drew more
literal, simple and comfortable structure. Smoatktites such as satin, chiffon and
crepe were cut on the bias to mould the body alhéhfa soft drapes. According to
Amy de la Haye and Valerie Mendes (1999, pp. 92-93)

From 1930, the styles of classical antiquity ins@imany couturiers,

especially the Parisians. Fluid silk and rayonggrxrepe, chiffon and

soft velvet were pleated, draped and folded ofieectly onto the body,

to achieve seemingly simple, but in fact highly gdex garments...

Among the Paris designers who contributed to tlguedor neoclassical

fashions were Alix Gres, Vionnet, Maggy Rouff, LeisiLelong, Robert

Piguet, Jean Patou and Augustabernard.
Figure 3.8 (Fukai, 2002, p. 480) shows Madame AHrés' draped evening
garments, which were applied with silk jersey. didi&ion to this garment, Grés also
created pleated and draped garments. “She intrddaleating to the center-front of
the gown. For Grés, pleating was a means of fitingarment without pattern-
shaping and seaming.” (Koda, 2006, p.40) Insteagreparing a flat pattern via
cutting and seaming, she used a bias cut, pleatind draping to fit the

measurements of body. Amy de la Haye and Valeriadde mentioned about Grés’

design style as:

In a bid to capture some of the timeless elegafatassical sculpture,
Alix Gres created a number of white gowns which Hded the figure
and fell into heavy draperies and folds. She worlgdctly onto the
body and often compared her work with fabric to eulstor’s

manipulation of materials.”(Mendes and De la H&\@99, pp.93-94)
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A white crepe garment created by Madeleine Viontiet, creator of the usage of
draperies and bias cut in modern fashion desigshasvn in Figure 3.9 (Kamitsiz,

1996, p. 37).

This section investigated the evolution of drapfeoyn ancient times through to the
twentieth century, as a life style and source spiration. It has a special place in
each period of history, and reflects some charsties in contemporary fashion.
The symbolism has changed from the divinity of gui and the middle ages, to that
luxury and nobility. It still carries the meaning loixury, but garments are now

designed from a more literal and modern point efwi

Figure 3.9: Madeleine Vionnet's crape garment, $:9336)
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3.1.2. Bias Cut of Madeleine Vionnet

The previous section aimed to investigate draped/its areas of usage in fashion
from antiquity through to the twentieth centuryorfr a historical perspective. As
already noted, there was no ‘draping techniqueil uhe 20" century, when a

designer called Madeleine Vionnet created and deeel draping technique using
bias side of fabrics. According to Fischer (200%6p “Women exchanged their
girdles for bias cut dresses that draped across Ibloelies and showed off their
natural shape. Bias cut garments are cut at 45ededgp the straight grain of the

fabric.”

As a fashion designer, Madeleine Vionnet has aiapeale in the application of
draping technique and the use of bias cut. FrarBaiglot (2006, p.82) mentioned

about Vionnet and her style in his book as:

Vionnet produced her designs by cutting, draping jgimning fabric on

to dolls, before making up full-scale models inffdm, silk or Moroccan

crépe fabrics that were unusual in women’s fashibthe 1920s and
30s. She would order fabrics two yards wider thacessary in order to
accommodate draping, creating clothes that weraeriods and sensual
but also simple and modern.

The draping method of Madeleine Vionnet is showrFigure 3.10, where she is
seen preparing a prototype for her design beforkimgaup a full-scale garment,

through the use of the draping technique on hefl snwalel.
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Figure 3.10: Vionnet usually worked with dolls teate her designs.

Greek influences are the most striking feature cddbleine Vionnet's works.
Vionnet was inspired by ancient Greek art, in whiieliments appear to float freely
around the body, rather than distort or mold itapgh As a couturier, Vionnet cut
fabrics on the diagonal or bias dimensions to m#tehcurves of a woman's body
emphasizing fluidity of motion. She used this "bia" to promote the potential for
expression and motion, integrating comfort and muert as well as form into her
designs. This technique was used for the first tbhyeMadeleine Vionnet in her
night gowns and dresses. Mendes and de la Hay®,(1©®4) describe Vionnet’s

development:

Vionnet's label depicts a classical image of worpaised on a column,
raising the straps of her tunic above her head.mFiH24, her
embroidery designs were inspired by Greek VaseEgygtian frescoes
and by the early 1930’s she had largely abandoeedamous bias-cut
in favor of classical style draping and folding. tWaof her garments
were ingeniously constructed in one piece, devbi@gstenings. Vionnet

54



was exceptional in that she did not sew down hapehies, but expected
her clients to perform a series of skillful manesvéo achieve the
desired look

Figure 3.11: Madeliene Vionnet, 1931

The most famous work of Madeleine Vionnet is shawfigure 3.11 (Koda, 2006,
pp. 78-79). She applied these creations with chitiad silk. The Greek influence
and divinity of image derived from the fluidity amblape of the used fabric. Thus,

the photograph resembles a Greek painting.
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Figure 3.12: Madeleine Vionnet, Purple and Red ¥gliZvening Dress. (1938-1939)

According to Kamitsiz's (1996, p. 77) analysis ofjiire 3.12 (Kamitsiz, 1996, p.

47),

Eight bias strips interlaced in pairs on the bustjealing the skin
through triangular “windows”. While she generallgvbured muted
colours, Vionnet often made surprising pairingstodng colours, as, for
example there wavy strips of red inlaid in purple.
Her draping, constituted through the use of chiffeik and Moroccan crepe,
created a marvelously feminine and sensual effdetr garment’s details and
intricate seaming have fascinated designers artdgenclothing lovers for decades
after her retirement in 1939. She created timedesk beautiful gowns that would
not look out of place on a Greek frieze. Vionnaiduced evening dresses that fitted

the body without excessive elaboration or dissitmuta employing a flowing and

elegant line.
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3.2. Draping in Contemporary Fashion

Until this section, draping technique and drapedgsinition and the values which
can be added to designs has been investigatedtfr®moint of view the historical
evolution of drapery. As has been seen, draperydaaping evolved and changed
according to form, area of use and purpose. Devsiofashion sector and creative
fashion designers have had an important role dutiegevolution of draping and

drapery.

In this part, drapery will be analyzed accordingctmtemporary usage in order to
understand its aesthetic creativity. For this reasontemporary fashion images will
be analyzed under three subheadings as Classi@eBr, De-construction of

Drapery, and Semi-Drapery.

3.2.1. Classical Drapery

The content of Classical Drapery can be framedhasisage of drapery inspired by
antiquity according to contemporary interpretatioAgcording to Harold Koda

(2006, p. 215):

They are based in part on the original variationd manipulations of
the antique models, the attributes accrued to érdime by artistic
convention, and the twentieth-century adaptatiomarafient methods to
modern forms.

The designs of Madame Grés and Madeleine Vionreetesaluated as the best

examples of classical drapery. In addition, Ko@806, p.35) notes:
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Cristobal Balenciaga, Valentino, Issey Miyake, aRomeo Gigli,
among others, have all made Graeco-Roman allusidnmsugh
minimalist constructions based on clothing tradisiooutside the
Western fashion system.
The creation of garments of antiquity is used aswce of inspiration. The details
of antiquity, seen antique statues, paintings amdgcbs, are transformed into
contemporary fashion, without being deformed in aray. For example, classical

drapery can be used to give a flying effect, fliyidind goddess-like appearance in

contemporary garments.

One of the other important points in creating thage of goddess is the selection of
fabric and color. In addition softness is an imanttelement in classical drapery.
For example chiffon is accepted as a suitable ¢ataricreate goddess like image
because of the transparency, lightness, softnedstren appearance of smoothly
flowing down. Emanuel Ungaro uses soft drapes @ssital way in Ungaro
collections. Emanuel Ungaro presented his styleangats as mixes of printed
patterns, bold and contrasting colors, and exceglidraped effects, suggesting
femininity. The grey silk crepe and chiffon eveniggrment in Figure 3.13 (Koda,
2006, p. 217) was made by Emmanuel Ungaro in 19®2-1According to Harold
Koda, this garment was developed with the combonatif peplosandhimation of
antiquity; in the garment, the noblest Olympian desks was hidden. (Koda, 2006,

p. 215)
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Figure 3.13: A draped garment by Emanuel Ungar8@+2992)

The draperies with a classical aspect can alsouliabte for the evening wear
market. One of the most important couturiers, Viahen creates timeless and
elegant dresses. He is a talented fashion desvwgner “for the past four decades,
has dressed the world’s most expensive women” KetarP001, p. 82). He is
known for his glamorous, sexy and extremely femendesigns created by using
layers of pleats and drapes. He also adores driagpéss own luxurious life.

According to Susannah Frankel (2001, p.82), “Vatenthas the linen drapes
surrounding his four-poster bed taken down twicdydand pressed. Even as a
child, it is said, he could not sleep at nightig tiny dressing gown was not folded
neatly on a chair.” He always uses drapery to ceffdeasure and luxury in his

collections.
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Another designer who used classical drapery in iegegowns is Gianni Versace.
“Gianni Versace was known for the sexually explit@mininity of his line”
(McDovell, 2000, p.263). His signature was the wesag prints, sex bomb
silhouettes, and references to ancient Roman aedkCeulture (Jones and Mair,
2003, p.492). Today his sister Donatella VersadbeasArtistic Director of Versace
brand. As can be seen from Figure 3.14 (McDoved02@.263) , the most obvious
details of the selected garments are draperiefirsgnpicture, the garments were
developed using stretch fabrics, and reveal theocws of bodies, using drapery to
create a sensual appearances. Draperies used éofitiedk the measures of body on

the side parts of second garment.

Figure 3.14: Draped dresses by Versace

Classical draperies can be used to create strigarments. Akiko Fukai (2002,

p.532) describes Cristobal Balanciaga as “the madtdaute couture, was at the
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pinnacle of fashion in the 1950s. He was one of fdwe designers who could
actually cut and sew, and he created complex fawvitts his cutting technique”. In
addition to Akiko Fukai, Francois Baudot defines 8tyle of Balenciaga “With its
perfect mastery of cut, its technical appreciatidrconstruction and its ceaseless
struggle to achieve a perfect balance between pnaportion, style and palette,
Balenciaga’s art takes on architectural dimensigBsiudot, 1999, pp.154-158). A
draped garment and its detail can be seen in F§dfe (Fukai, 2002, pp.531-532).
The garment was developed through the use of Idaickaffeta using a wrapping
and draping technique. Because of the charactexisti taffeta fabric, the drapes
gave garment the appearance of an antique statusgmabe seen from the detail

photograph. Having the appearance of antiquitsh@ws a modern interpretation.

Figure 3.15: A draped dress by Balenciaga
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As understood from the contemporary images, clasdi@pery produces a flowing,
flying effect, emphasizing softness, structuraéefé and the appearance of antiquity
in garments designed by well-known fashion desgn#rcreates an elegant and

special silhouette.

3.2.2. Semi-Drapery

Semi-drapery can be defined as the adaptationapiedy to ready-to-wear garments
through the use of tailoring and modern sewing washtogether. In fact, the
technigue of semi-drapery has been used sinceothrel&tion of European way of
garment construction which brought forth the uséadbring in addition to drapery.
As an historical example, in Renaissance perioghi-skeapery has been used as a
combination of rigid tailored structure as rhetafgower, in addition to drapery in
details which served for the purpose of ornamematHowever, this production
technique has been transformed into a design lgegua contemporary fashion,

especially for ready-to-wear garments.

Today in contemporary fashion, the progresses oduymtion technologies, life
styles, and the contribution of experimental stadigade ready-to-wear garments
important in fashion design area. In contemporashion, the popularity of the
technique of semi-drapery has raised in 1960s. réafgteele, who is the director
and chief of the Museum at the Fashion InstituteTethnology, underlines this
phenomenon as, “It was the sixties, that the emstinacture of the fashion system
was challenged. The prestige of the couture carderuwattack.” (Steele, 1997, p.50)

At that time, fashion has been shaped by youthtem$formed into ready-to-wear
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clothing. Consequently ready-to-wear clothing haserb placed between mass
production and haute-couture. Within this industegllections support creative
thinking, small-scaled textural and three dimensioforms compared to mass
production. Classical drapery of haute-couture 8een as a relic of past, so, young
designers transformed drapery into a new, and ytaolgthrough the use of semi-

drapery.

Unlike haute-couture, ready-to-wear sector benefitan tailoring and mass
production technologies to create garments for nappaopriate costs in increasing
numbers. Consequently, ready-to-wear designer rhaskeconstituted by mass
produced, creative, original and value-added gatsneithe most important
contributions to these garments are the originadityl creativity which can be

achieved via semi-drapery.

As a technique, semi-drapery combines aesthetieappf haute couture and
economic value of ready-to-wear in order to creatparticular design language.
This design language is based on a combined udeaping and tailoring. Fashion
designers have used draping technique togethertinatlat pattern methods such as
tailoring to make possible to produce original,atiee and aesthetic garments as
easy and fast. In this technique, most of the siras of semi-draped garments are
applied with the flat pattern method. Drapery isdiso give originality and unique
appearance to a garment, and, semi-drapery malese thpecial and unique

garments more accessible compared to haute-cogdneents.
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Figure 3.16: Two garments by Roksanda llincic (264sbrt).

Serbian-born and London-based, young fashion desiBoksanda llincic usually

uses semi-drapery to create romantic themes indilections. She generally prefers
to create structural, experimental, three dimerai@md contemporary effects on
garments through the use of semi-drapery. Her tigmastyle touches include

asymmetric hems, dramatic details, and the mixihgtactured and draped look
within a single piece. In Figure 3.16 shows twdal#nt images from the resort
collection presented in 2010. Both structures asell on a basic garment form
which can be developed by flat pattern methods;dvew her use of drapery added
originality and uniqueness to the garments. In firg image, the draped part
applied as an extra piece of satin to the basiecttre of body, whereas in the

second, drapery is applied on the edge of skildysess.
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The same effect is used in the contemporary reagyetir collections of Lanvin, the
oldest French Couture house founded in 1889 byn&hanvin who, according to
Akiko Fukai (2002, p.423), “Created elegant andhsstcatedrobes de stylefrom
the 1910s to the 1920s. Characteristics of hergdesiere a billowing skirt and
splendid decoration in a romantic style, overlaithviace and embroidery.” Today
the collections of Lanvin have been prepared byeAllklbaz, who uses classical
and semi-drapery when creating ready-to-wear didles. The 2010 spring
collection which was developed by the use of dirgped poufy gazar, and manually
crafted duchesse satin and georgette can be séeguire 3.17 (Collezioni, vol.138,
p.122). Here, a basic dress, which is constituted flat pattern methods, was
differentiated by the use of draped satin on theeugody, which made it unique

and original.

Figure 3.17: Semi-draped garments by Lanvin. (26dr@ig/rtw)
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Semi-drapery is generally used to make a basigdesesthetically beautiful and
unique. For example it can be used to make the eyario fit the measurements of

the body with an aesthetic way.

It is a contemporary type of ornamentation methodaddition to classical drapery,
Valentino chooses to use semi-draperies in botheheouture and ready-to-wear
collections. This can be demonstrated by the ceutallection presented in 2009 in
spring season by Valentino. One of the garmentsisfcollection can be seen in
Figure 3.18. This outwear garment was created esiihgf pattern divided into long,
and thin pieces that stitched together. The orlginaf this garment, however, is on
the edges of skirt. These pieces were formed imoshape of rose by the use of

draperies, and these details make the garment eiaiod special.

Figure 3.18: An outwear garment by Valentino (28@#8ihg/couture).
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Derek Lam used semi-draperies to make the garm#at fthe body. Lam is
creating clothes that are both luxurious and wedarabith a feminine but plain
beauty about them. Derek Lam used semi-drapenaah e€ollection of his label.
One of the garments of resort collection preseme#010 can be seen in Figure
3.19. The draperies applied on the upper body midme garment fit the
measurements of the body without seaming and guitfina contemporary and

structural way.

Figure 3.19: A garment by Derek Lam (2010/resort).

Consequently, in the semi-draped garments drapergenerally used as small-
scaled details and ornamentation as structuralesiesrto give garment originality
and uniqgueness. Because of the small-scaled usalyepery as details, the fluidity

and flowing quality of fabric has become of secagdmportance for semi-draped
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garments. However, this has enabled semi-drapebetapplied to ready to wear
garments by ready made clothing companies. Thisiodeis already used by well-

known fashion designers and ready made clothingoeoines.

3.2.3. De-Construction of Drapery

In parallel with semi-drapery, de-construction ofapgkry is also used in
contemporary interpretations of fashion design. tMidshe fashion designers, who
use drapery as de-construction, are impressed lpmsruction movement. De-
construction movement is a forward-looking designovement involves
deconstruction of the rules, which can be evaluatethe reactions of society with a
new identity and new aesthetics. Fashion designers affected by this movement
from the mid 80s. At that time a group of fashiasigners of Royal Academy of
Fine Arts in Antwerp introduced conceptual, radigalages in fashion through
unconventional cutting and aestheticglén Kipdz, 2007, p.16) In the 80s “there
was talk of end which was also the preparationaforew beginning...with a high
aesthetic distribution” (Tonchi and Frisa, 200438i). Japanese designers
contributed to this movement with a combination tcdditional Japanese and
Western culture, to create unconventional aesthatial spiritual attitudes. The de-
construction of drapery is the most experimentalecaf drapery in contemporary
fashion. This process aims to a re-interpretatibrcanventional drapery in an
experimental way, re-interpreted draped garmenishwiake advantage of different
materials and fabrics can be categorized underhéaling. The de-construction
process of drapery has caused a change in garnwatiisthe loss of the Goddess

image and the elimination of the feeling of antigui
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Also Japanese designer Yohji Yamamoto uses derootestl draperies. According

to Akiko Fukai (2000, p. 668),

The Japanese designer Yamamoto, known worldwidehi®roriginal
insight into fashion, has paid the greatest respeciVestern-style
clothing...After...Yamamoto presented various elementhe kimono
in their modern-day essence. This set the stanftardhe so-called
‘Neo-Japanism’ movement.

Figure 3.20: Draped dresses by Yohji Yamamoto (1g8ég)

His signature is oversized silhouettes in blackeroffeaturing drapery in varying
textures. As can be seen in Figure 3(@d the left (Wilcox, 2001, p.141), on the
right (Fukai, 2000, p.683), Yamamoto tried to fiaddifferent garment form for
human body without the use of flat pattern method 998. These garments were

developed via the de-construction of drapery, whdah not support the flowing
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attitude, because of the characteristics of fabFitese dresses were shaped by
neither darts nor cutting, but they were shapethbymethod of twisting and rolling

the cloth. (Fukai, 2000, p.682)

Another Japanese designer who used de-construtdetems in clothing is Rei
Kawakubo. He also uses drapery to de-construct gasn Akiko Fukai (2000,

p.514) states that,

In 1982, Rei Kawakubo and Yohji Yamamoto had atlatgrimpact on

Western fashion. They showed monochromatic, tord,reon-decorative

clothes, bringing shabbiness into fashion to intveratly express a sense

of absence rather than existence. Kawakubo, eveatisfied with

preconceived ideas, has continued to take on nalleciges.
Kawakubo believes that innovation in fashion isdeid in untried approaches
methods. To achieve new garments which did notipusly exist, he uses de-
constructive approaches, stating: “I try to malatets that are new, that didn’t exist
before, and hope that people get energy and festiym when they wear them. |
believe that creativity is an essential part d.lif(Wilcox, 2001, p.72) As it can be
seen from Figure 3.21 (Wilcox, 2001, p.78), he ubeth of the sides of fabric

together as inside out through the use of unhiceam details.
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Figure 3.21: A garment of Rei Kawakubo for CommeGdecons

Greek-born and London-based fashion designer Sdpbkesalaki is one of the
most talented designers using contemporary inte&fioa of classical drapery in
collections. Because of the resemblance of thele sKokosalaki prepared two
collections for Vionnet in spring 2007 and fall B0GShe usually returns to her
homeland, which is the source of inspirations fer ¢ollections. All the collections
of Kokosalaki have been developed by pleating arghidg, which have become
her signature. In addition, Jones and Mair (20025®) state that, “Kokosalaki
works through a back catalogue of ancient skillngisappliqué, pin tucking,
cording, plaiting, ruching, and patchwork to emisélla range of fabrics including
her signature leather and silk jersey.” De-consibuc of classical drapery in
Kokosalaki’'s garments resembles de-constructiomioimalism in Helmut Lang’s

collections.
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Figure 3.22: A Dress by Sophia Kokosalaki (2010rgprtw)

Figure 3.22 shows an example from 2010 spring ciidie of Kokosalaki. The
designer used bias side of a light, shinny falbaiking advantage of its own draping
capability on the top part of gown. The flying dihalving effect is created through

the use of drapery on the skirt, which was tiedrie shoulder from the back.

Another example of the de-constructive approachAmssterdam-based fashion
house Victor&Rolf, who uses drapery in de-consiugctvay. Victor&Rolf draw a

controversial attitude against traditional and cirapproach in their collections.
“They subvert much of the pomposity of coutureadty their ironic and anti-ironic
attitudes.” (McDowell, 2000, p.317) Their collegi® based on experimental

approaches in terms of distortion, deconstructama layering. Victor&Rolf created
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exaggerated and formless draperies with a prirdbdd in Figure 3.23 (McDowell,

2000, p.316-317)

Figure 3.23: Liberty print dress by Victor&Rolf (28)

Another fashion designer who uses deconstructivéhads in collections is
Vivienne Westwood. “Over the last 34 years VivienWestwood has been at the
centre of British fashion and one of its most inwen and influential designers.”
(Wilcox, 2004, p. 9) Westwood was largely respolesiior bringing modern punk
and new wave fashion into the mainstream. She meefeto use drapery in
deconstructive way, according to her style. Sheiedepattern and basic fashion
form, and creates a completely different structime garments. An example of
Westwood'’s ready-to-wear collection, which was prgéed in 2001, is shown in
Figure 3.24 (Wilcox, 2001, p.130). This straplessngent, which has matching

sleeves with one-legged trousers, was developetheasStatue of Liberty dress,

73



through the use of silk flower-printed fabric. Aancbe seen from the image, she

destroyed the form of garment by the use of dragetayers and folds.

Figure 3.24: A dress by Vivienne Westwood, (spi20g/1)

As can be understood from these examples, de-catistn of drapery has no
rules, it is an independent process. In this wagpery can be applied through
the use of different materials and methods to ereatraordinary designs, which

provide an experimental method to create origindl @nique designs.
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CHAPTER 4
PROBLEMS AND BOUNDARIES OF USAGE OF DRAPERY IN

RTW MARKET

According to the analysis done in Chapter 3, dnaped draping is often preferred
by well-known fashion designers who have differenterpretations and use
methods in contemporary fashion design especialtyttie high fashion, evening
wear and haute couture market. The Mass markesindgenerally does not prefer
to use drapery for ready to wear products espgciallTurkey. The limited of usage
of drapery in ready to wear market have severaaesmand these reasons, including
economical, psychological, and technological changén Chapter 3, the
circumstances limiting the usage of drapery in ygadvear market in the twentieth

century will be analyzed.

4.1. Transformation in Production Technology

The advert of industrial revolution introduced mangovations to the whole world
in terms of machines dominated production techrnek@nd these achievements
made great changes (Wilson, 2003, p.60). In thist md the thesis, the
transformation in fashion realm caused by productechnology and the effects of
this progress throughout the fashion and clothireps in terms of drapery and

draping technique and its application will be imgeted.
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The progress of production technologies in fasléointo a regeneration of methods.
With the development of technology, the loweringcoft, increase in speed and
reducing of physical labour are the most significasontributions of the
transformation in production technology. This hated effect on how clothing
products were produced after the transformatiorprioduction technologies, for
example the invention of sewing machine had a tliefect on producing garments.
At that time the invention of first sewing machineas perceived as a negative
factor by couturiers who lived in 1830s, becausy tinought that they might reduce
the value of workmanship of a craftsman fashionlavon 1846 Elias Howe
patented the hand powered sewing machine and #feerinvention, he even
arranged a competition in which the machines whieke set against the finest hand
sewing experts in America to prove the capabilityhis sewing machines. As a
result, the machines easily won both accordinguality of stitching and expedition
in time. (Graham Forsdyke, n.d.) This was usedasdaertisement to announce the
quality and practicability of the sewing machin&sirprisingly, however, Howe’s
invention did not sell well because of difficultieghich had arisen during the
application, but with the contributions and modifions of Isaac Singer and Allen
Wilson, the invention worked more easily and it &egto be used for both
commercial and domestic purposes. (Breward, 20(81!)pAccording to Rebecca
Arnold, “Singer’s introduction of the sewing macéim 1851 is sometimes credited
with revolutionizing ready-to-wear.” (Arnold, 2009.53) The efficient usage of
sewing machine in production changed clothing Isalbit addition to this, garments
were easier to find and cheaper to buy. Accordm@ini Stephens Frings “the

democratization of fashion began with the invenidrthe sewing machine, which
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turned handicraft into an industry. The sewing nr@ahmade the mass production

of clothing possible.” (Frings, 2001, p.7)

The biggest innovation which occurred in fashioamewas the mass production of
garments, which can be defined as the productidargé amounts of standardized
products. Because of the mass production of clgtheneryone can access fashion
products easily. Christopher Breward calls the twed#im century as the ‘age of

masses’. According to Breward:

The twentieth century has repeatedly been charaeteby cultural,

social, design and art historians as the age os&Mhamass production”,

“mass consumption” and “mass media”’ have all baesteyl as defining

characteristics of Western society since 1900s...Aded in the

technology and materials used for clothing produrctiave undoubtedly

provided more comfortable, cheaper, and attractiems to a larger

proportion of the population. (Breward, 1995, pp21183):
With the new popularity of mass production in 19408l 1920s several advantages
were gained by the fashion industry. One of theaathges was the reduction of
possibility of human error, labor costs and vaoiasi. In addition to this, the fashion
design market in which the workmanship has a vitdé, has provided longer
lasting products due to quality stitching enablgdriass production since twentieth
century. On the other hand the worker spends litleno time for preparing
materials and tools, and in this way, developingr@duct using mass production
takes much less time than using traditional methdds other words, mass
production was more practical than traditional md# The mass production’s

labour-saving working conditions in comparison wittaditional method like

draping reduces labor costs and this, as well ameeased rate of production,
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enables a company to produce a larger quantitynefpyoduct at a lower cost than

using traditional, non-linear methods.

But of course mass production has negative rebealsdes positive achievements.
“The coming of the clothing factory deepened thasibn between the new bands
of casual and semi-skilled machinists and the oédt avorkers.” (Wilson, 2003,
p.74) For example, the increasing mechanizationaed or eliminated many of the
roles of professional craftspeople, because ofithntemporary fashion; “crafts”
are most commonly seen as a form of hobby or arkwrapery in fashion design
is a kind of art and craft technique which can Ippliad to make innovative,
creative, and wearable garments. Drapery and dyapgohnique needs specific
know-how because of its art and craft aspect. tnti@ast to an industry in simple
and functional ready-made women'’s clothing, a hegh-haute couture market also
got off to a good start during this period, anchad out to be equally prosperous.”

(Fukai, 2000, p.154)

The basis of haute couture was established in b§3Zharles Frederic Worth with

the opening of his first couture house. Haute aeugarments are labour-intensive,
luxurious products and they are prepared for aiBpetistomer through the use of
high-quality, expensive fabric. Couturiers show exttreme attention on stitching

and design details. Generally, these garmentsasedbon extremely detailed hand
work, art and craft. The establishment of hautew®uhas provided an opportunity
for drapery to be used efficiently by craft workéos haute couture products. For
example, Madeleine Vionnet developed draping teghithrough the use of bias

cut for haute couture gowns in 1930s. With dragechnique haute couture had
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reached the maximum level. “Dior dated the emergeafchaute couture proper ...
from the revolutionary twentieth century designéfisdeleine Vionnet and Jeanne
Lanvin” (Wilson, 2003, p.88). Thus manually creatlssign details have been used

mostly for couture products.

The mechanization in fashion production methodsiced the usage of handicraft in
everyday clothing. Because of the mechanizatioproduction technologies the
contribution of the human factor and handicraft haen reduced in garments, and
this limits the effectiveness of experimental pssdn other words, any discovery
of new processes cannot be efficiently transfertedready-to-wear products.
Therefore, the production of garments as massesedaall ready-to-wear products

to look alike.

Mass production did not cause disappearance ofedyajm ready to wear and
couture sector, however, the growth of mass praocludaused drapery usage to be
limited in the fashion design industry. In contradtapery has continued to be
popular with couture designers and companies faciap garments in fashion

industry.

In developing new ways to create aesthetical appdakshion, drapery can be used
in combination with flat pattern and draping methods semi-drapery. The
contemporary ready-to-wear sector benefits fronpidg technique to add to the
pattern of a specific garment and then this pattertransformed through a flat
pattern to enable the garment to be mass prodircedidition to this semi-drapery

can be used only in details as ornamentation. i1 Wy, producers can produce
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semi-draped garments in mass. Semi-drapery cawvdleated as the adaptation of
craftsmanship through ready-to-wear products imseof industrial and commercial
dimensions. Semi-drapery, which has been used liykn@wvn fashion designers
and companies in the ready-to-wear market, is adsal by Turkish designers. This

will be fully analyzed in Chapter 5.

4.2. Transformation in Life Style and Gender Roles

As has been analyzed in Chapter 2, drapery canebeciped as the mode of
clothing which can emphasize femininity, and ite tgas been generally preferred in
women’s clothing in the contemporary fashion desigarket. Until late nineteenth
century draped gowns had been used both in mewangn’s clothing. One of the
reasons of the reduction of the role of draperyfashion design could be the
transformation in gender roles and social life. 8ese of this, the boundaries and
problems of usage of drapery in the ready-to-wearket will be investigated from
the viewpoint of gender roles since the nineteeetitury, which has been accepted
as the beginning of elimination of ornament, drgpand detailed design elements
from menswear. The loss of the ornaments in menswasa strengthened with the
industrial revolution. With industrialization, manfactories opened within the
textile industry, and therefore, the need for woskand the capacity of labor was
increasing rapidly. People left villages to work factories in big cities. The
possibility of earning more money for more workersated a new group in society
called the ‘middle class.” “As the middle class wrebusiness men wanted to
establish an image of the respectability and deglaihty” (Frings, 2001, p.6). To

create this impression of respectability and depbititly, men decided to abandon
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ornament, embroidery, and drapery which had beed ustheir clothing until the
late nineteenth century. This situation has comeptethanged the images of men
and women, which had been seen as alike for atloreg “The new fashion for men
put cut and fit before ornament, colour and displEyey abandoned make-up and

foppish effeminacy.” (Wilson, 2003, p.29)

These developments in men’s clothing enabled themkeep in step with new
working conditions, because the suits had no wstei structure which could limit
the motion of body while working. World War | amdorld War 1, which are
emerged in 1917 and 1960s, brought many women wutkplace, especially,
during the wars. At this time the working spheresvd@minated by men, causing
lower salaries, bad conditions, and lower statuswomen workers. Working
women became increasingly aware of their unequateing conditions, economic
and social status. This gave birth to the femimsivement, under which women
wanted to show their working conditions to the wlorlThe followers of this
movement recommended women dress like manly. By whay they thought the
differences between sexes would be symbolicalljueed (Davis, 1995, p. 194).
Feminists coerced women to reject fashion and its habits all together as
community, and they strongly criticized the fear b&coming démodé, the
propaganda of fashion magazines, the obsessionapjearing for the benefit of
men in terms of sexuality, excess spending of themetics extravagantly.
However, these campaigns gave women a powerfulimege. “Feminists had been
active since 1890s in campaigns to discover andsxthe conditions under which
women worked, and in 1909 the campaign againsttgvgeand for minimum wage

in the industry met with success” (Wilson, 2003,6). This has made women more
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independent at work and in social life. Progresshim ready to wear market and
fashion industry has emphasized these independenp@verful images of women
who worked in private offices and government deparits. The transformation of
women'’s clothing through the use of the elementsi@h’s clothing in everyday life
in 1860s reached its height in 1930s for everyd@y Through this, women have
gained the respectability by eliminating the ornataBon and drapery which came
from nineteenth century women’s clothing and thexaggerated appearances.
Men’s clothing elements can be seen in the imagevshin Figure 4.1 (Ewing,

2001, p.136).

Figure 4.1: The female attitude for everyday IielP30s

One of the pioneer fashion designers against cis$mininity was Gabrielle
Coco Chanel. She helped to create a new defingfogender roles in all over the
world through the use of her design language beiwi€d3 and 1971. In Valerie

Steele’s (1991, p.41) words,
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Chanel’s fashion iconoclasm took a different foghe invented her own
personal style, based on the attire of her mal¢éeprars clothing that
represented the masculine power and aristocrafiependence that she
craved. In the process she ruthlessly destroyed mofthe traditions of
feminine fashion, while forcing high society to apt her as a power in
her own right.
Chanel had an important role in adapting men’shahgt elements by women’s
clothing. Chanel also rejected sartorial decoradod ornamentation, because of
their connotations with feminine sexuality. Chaaetl her design language, which

changed gender attitudes in terms of fashion, @arepresentative as a restrictive

element for the use of drapery.

These changes caused the ready to wear productimerease. With this progress
in ready-to-wear market, factories started to poedsuitable products for modern
and practical life. Elizabeth Ewing (2001, p.12&plains this situation with an

advertisement campaign used by a clothing store.

In the rush of modern life... many women of todayéawet the leisure
to have their clothes made to order, as they havieme for fittings and
other incidental details... To meet the ever-incregsdemand for
fashionable up-to-date ready to wear coats. Costuered gowns, we
have recently produced a number of models...all naidbr priced, and
at the same time embodying the style, cut and warghip of a
garment made to order.

As it can be understood from the aforementionecedbement campaign, working
women who could not find time to dress up were dbleadopt a practical and

modern lifestyle with the use of ready to wear picid.
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In conclusion, the transformation in social lifedagender roles can be accepted as a
reason for the reduction of the usage of drapemvieryday clothing and ready to
wear products. Unequal and contemptuous behavioraanen in working place
made femininity a kind of disgraceful characteasBecause of this, women, who
wanted to have same rights with men’s, protestad thscrimination with a
masculine attitude and language. Drapes, which esphd femininity and
seduction, were rejected by feminist women who e@rtb gain respectability in
society. The ornamentation and exaggerated dimessichich were eliminated
from men’s clothing in nineteenth century were ablmandoned by women’s
clothing in the twentieth century. After that, fire everyday life women have
preferred to use more flat and comfortable garmesish are suitable for working

life. Because of this restriction, draped and oreatad design became less popular.

4.3. Effects of Increasing Costs

As has been investigated, draping can be definednasxperimental designing
process, and this process has time-consuming, figoand exhausting structure.
Because of the intensive handwork, time-consumimayacteristics and the use of
fabrics as masses, draped garments can be defmeek@ensive, luxury and
exclusive products. Draping helps to create unigue original designs which are
mostly impossible to create its equal. It answespecial need and this affects the

costs.

Producers generally do not prefer to use draperyeady-to-wear products for

several reasons. First, the amount of used fabtitching difficulties, and labor
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costs directly affects the costs of garments. Beeaelected fabric has to be used in
folds and drapes on the garments, extra fabrieezled. On the other hand because
of the sewing difficulties of draped garments, poels need to employ more
workers who are specialists in the draping techmicAs can be understood, more
workers and fabrics — especially special fabricactvthave capability to create
draped effects - increase the costs of garmentddition to this, the extra amount
of fabrics for draped image and handicraft aspéalraperies increase costs and
also increase time per a garment at the same Bewause of this, producers do not
use drapery and draping for most ready-to-wear yoisd To decrease costs,
producers abandoned this technique in ready to wedustry. This means a
contradiction between the production of ready-mgdements and drapery. In
addition, producers regard draped garments adasuse of the increased costs of
production process along with the high demand apéd garments by consumers at

the same time.

With the growing aspect of mass production, contipetincreased between ready
made clothing stores. Especially in the contemporfashion industry, this
competition became more intense day by day withirtkeeasing numbers of the
stores. “A key moment in the emergence of shopm@agoopular culture is the
development of the department store in the latetaenth century. By the close of
the nineteenth century the department store hadnbea familiar feature of city
shopping” (Storey, 2003, p.148). The aim of thetsges was to sell more ready
made garments than the other companies. To acthespurpose, many companies
used advertisements which were announced in atyané magazines and

newspapers. The other way to sell products to eedoe costs of garments which
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they tried by using innovative cutting, stitchingdapressing techniques. According
to Rebecca Arnold, “Further innovations, in cuttiagd pressing techniques, for
example, reduced costs to manufacturer and consaserell as production times.”
(Arnold, 2009, p.54) The production of lower coatments has changed both of the
habits of consumers and producers. According tdyer’s viewpoint, most of the
companies considered producing and selling the gatsnwith lower costs to
compete in the market. At that time most peopleta@dno buy cheaper garments
and producers wanted to produce cheap products. aftitede of both sides,
producers and consumers made the costs of proohptstant in fashion industry
and in this way lower costs have created a crazedosumption. Producers have
considered how to use the minimum fabric for eaatmgnt to create more copies
of one product from a single roll of fabric in tegnof mass production.
Consequently the costs of garments fell. Accordimglesigners the madness of
consumption in the ready-to-wear industry limitée tcharacter of uniqueness in

design.

This situation has the same effects on consumerstgof view too. As it has been
known fashion and fashion products have changgaragress as consistently and
impetuously in a trend system which has affectedsamers’ shopping habits.
People want to be seen as fashionable throughshefusuitable garments. In this
spirit, consumers desire popular products whicimptéhe trends of year. After the
changing of trends these products are generallnetkfas out of fashion and
consumers do not want to be seen in unfashionateents. Especially for clothing
fashion consumers do not want to buy expensiveymtsdat all for everyday life,

because of the fast changing of seasonal trendditiéwhllly people prefer to buy
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selection instead of one expensive garment, aisdgtonly possible with the cheap
products. This situation has provided disposabtecdreap garments for consumers
with the help of innovative progress in fashionustity. It does not make sense to
dispose of expensive garments after they passfdasbion. However, people have
become accustomed to the consumption of ready maareents. Lower costs and
the increasing expectations of consumers led to smesnsumption and

contemporary consumerism.

Increased demands for ready made clothing haselihibhe use of drapery and
draping in fashion industry since 60s-70s. Hauteto® has become a special
market with the capture of fashion realm by reamyvear market through the help
of institutionalization and specialization in thisector. It is suitable for
institutionalization, because, ready-to-wear praoucis constituted according to a
stable system of rules. In addition to this reaatyvear market is also be supported
by the improvements in technologies. This makedyda-wear market developed
and widespread, but, it also makes haute-couturkananarrowed. Gen Doy
claimed that “Drapery is perceived as ending aspmctaround the time of Art
Nouveau and the later nineteenth and early twéntentury” (Doy, 2002, p.5).
However, in contrast to the decrease in the uskayfery in everyday life, the value
of this kind of art and craft technique increasBdcause these effects make the
garment unique, uncommon, and special in a worlechvis dominated by mass
production and consumption. This situation has mddeped garments more
expensive and valuable, because of their rarity angijueness. All of these
developments and innovations mean drapery is usdaalute couture products. “At

the same time as this acceleration within the readye industry, couture was
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adopting increasingly astute business methods pronab techniques, especially
fashion shows, employed to great effects by... digsat@d elite vision of fashion
style” (Arnold, 2009, p.55). By this way in the rdid of twentieth century, drapery
and draped figures were seen in the haute coutwrsels and fashion photography
through representation of Madeleine Vionnet and afael Grés’ timeless evening
gowns as can be seen in Figure 2. (Gen Doy, 200@29pHowever, it was difficult
for most people to afford these kinds of produ&s. example of this kind of
fashion, by Madeleine Vionnet can be seen in Figuge In the image a women is

standing above an antique column to give antiguiitxncient times.

Figure 4.2: A fashion photograph of Madeleine Vietsidraped garment.
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In the contemporary fashion industry, designersehimund ways to make haute
couture products more affordable by making a bridgeveen haute couture and

ready made production. For example, according twhl;

H&M has commissioned a series of lines from designacluding

Victor&Rolf, Stella McCartney, and Karl Legerfeld aell as music star

Madonna and Kyle Minogue. These collaborations lsuast for a

limited period only creating huge media coveragehe hura of high

fashion is used to enhance the status of varioussimearket stores.

(Arnold, 2009, p.82)
This kind of co-branding studies can also be saehurkey’s fashion industry, for
example Arzu Kaprol, who preferred to use draparher couture collections, has
prepared garments for the ‘Limited’ collection fdetwork since 2002. The other
creative Turkish designer who uses drapery in tb@iections is Dice Kayek. Dice
Kayek is preparingMachka collection for Ayaydin Miroglio Group withimeless
andagelesglesigns. Machka is the first high-street desidmand of Turkey. These

kinds of collaborations have been the expressiomiggrated luxury and mass

fashion, produced since late twentieth centuryn{a, 2009, p.83)

In conclusion, the increasing costs of draped gatsndnave been seen as a
restrictive characteristic of drapery to be useddady to wear industry, because
draped garments need intensive handicraft and nuatievithin the production

process. Consequently drapery may not be suitablsméss production for ready to
wear garments because of the increasing costs atuhirgy difficulties. In

contemporary usage, draped garments have beemedddigr special brand names
by well-known fashion designers. These collaborstionake draped garments

accessible for consumers as high-street fashion.
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4.4. The Effects of Youth Cultures & Street Fashion

One of the most important factors which affect thathing trends is youth culture
and street fashion. In this section, youth subce#tiand anti-fashion movement and
their effects on fashion and drapery will be anatl;zStreet fashion, which has been
popular and active for youth culture since 195@s) be defined as the protest of
youth groups and their expression of rebellion ulgtothe use of clothing. Rise of
new demographics constituted young employed pespdenew consumer culture in
post-World War II. All of these social developmehtsl caused young generation to
rise up to seek their own distinct mode of expmssi‘The young found that
displaying their physique was the most effectiveanseof setting themselves apart
from the older generation” (Fukai, 2000, p.511)eMoung generation established
their own world in which their own rules were domied. In general these groups
were formed by young people to protest and rebainatydominant system. These
subcultures may present an attitude of being iedkfit through the use of anti-
fashion style, which arises from political or pieat problems. The groups consider
fashion a secondary priority, and being seen asheiss and beautiful is not
important for followers of each subculture. “Sultatds, and youth cultures in
general, have gradually separated out their pdatiamagery from the world of
daily labor and immediate social contexts” (Charab&90, p.68). The members of
each subculture have used anti-fashion in differgays to promote their own
independence and freedom of thoughts. “Anti-fashrefers to all styles of
adornment which fall outside the organized systersystems of fashion change”
(Polhemus, 1978, p. 16) Subcultures mostly haven mmstituted by marginal

groups, workers, young people, and minorities wdlo dnjustly excluded by adult
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and they used clothing, hairstyle, and music asieevof rebellion. E. Philip Rice

explains this situation through the use of meanofdashion in three steps.

“One, Clothing is an important means by which thedividual
adolescent discover and expresses his identity... Tohathing is one
means by which an adolescent expresses his depenueiependence
conflict, or his conformity-individuality conflict.Three, the most
important function of clothing from the adolescentiiewpoint is to
assure his identity and sense of belonging with gesups” (Rice, 1975,
pp.165-167)
Generally these subcultures have developed aslectieh of young people’s
feelings, rebellion, and detestation while the exagion of their identity and these
groups has real influence over the orientationashion transformations. “Many
authors have pointed out that young people areraneter of social change”
(Miles, 2000, p.2). Each period had a differentspeal subculture and the followers
of the each subculture resists fashion throughusteeof cheap, vulgar, and tasteless
items of fashion. Young people who belong to a sgesubculture preferred to
create their own clothing style. The subculturestgsted luxury consumption, and
the understanding of elegance and aesthetics wiachbeen accepted by older
people. They all tried to emphasize that beingasegnd stylish were not the result
of high quality fabrics, stitching details, femiitiyy and luxury concept. On the
contrary youth had believed that basic and unsigtatems which could be
considered as disgusting or unimportant items cooddite an elegant and stylish
appearance too. Draped, elegant, and high-quaétyngnts which satisfied the

needs of luxury clothing were evaluated as uningmirtsenseless, and unnecessary

elements of fashion. While some subcultures wesatorg their own clothing, some
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others made styling and modifications on second l@dothing. One effect of this

was to limit the use of drapery in fashion.

As discussed in Chapter 2, drapery has a struethieh emphasizes femininity and
seduction. Draped details were eliminated from gats1 of women who felt that
scorned, frightened and distrusted because of tl@ininity. Women had begun to
dress like men; in addition they behaved, and sp&kemen. Because of this they
eliminated luxury, ornament, and draped detailsnfitheir life. For example the
first subculture which gained a success in 19505 neamed ‘Teddy boys’. Teddies
symbolized for the problems of adolescence andesynaf young boys and girls
who had grown up during World War Il. The reasofgheir reactions was the
childhood during the World War Il and the reflecisoof this war, such as broken
families, lost father figures, and increasing matem. (Wooffitt and Widdicombe,
1992, p.8) Broken family and lost father figuresdmagirls to be more self-
protective and fearless like men. These girls waameo brooches, plain jackets,
hobble skirts, straw boater hats, espadrilles]eciskirts and toreador pants. With
this style, girls proclaimed their fearless and-pebtective image. Teddy girls can
be seen in the photographs taken by Ken Russe&d58 in Figure 4.3. A group of
Teddy girls are seen in masculine clothing withautament or draped effects. This
movement, which was perceived as the falling ohifas to street level, was

supported by Emanuelle Khanh and this was perceigdtle death of haute couture.
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Figure 4.3: Teddy girls by Ken Russel's camera

Reducing effects on the importance of haute coypuoducts limited the usage of
draping technique and drapery, as creativity anchensive design development in
haute couture is supported by draping techniques Whs the beginning of collapse
of high fashion. From now on designers wanted sen@asy to produce designs for
street fashion garments instead of high qualitpe@sive and luxurious high fashion
garments. In 1964 Khanh said that “Haute coutsigead...| want to design for the
street” (Steele, 1997, p.68). The rebellion of ypyeople erupted all around the
world in 1968 with a new subculture. At that timenérican youth revolting against
the Vietnam War developed the “hippy” subculturtisTsubculture had been used
as a philosophy all around the world with the siogamake love, not war”. Young

hippies had played an important role in endingwiae. The desire for freedom was
a characteristic of the hippies. They describedr tvement as ‘flower power’,

which can be characterized with sex, drug and recéll music. (Steele, 1997,

p.70) During the Vietham War, the new big phasesigfies fashion had already

begun as the hippy anti-fashion movement. Altholighdicrafts were promoted by
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hippies, drapery was considered a useless detatléthing. At that time denim
trousers were a kind of hippy sign. However, “bg tt970s blue jeans were no
longer really the mark of the worker, the rebeltha hippy, because everyone wore
them.” (Steele, 1997, p.88) It is clear that youmgpies and their clothing styles

affected everyone in the society for everyday dhgh

A group of hippies and their lives’ photograph daseen in Figure 4.4 (Steele,
1997, p.70). This is an image of love-in demong&iraheld to emphasize the desire
of youth for love instead of hate in the world. the demonstration, hippies talk,

read poetry, make speeches, sing and dance together

Figure 4.4: A group of hippy dancing

Hippies preferred to use second hand and worn-otiies. Because of this, street
bazaars and flea markets had gained influence tiwishsubculture, which arose in
the late period of 60s. (McRobbie, 2005, p.135-138y always preferred to wear

garments which used natural materials like purelvaad pure silk. These garments
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belonged to 1930s and 1940s and hippies bought #eesecond hand from flea
markets. With this way —as they believed- the antihity could be captured by
clothing. On the other hand this authentic image walifferent way to escape from
the conformity of fashion. According to hippies Ham as a system applied a
pressure on people and it limited the independexicpeople with the rules of
aesthetics. Although the characteristics of fastsbould be used for expressing
identity, it compelled everyone to look similar tbleanges of trends. According to
hippies the solution to this dilemma was “to abandeceived fashion, in order to
invent our own personal fashions” (Steele, 1997/4). Hippies altered and
modified their garments by hand and by this way teepressed their appreciation
for handmade products. They preferred to create then fashion through the
modification of second hand and used garments ddsté ready-made and high

fashion products which society had approved.

In the 70s, the other subcultures which develop#er the World War Il
disappeared or continued as minorities. At thisetimnew subculture was born.
They called themselves ‘punk’ and express themselvigh clothing which was
combined with a menacing appearance and graphigndewith violent prints and
slogans. The punk subculture was a mixture of tterosubcultures which had
appeared after the Wars. It was the first subocellthat made people alienated from

themselves. According to Barnard,

“Punk first developed as a sort of “do it yoursettilture producing its
own music; and clothing in opposition to music dashion system that
had become monolithic, unadventurous and predietalfBarnard,
2002, p. 136)
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They tried to create an asexual image as it sedigure 5 through the use of hair
style, unusual materials, safety pins and pierciclggins in combination with

aggressive and scurrilous slogans generally orklideather clothes.

The obvious characteristics of punks were the usédpack leather in combination
with metal accessories and their dyed and stiffdradstyle, as seen in Figure 4.5
(Steele, 1997, p. 96-97). They often preferred ¢amprinted t-shirts under black
leather suits. At that time previously unused makerwhich were considered as
perverted and valueless by the fashion system,gaatked a priority in the street
fashion. “Cheap, worthless things like safety pugse plunged through cheeks, ears
and lips, toilet chains adorned chests, tamportsyaaor blades hung from male and

female ears.”(Barnard, 2002, p. 137)

Punk violence and appearance was supported byugaf@ctors. For instance,
according to Pauline Kael’s interpretation, the ra@v Clockwork Orangedlirected

by Stanley Kubrick in 1971, increased the popufasftviolence between Punks.

Movie becomes a vindication of Alex, saying that fpunk was a free
human being and only the good Alex was a robot.. I8yakubrick has

assumed the deformed, self-righteous perspectiva wicious young
five punk who says, “Everything's rotten. Why shumid | do what |

want? They're worse than | am.” (Kael, 1972)

This thought was a kind of world view of Punks ahdy wanted to do whatever

they want in terms of violence and torture.
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Figure 4.5: Groups of Punks by Ted Polhemus.

At this time, punk appearance, supported by vari@gsors such as cinema and
music, imposed the punk appearance on high-fadioionin this way the face of

fashion was changed by an anti-fashion movemeranather words an anti-fashion
movement had become the new face of fashion. Thasge was found in fashion
shows as black leather, skull images, violent siegaafety pins, and worthless
materials instead of draped and elegant garmentdafeed through the use of high-
quality stitching and fabrics. The most importampigorter of Punks on the catwalk
was Vivienne Westwood, who can be considered asaiar of punk style when she
began to show punk style in her high fashion ctibes in 1981. (Laver, 2002,

p.271) In the Figure 4.6, Vivienne Westwood is sedh punk girls in front of a

telephone box on a London Street in 1997.

With Punk becoming a source of inspiration for higshion collection, subcultures
became a priority for fashion designers. They ecabllections for youth through
the use of the characteristics of these subcultureshe subcultures, youth had

evaluated drapery as a sign of maturity and agednésuth had to be active,
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independent, comfortable, crazy, and wild insteAcdo@ng mature, elegant and

flawless.

Figure 4.6: Vivienne Westwood and punks on the lommstreet
At that time a new subculture had begun to appeddew York. This subculture
had combined music, clothing, dance, and grafiitine late 70s but the subculture
gained its greatest popularity in the 90s. Theyedathe subculture as hip-hop. It
was the rebellion of black youth, who had compldiaéout being a second-class
citizen. They had been associated with imagesiofecand prison, because of the

people who thought that they were criminals. Acatgdo Malcolm Barnard:

The fashion for oversized and baggy trousers whid$played the

waistband of one’s underwear also originated ils;jdielts were removed
from inmates for the same reason that laces wenewved, with the result
that prisoner’s trousers were low and that theygedgthus revealing the
underwear (Barnard, 2002, p.140).
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Figure 4.7: Dancing hip-hop girl.

Hip-hop culture was strongly associated with musied they mentioned money,
diamonds, status and luxury in their songs as grosnd they are still active in
contemporary society, not only in black youth butwhite youth too. As can be
seen from the Figure 4.7, dance is an indispengl@ement of hip-hop and this
situation has shaped the characteristics of hipdiofhing. The dancer has to be
comfortable in their washable and sporty clothdser& could be nothing stiff or
formal about them (Hebdige, 2005, p.129). In timagde, a girl is dancing with a
basic and sporty top in combination with low wagstersized pants. Hip-hop youth
has worn extra large sizes denims, sweatshirtsjbdaeals, hats and impressive
jewellery. Girls wore short tops which show thenséeh, oversized trousers, shorts,
and luxury jewellery. Hip-hop clothing, which proes the opportunity to move
comfortable, has been a growing area in the tekidestry in the USA. Hip-hop

youth still rebel with break dance, rap and grafit the street all over the world.
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Hip-hop youth affect street fashion with baggy, {aaisted denims with many
pockets. Low-waisted denim pants have also been Wpiconsumers who were not

members of a hip-hop subculture.

In summary, anti-fashion, which has been perceiste 1950s, is a kind of
fashion around youth culture used to explore pedsiynand identity. Youth
cultures have had possession of street style $iise Every subculture has used
fashion to introduce and express their personaditger, and rebellion on the street.
In this way, they have made anti-fashion as a kihdashion. To exemplify this
situation the most important subcultures which laffécted fashion since 1950s
examined in this section. Consequently, these dulves have a potential to,
transform, and influence fashion and they alsoctlifashion styles. All of these
subcultures deny being aesthetic and elegant, ercdhtrary, being different and
bad is a kind of self realization for youth. Becaas$ the influences of youth culture
on the ready-to-wear market, drapery and drapesttefivhich is generally applied
to formal and special garments, has been verydohin the ready-to-wear market.
Casual and comfortable wear has been adopted mydaxelife by most consumers

because of the influences of youth culture in #shion world.
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CHAPTER 5

USE OF DRAPERY IN TURKEY'S FASHION INDUSTRY

The history of clothing and fashion in Turkey hesrioots by 1900s; however the
concept of design and designer emerged by 1960th We establishment of
Turkish Republic in 29 October 1923, Turkey meslof innovative revolutions.
The most important enterprises in fashion were rémults of hat and clothing
revolution between 1925 and 1935. The use of mlgiclothing such as veil, turban
and jubbah, which had been used until this penaas prohibited; instead of these
clothing, modern and occidental fashion were adbpig Turkey. This can be
evaluated as the beginning of the studies of weigtdion. Especially the
revolutionary progresses in clothing in 1935 preddo become Europeanized of
Turkish women and men’s aspect. By this way, Tunkélyhave been evaluated as

a modern country, whose citizens have worn modarmgnts.

First years of Turkish Republic most of the produeere imported, because of the
lack of industrialization. After World War 1, in 29, Turkey shocked with a huge
economic crisis which affected all countries of therld. At that time, statism was
intensively felt and to raise the economy, ‘use B@roduce’ campaigns organized.
By this way, home products were used instead ofonep products. Because of
this, Turkey began to create their clothing. Uritd60s Turkey had not got a

mentality that comprehends the importance of désigfior fashion area. Before
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design and designed products become popular, etpts fashion developed by the
tailors of the period. Because of this, tailors Badmportant role in embodiment of
the characteristics of fashion design in Turkeyca@ding to Fischer, tailoring can
be described as “a time-honoured skill that is dempand specialized in its
technical knowledge. Many professionals in the ifasindustry worship the tailor’s

craft and would not attempt to undertake tailorpdeal.” (Fischer, 2009, p. 115)

At that time, Turkey was not able to create mod#rsigns, so, tailors followed the
trends of Europe and well known fashion designdesigns with attending fashion
shows and important fashion organizations. Theydgeced the most admired
garments of European fashion designers throughodeping their designs in

Turkey. In 1920s, the most important people ofdlay were Greek tailors, who
hold Turkish citizenship, as Piluris, Peltekis dkbnomides and Madame Figaro
was the most popular fashion house for women cigthLater Glzide Orbay,

Kaluvrisi, and Calibe Seyfettin who is the wife @mer Seyfettin opened workshop
studios as women tailors (Kilig. A, 2007). At thiate, tailoring was the only way to
dress up, and follow the European fashion. Thulritag was the most important
occupation in Turkey. Tailors were going abroadearn the innovative fashion
trends in terms of design, pattern methods, andhstg technologies to recreate
European garments in Turkey. Bias cut and drapeahrtiques of Madeleine
Vionnet and Madame Grés had also been applied kishutailors in a little while.

If draping technique is investigated from the psscef development of Turkish
fashion design, it can be understood that, thenigole was belong to tailoring
culture. At that time, tailors made garments thiotlge use of draping by their own

handicraft and they had Turkish costumers to warauitable aspects of European
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trends successfully. First tailors, who begun teate garments with a sense of
fashion design, appeared after 1960s. At that tigwgt Aysan, Yildirrm Mayruk
and Mualla Ozbek, who had improved their abilitydiesigning, took attention. By
this way, Turkey has increasingly gained designoogver to create its unique
fashion through designing. Especially, Zuhal Yor@aglu, who is one of the first
designers of Turkey, has created designs throughuse of Turkish and Ottoman
embroidery, motifs, textiles, and garment forms an modern interpretation.
Yorganciglu has used local hand made textiles from Bursaeniid Tire,
Gaziantep and more. The needle lace, which has lmmhby Yorgancigu in her
designs, is made by peasant women who live in bgibn. In addition to this
Yorganci@lu, as known as Madame Z, is described as a Tuskayjtural delegate,
because of her works which were created to prorht®rical values and art of
Turkey, through the world. In contrast to frivoliby fashion, the designs of Madame

Z. have always fresh and timeless character.

According to Yorganciglu her success in fashion design comes from the tdv
Turkey and the representation of this love as ®wrkand Ottoman forms,
embroidery, natural and hand made textiles to fesmigiis. When Yorgancitu
wanted to reflect her art and painting love throtaghion products, she decided to
attend a university in USA to receive fashion desigducation. While
Yorganciglu’s education in USA, She could not see a Turkiskign and brand in
USA, even in an Ottoman-like fashion. That situataisappointed Yorgancttu
and she stressed about thiiad looked for a Turkish name on the garmentslwhi
have Turkish style, and | could not see any Turkisime. Than, | promised myself

to return Turkey, and introduce Turkish fashionnfrany country to the whole
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world.” Madame Z has evaluated emotions as the most riano notions of
designing process. Yorganglo says that, You can not design without feeling.
First of all | have to feel and later | have to legft these senses through the use of

pencil or brush on a papér(Interview by Duygu Kocalg March 29, 2010)

Improving the importance of fashion design in Tyrkes provided an opportunity
to comprehend the lacks of fashion and design sit@@0s. First generation
designers were pioneers with their experiencesv&mcome these lacks of Turkey.
Industrialization in Turkey’s fashion in 1970s maclething to produce fast and
easier. After that the schools and universitiesvinch fashion and textile design
education are given has begun to open. With théribotion of these schools and
designers new generation fashion designers entérg#iey’s fashion design
industry, with their unique and valuable designieAthat, young fashion designers
specified in designing with their experiment. Witthe contributions of
institutionalization, in 1990s, Turkish brand nanaggpeared. By this way, Turkey
has become to change its attitude from tailoringdeign and later from design to
branding since 1960s. While the numbers of desghas increased, the numbers of
tailors has decreased. To make this transformateer, the table of fashion design
directory in Turkey between 1870 and 2010 is shawntable 1. This table
developed bysolen Kipoz for 98' Annual Meeting of International Association of
Clothing Designers and Executives (IACDE, March(8-2009). On the conference
she presented this table to show the changingdb€arkey and its fashion industry
from tailoring to designing. The development of Thekish fashion design industry
can be traced from the table. The adventure ofidastesign from tailoring to

branding can be seen clearly from this table.
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Table 5.1: Fashion Design Directory in Turkey depeld bySdlen Kipdz, March 2009 (Graphic
design by Duygu Kocalgp
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Afterwards, fashion designers have also adaptauirdydechnique from tailoring by

designers, to make their designs original, differand unique. Besides, they
developed this technique with an innovative intetgtion through their designs.

According to Turkish born and London based fashoesigner Bora Aksu

(Interview by Duygu Kocaba November 28, 2009), draping is an experimental



process, and this technique needs experimental @sahandwork. Draping is the
way to create new and innovative forms experim@ntahd a draped garment can
be evaluated as a result of the relationship betearic and designer. Drapery was
rarely used also in Madame Z's designs and sheusdithat draping technique can
contribute creativity and originality with suitabéend professional usageDraping
technique cannot be applied by millimetric counting is completely about
handicraft and the senses which directs designeatds draping. You are free to
form fabric. But drapes have to be used in suitgdéee in suitable amount if it is
necessary (Interview by Duygu Kocabga March 29, 2010). Figure 5.1
(Photography by Duygu KocagaMarch, 2010) shows a draped garment of Zuhal
Yorganci@lu. As can be seen from the image drapes weregedaan hips under

the Ottoman, golden embroidery.

Figure 5.1: A draped garment by Madame Z. March 2910.
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Today Turkey is becoming stronger in design witke §oung, successful and
creative Turkish designers. Nevertheless, Turkeyhaabe described as a design
country. According to Bora Aksu,Turkey has a rich culture to support design
ideas as a source of inspiration, but, there has In@en maturation in fashion

design area yet.Aksu believed that this situation has severakoes. For example

“the absence of suitable market and criteria sysaéfiects the quality of designs in
Turkey. The absence of criteria and critique systethe industry of fashion design
inhibits criticism; consequently because of thekla€ criticism, fashion design can

not be developed or can only be developed as slofliyerview by Duygu

Kocaba, November 28, 2009),

Fashion and design concepts are still in progressurkey. Drapery in Turkish
fashion can be seen in every area of fashion ddsigm haute couture to ready to
wear. Within the next section, draping techniquél Wwe investigated in haute

couture, ready to wear and high street fashioruirkdy.

5.1. Haute Couture in Turkey’s Fashion Industry

The term ‘Haute couture’ is used to describe spet@aigned products which are
prepared for a specific client through the usearidicraft. The term is French and
this has been served a system in France. The ngeahimaute couture is ‘sewing at
a high level’ according to literally translation baute couture from French into
English. (Fischer, 2009, p.110) The definition alute couture, in the ‘Thames &
Hudson Dictionary of Fashion and Fashion Designieidicates that, haute couture

products are high quality fashion products andgiesiwhich is made to measure
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for special clients. In addition to this it is lalwus and costly. (O’Hara, 1998,
p.122) “The birth of haute couture, which has bdescribed as one of the modern
period’s most important innovations in the prodoetiand social meaning of
clothing, is generally credited to Charles Fredgviorth.” (Troy, 2003, p.18) He put
his name as a label for the first time on the gatseThis is accepted as the
beginning of innovative and modern era in fashiesigh. In France, haute couture
is a protected name and the companies who wangdahis term must follow the
rules ofChambre Syndicale de la Couture Parisienwhich was found by Charles
Frederic Worth and his sons in 1868. The assoaatinitial purpose was to protect
couture designers against being copied. Possessemhaute couture design house
requires a membership ©hambre Syndicale de la Haute Coutufecording to

O’Hara,

The organization dictates that couture houses eragloy at least twenty
people in their workshops and present at least difiginal designs to the
press in Paris during the Spring/Summer seasoreatmh (shown in
January) and the Autumn/Winter season collectiomog, in July)
(O’Hara, 1998, p.122).
The revolutionary movements in Turkey’s clothing, 1935, provided Turkey to
meet haute couture garments at the same time. Bea#Huthe absence of a ready
made system, tailors made Turkish people wear.hAt time, tailors had created
garments for specific client such as haute coypooeucts. Because of this the first

haute couture garments in Turkey was created 94,93y tailors, as the copies of

European designs.
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However, these haute couture products, in Turkegrewack of creativity and
uniqueness of design. Since the embodiment of deprgcess; haute couture
products has been created by designers. Tailordhaatd couture products to live
golden age, between 1950s and 1960s, in Turkeglida market. In course of
time, technological improvements, the popularity ofadymade garments,
increasing costs of haute couture products in coisgato ready-made’s, and the
effects of youth culture made haute couture produmpularity decreased, as has
been explained in Chapter 3. According to O'Har@9@, p.122), “In 1946 there
were 106 couture houses. By 1997, this number hHdnfto eighteen couture
houses, with five associated houses.” Pauline We3tbhomas stated that, by
January 2002, there were 12 couture houses withretiement of Yves Saint
Laurent. In 2003 Donatella Versace stopped to pteseuture fashion shows and
by 2004, so did Ungaro (Weston Thomas, 2005). Althese progresses had a

parallel effect on fashion in Turkey.

According to interviews which had been done witluteacouture designers, they
have chosen to work in that field of fashion, besathey wanted to add artistic
approach to the fashion, and they wanted to feghielves free and comfortable to
express their identity through the use of fashidost of the designers, who have
created haute couture products, have used drapoitnijue and drapes to give
uniqueness and originality through their garmentsl dhese designers have
evaluated this process as an artistic contributifotne designs. The most important
examples of these garments were created by Yildwayruk and Vural Gokcayl in

classical draping technique in Turkey. According@okcayl ‘A designed elegant

dress is like an artwork. It does not become ol@d &% couturiers are looking
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dresses as an artwork. Ready made seller calls garras merchandise, but the
garments we create are something different thah tHaute couture designers are

not commercial ménInterview by Dilek Cesur, 2008).

Vural Gokcayli, who is the one of the most impottdesigners in Turkey, has
represented haute couture through the use of csdiapery. In addition to this,
Gokcayl is the unique Turkish fashion designerowiad contributed to haute
couture, on the golden age in France. Gokcaylileadched all of his craft ability
about haute couture from Michel Goma in the couhaese of Jean Patou.

Gokcayl compared draping technique and drapesshwdiie the elements of haute
couture products, with the art of sculpture acawgdo creation process, and he uses
sculptures which belong to the antique city of Alislas as a source of inspiration.
Gokcayl indicates thatl“am affected by the dresses, drapes, accessdras,

models and shoes of statues in Afrodisidaterview by Dilek Cesur, 2008)

Gokcayl, who forms fabric as a sculpture artistaleates drapery as an ability
which can only be gained in experimental studiedong times. A Gokcgayli design
which is applied via draping techniqgue has beenwshdn, Figure 5.2. The
influential effects of antiquity can be perceivedn the image. As can be seen, this,
one shouldered and draped garment is fitted to mneaments of wearer’'s body

through the use of classical drapes.
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Figure 5.27: A draped garment by Vural Gokcayli

As has been mentioned in previous part of this @rayildirnrm Mayruk is also one

of the most important figures of classical draperyurkey. Mayruk has subscribed
to fashion in Turkey with the rules of fashion sisotw using of the podium as
platform since 1960s. For the first time in Turk&jayruk created his collections
according to a theme and he caused people to ntestsparent garment. Yildirim
Mayruk, who has been described as the father qiedya lately presented a fashion
show in 2010 with his assistant (Yamak) Barbafassal. Mayruk does not describe
himself as a designer. Thus Mayruk is one of trst failors who can able to create

and design unique garments in Turkey.
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Figure 5.3: A Draped Garment by Yildirim Mayruk.Q&)

A draped garment of Yildirnm Mayruk, which was meted in 2006 spring season,
has been shown in figure 5.3. He used laces amdl fiwinted fabric to make the
upper body of the garment fitted through the usdrapes. He used a lining fabric

inside of the draped part to attach little drapest.o

Cengiz Abazglu, who has created haute couture garments sin@@s]1refers to
use drapery in classical drapery. Abglmodesigns can be defined in the frame of
femininity, elegance, asymmetry and modernity likkevoice of an international
designer of Turkey. Abazgtu story began with his first independent fashibovg in
1988 inistanbul and now he has arranged fashion showsris Faute Couture
fashion week since 2009 spring season. Aplazaollections draw a sample of

European fashion designers’ collections in Turkég.uses the traces of well-known
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European fashion designers’ design elements irg&iments. His style is looked
like Versace couture with approaching similar costo profile. He intensively
produces evening wear and wedding dresses fordugtety costumers of Turkey.
In addition to fitted drapes, Abaglo prefers to use bias cut to gain antique and
fluid appearance for the collections. For example of his draped garment, which
was presented in 2009 spring seasoRans Haute Couture Fashion Weealan be
seen in Figure 5.4. Classical drapes and sculpturages of garments can be

perceived from these images.

Figure 5.48: A draped garment from the fashion shé®engiz Abazglu

The other Turkish fashion designer, Dilek Hanif,ondses draping and drapes in her
couture collections, presented fashion showBarns Haute Couture Fashion Week

by the last years. Dilek Hanif drapes are usedefrasent Turkish and Ottoman
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cultural elements as classical drapes. Ottomase $igbs a vital role in Dilek Hanif
collections. Hanif generally prefers to combine Kisin and Ottoman forms with
draped details which are derived from classicalgaity. Figure 5.5 shows some
images from this collection in which, Hanif usediddtan and Turkish motifs in
combination with accessories. She constituted hemgnts with the appearance of
draped and flying fabrics through the use of a emmorary and modern
interpretation. She benefited the softness andifjuof satin to create drapes, and
she united these drapes together through the use Gttoman embroidered belt on

the waist.

Figure 5.59: A draped garment with detail imagebilgk Hanif (2005)

Some other Turkish fashion designers are also pgrepaouture collections such as

Bora Aksu, Ozlem Stier and Arzu Kaprol, but, theystlyopresent ready-to-wear
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collections. Because of this these fashion desggmell be mentioned in further

sections of the thesis.

In conclusion, the first modern haute couture gatsien Turkey had been prepared
by Turkish tailors for specific costumers, espdygjalfter the clothing revolution in
1930s as the copies of European fashion designerations. These garments had
been prepared mostly through the use of drapirtintgqae not only to create draped
effect, but also to fit to measurements of costwnaody. In contemporary fashion,
haute couture is mostly prepared as unique deswghigh belong to Turkey, by
Turkish fashion designers in Turkey. By time, desig have adopted draping
techniqgue from Turkish tailors to create elegarmt anginal haute couture and ready
to wear garments. Most of the Turkish fashion desig who prepare couture
collections create timeless and elegant garmentsugh the use of draping

technique and drapes.

5.2. Use of Drapery in Ready-to-Wear and High Street Fdson

Turkey cannot be described as a design countrywgBaidesign country is about to
development of a country’s aesthetic view and dateaim art and design area. This
constitutes a critique system in the society, ariticism improves the quality of

design and art in the country. A design countrghte to lead the other countries
with admirable designs and artistic elements. Tyidkaes not suit this definition at

all.
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One of the other major reasons of this is the laickterest to becoming a brand
name until 1990s. Developmental studies in fashdesign area, especially in
marketing strategies, advertisements, and the ias®os between fashion designers
and ready to wear market brands, show that Turkelerstands the importance of
becoming a brand name to be a design country. ilh@faa brand name is creating
a different identity for a fashion product with pesific name, service, and design.
“A definition of a brand...would probably contain vdsr such as ‘unique’, ‘name’,
‘identity’, ‘differentiation’, ‘quality’ and ‘guaratee’™” (Randall, 2000, p.2)
According to Brigitte Borja de Mozota “A brand iset sum of all the characteristics
— tangible and intangible — that make to offer ueiq. It is a distinctive sign, a
symbol, and a source of added value.” (Borja de dfz2003, p.98) The success
behind becoming a global brand name needs a lobmiponents, such as, unique
and original designs, high quality stitching, mads, designers, financing and
know-how. As has been investigated in Chapter peli effects, different pattern
cuts, and textural structures, which are addedutitrahe use of draping technique,
can give the originality and uniqueness design ealto the products. Recently,
Turkish designers use draping technique, which esegplly evaluated as an
application of haute-couture; to make originalitydauniqueness increase in ready-
to-wear and also in high street fashion. Thus, idgagechnique and drapes have a
vital importance to create an original and creatiesign identity for a unique and
successful brand name. This part will be analyretivo subheadings, such as, the
use of drapery by designer brand names, and readwgdr brand names. The
importance of becoming a brand name in Turkey, ballexamined through the help
of investigations of Turkish brand names and desgnwho use drapery and

draping for their collections
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5.2.1. Use of Drapery by Designers in Ready-to-Wear Market

Turkish fashion designers use draping techniquén&oite couture or ready to wear
and high-street fashion collections which are presgk as fashion shows. These
garments generally created for a limited targeupgrby designers even if they are
ready to wear or haute couture. If designers waproduce these draped garments
for hundreds and hundreds; they have to change detads to adapt the garments
for mass production. Thus, designers have to elteirsome compulsive details,
which are not possible to be produced as masstes; thfs, they have to recreate
these details to make the garments reproducibieasses. This method is generally
used by fashion designer Ozlem Siier in her codiestiwhich she presents in
fashion shows. Draped garments of Suer, which laogvis in fashion shows, are
prepared intensively by handicraft. Thus, Ster minés hand working details to
adapt these garments to ready to wear productsottupe them as masses. Ozlem
Suer wants to express her identity through theofigxperimental studies; and this
identity has also been felt by the clients of Sédthough artistic approaches, which
are gained through the use of draping techniquenéyually, Ster also adds some
industrial and commercial details as wearabilityd asalability with industrial
approaches. According to Suer her garments ardagmaby %50 artistic elements
and %50 industrial elements together. Becaushigf3ier defines her style as the
line between haute couture and mass market andalaksifies this line as mass-

couture. (Interview by Bengi Alkhirlioglu, May 20", 2007)

As an academician and designer, Suer states tithestof becoming a brand name,

which has been increasing in Turkey day by daghanging the identity of Turkey
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from producer through designer and these studig#slexelop the quality of design
and designed products in Turkey too. Figure 5.6nsha draped garment which is
presented in 2008/2009 fall season by Ozlem Simicah be seen Sier prepared a
glamorous and draped garment with the interpretadioantique elements. Drapes

attached on another piece of fabric, through tleeaiigloral embroideries.

Figure 5.6: A draped garment by Ozlem Siier

London based Turkish designer Bora Aksu states Heagenerally prefer to use
draperies while the creation of collections. MaaeVionnet, who is the inventor
of draping technique and bias cut, is the styl@iaod the symbol of good taste for
Bora Aksu, who mentioned that “Madeleine Vionnetsveawoman of great taste.
Her dresses remain timeless” (Hidalgo, 2007, p.BBhra Aksu’s clothes are

characterized by complex cutting techniques thliwalfabrics to move freely.
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(Davies, 2008, p. 69) According to the interviewievhwas made with Bora Aksu
(Interview by Duygu Kocaha November 26 2009), draping technique is the key
of exploring new, different and experimental waysiles creating a garment. “Both
research and experimentation is the key to Akstéatove process. As Bora Aksu
believes; You can have accidental results, which usually k@l into great design
ideas. During the creative process too much plagrdoes not allow any freedom

and therefore you always need to leave a space foele” (Davies, 2008, p.69)

According to Aksu, drapes have an effect which maje@ment unique and original.
Draping demolishes basic and well-known forms, &etps to create new and
surprising forms on garment. Nowadays, a lot ofigtes is combining draping
technigue and flat pattern techniques togetherentmbducing their designs and this
combination develops very creative and beautifgults. In addition to this, Aksu
evaluates draping as the way of reflecting iderditg emotions through garments.
He explains that situation asPraping is a unique technique, which has the
signature of its designer, and drapes are developeiitely with the interaction

between designer and fabti@nterview by Duygu Kocaha November 28, 2009)

Aksu defines his style asMy design language is based on seeking the right
balance between different weights of fabrics. Tgtowutting, knitting, hand
stitching, wood carving or leather ornaments, firglithe balance of the garment
and making it work is the key challerigelidalgo, 2007, p.44) According to Aksu,
finding a balance point is only possible through tise of draping technique with
the combination of different weighted fabrics, hesm this appearance about to the

falling of fabric as drapes. Figure 5.7 shows aagmfrom an Aksu fashion show,
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which was presented lrondon Fashion Weeak 2010 fall. As can be seen, different
weighted fabrics were used on the upper body throing use of drapes. The

balance point of these fabrics is found at the exfggper body by Bora Aksu.

*

-
17

Figure 5.710: A garment by Bora Aksu (fall 2010)

In conclusion, new generation fashion designersdusging technique to be creative
and successful for their ready to wear products @sd for high street fashion

collections. Because of the increasing costs, daddsundance, and logistic strategies
of brand names the use of drapes in ready to weakehhas been restricted, but
ready-to-wear brand names can add originality & tparments through the use of
smart drapes, such as semi-draping, as has beestigated in Chapter 3. To adopt
this draped effect, designers prefer to eliminaimes intensive hand works and

redesign it in a suitable form, which can mostlyré&eroducible by machines.
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5.2.2. Use of Drapery by Ready-to-Wear Brand Names

Design has gained a priority in ready made garmafies the comprehension of the
importance of becoming a brand name in 1990s. Readsear brand names, which
find themselves in a contentious competition, aomahnounce their name as a
successful international brand, through the usth@fpower of designing. With the
development of fashion and design conceptsshion Designers Association of
Turkey established in the April 12 2006, to make fashion design industry in
Turkey effective about the leading the trends. phmarily aim of the association is
creating a powerful fashion sector in Turkey. Toke#& possible, the association
arranges organizations, such as fashion fairsfghordays, and prize competitions.
Also these organizations provide a meeting betweduastry, who wants to be a
creative brand name, and the designer who wantsette original and innovative

designs in the same platform. (MTD, Septembdl, @906)

A lot of Turkish ready to wear brand names makea@ations with well-known
fashion designers to present more innovative, @iffe and attractive products to
their target group. As has been told in Chaptethése kinds of permanent or
temporary associations add a new identity to tldmame, and designers at the
same time. By this way, both side’s target groums lse combined. In addition to
this, consumers can access a designer product easity, under the name of a
ready to wear brand name. Designers add theirigitgavith unique and original
details as a signature, while they are keepingdbetity of the brand name in the

designs. Most of the designers are searching thetsds in manupulation of fabric,
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through the use of textural studies via drapingcaBese of this most of the fashion

designers evaluates drapery as the key of beconmiogie.

Yalgin Ayaydin, the owner dpekyol, perceived a problem in ready-to-wear market
in Turkey as the lack of a brand name which is igpieed in women’s wear. He
said that, There is no brand name, because there is no fimaiYa can not be a
brand name without successful desigiiSibel Arna, February 32, 2005) After
that he has made cooperation with Dice Kayek tabdish a successful brand name
for women in an international level. After a seradsmeetings, they established a
brand as known as ‘Machka’ under the namdpakyol. Machka takes its name
from a place iristanbul as known as Magka. At first, they decidedall the brand
as Macka. But according to Dice Kayek this bransl teabe in world class, because
of the difficulties of reading and also writing ¢f' letter in an international
platform, they decided to call the brand as Maclia.the other hand, the logo of

Machka is the symbol of a cat which is the meawhiglachka in Albanian.

Dice Kayek is also a brand name which was estadish France by designer
sisters Aye-Ece Ege and Alinur Velidedglo as an advertiser. Dice Kayek has
developed Machka collections with modern and deffiéimages through the use of
structural effects. In Machka collections, Dice Kkhyuses semi-drapery in the
details of garment as bias cut and fabric manipmnat In Figure 5.8, two garments
of Machka collection of 2010 spring season are dpsimown. In the image on the
left, drapes are used to create a structural fannthe shoulder parts of the short
sleeved jacket. The other garment developed walflthd drapes through the help

of bias cut. The fabric manipulations on the Iéfb@lder give a flower appearance
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as ornament. These kinds of manipulations are #yefér Machka collections as
softness and femininity. Machka collection, as basn seen from the images, can
be evaluated as post-romantic style of nobilitythwthe combination of soft and

feminine lines. (Sibel Arna, February"§22005)

By this way, Dice Kayek garments which are poputaFrance are also becoming

accessible for Turkish costumers.

Figure 5.8: Some examples from Machka collectiaf1Q spring)

These collaborations can be defined as commericiglthe name of designers. The
examples of this kind of associations can be sdlearaund the world. But, in
Turkey, the first enterprise for that kind of ctltaation was arranged between Arzu

Kaprol and Altinyildiz. Arzu Kaprol has preparedlections for Network and Que
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under the name of Altinyildiz. Arzu Kaprol statkat ‘it has been a heart warming
feeling to see my designs on a large group of meoplthe street with Network and
Que brand namesKaprol has been prepared collections for Netwsirice 2003,
and in addition to this, she has prepared colladkiw Que since 2007. She defines
her designs asixurious ready madproducts, in which, high-quality fabrics, design
and stitching are combined. This characteristi@gigostumers to feel special and

unique. (Carousel Instyle, December 2006)

Kaprol, who generally prefers to create plain anodern designs in collections,
adds little draped details. Lately, she made aangement for the first time about
her legal brand nam&rzu Kaprolunder the name of Altinyildiz. Kaprol generally
prefers to carry her style for Network, Network lfied, Que Women, and Arzu
Kaprol brands at the same time. Generally, shes likecreate textural forms on her
garments, through the use of fabric manipulaticitdgds and drapes. Kaprol
develops structural and different appearances with effects of these textural
forms. Besides this, she also uses bias cut totecrbawing image for her
collections. As can be seen from the Figure 5.9usi®s drapes on the collection of

Arzu Kaprol through the use of bias cut.
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Figure 5.9: A draped garment by Arzu Kaprol

The other successful ready to wear brand name fkeyus Koton who has made
temporary collaborations with well-known fashions@mers. Koton had worked
since 2006-2007 fall for 5 seasons with Bora Aksutheir collections. After 5
seasons with Koton, Bora Aksu and Koton split affd later Koton has made a new
collaboration with Hakan Yildinm for 2010 springllection of Koton. Hakan

Yildirim definesHakan Yildirim for Kotorezollection as thaew luxury

For Hakan Yildirim, luxury’s meaning has changdgkfore now the possession of a
Gucci bag was a luxury, but now, everything thakesayou happy can be evaluated
as luxury. New luxury is the individualization akliry, so Hakan Yildirim designs

was luxury, and now, Hakan Yildirim for Koton isviiaxury’

125



Hakan Yildirirm accepted to prepare collection fatdh because of the similarities
of the styles between Koton and Hakan Yildirim. @dxding to Yildirim ‘Koton has
a femininity in the collections, on the other haaldo Hakan Yildirim designs has
feminine collections too. So our adventure has bég(interview by Hande

Ongéren Dgan, October, 0%, 2009)

Figure 5.10: A garment From Hakan Yildirim for Kot2010 spring)

For Hakan Yildirnm collections, he creates handknaetails with the combination
of silk and satin fabrics. Hakan Yildinm for Kotdmas structural, plain, and
feminine aspect and he generally prefers to ugeedras little details for collections
(Interview by Bengi Akehirlioglu, March 2%, 2007). As has been seen in Figure

5.10, a semi-draped blouse, which was present@@10 spring season as a part of
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Hakan YIldirnm for Koton collection, is shown. Degpwere used to give structural
and flowing appearance on the collar through thhengat by Hakan Yildirim.

In conclusion, although the restriction of drapteghnique and drapes, well-known
fashion designers and ready-to-wear brand namedectbhese draped effects on
their garments. The associations between desigmedsindustrial brand names
make the quality of design increased. All of thopgeration is for creating an
international brand name in Turkey. Because ofubke of draping technique by
most of the designers to create an internatioreddname, draping technique has a

vital role for branding.

5.3. The Rise of Ready-to-Wear Evening Wear with The Cas of izmir

Wedding Market

As has been known, wedding dress is a kind of apelthing, which is worn by a
bride during the wedding ceremony. Its color ansigle can be changed according
to religious, cultures and choices of bride. Beeanfsthe representation of virginity
and purity with white color, it is used generally a traditional color for wedding
dresses. For centuries, brides had tried to beag#éme most beautiful and attractive
women of the world in their wedding dress. All wantgave an imaginary wedding
dress which is hidden in their minds since childh@nd this image waits to be
worn when the time has come. Every girl has a adiffedream about her wedding
dress, because of this; wedding dresses can beat®dlas unique and special
garments. According to these design values, it lmarsaid that, wedding dresses
have a suitable structure for haute couture ingu$ satisfy these demands, haute

couture designers catch the imagined wedding doesgnsform it through a three
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dimensional product. From past to present, a laooturiers make women wear by
unique, beautiful, and valuable designs, and tdesens are developed through the
use of draping technique as an haute-couture ptedoecause, draping is not only
a production technique, but also an experimentsaigdeprocess, and it should not
be thought without a design thinking. The effecthion can add originality,
specialty and uniqueness to designed products aned during this experimental
process. Because of this, draping and drapes sewesnportant purpose for

wedding dress industry.

In Turkey, and also in the world, draping techniquel drapes has been a good
source for evening wear garment and wedding dredémsadays, drapery, as an
indispensable element of wedding dresses, is usecbibination with several

valuable materials, diamonds, fabric and diffeteshniques to catch up the desired

and unique image.

The growing popularity of ready made garments fisected wedding and evening
wear market, as has also affected the other sed&ties that, wedding dresses can
be produced as masses. By this way in additionatdencouture, mass produced
wedding dresses are also taken their place onhbp’s windows. Turkey, as a
growing industry in terms of fashion design, hagureto produce mass-produced
wedding and evening wear dresses. Today, as a mgddess producer, Turkey is
in the 3% range in the world after China and Italy. WhilerRey has produced
wedding dresses as same quality as Italy, It cadyme much high in quality of
China’s wedding dresses. The objective of Turkeyb&ng a possessor the

leadership of wedding wear market all over the dardizmir has an essential role
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in the success of Turkey in ready made weddingeseding wear markeizmir, in
which the %70 of wedding dresses of Turkey is poedi has arranged an
international organization every year by the assams of izfas (izmir Fair
Services, Culture, and Art Affairs Trade Inc.) dhdinternational Fashion), under
the name of If Wedding Fashionzmir’ to hold this sector alive since 200f.
Wedding Fashion/zmir, which is evaluated as one of the most important
organizations in the world at 3rd range after Miland Barcelona, has also
contributed the progresses of wedding and eveneay warket iizmir. As can be
understood from the participators, who came from tther cities, If Wedding
Fashionizmir, as the unique organization of Turkey's Fashamd ready made
sector, has become an important introducer of wegdind evening market of
Turkey. This has provided a competitive area fodaweg wear producers especially
in Izmir. Currently,izmir is a center of companies, which have supgliedheeds of
foreign and domestic demands about wedding andrayevear dresses. According
to interviews which were done by Zeynep Acar (wt@v by Duygu Kocabg
March 24", 2010), there is a workforce, which is specialitegroducing wedding
dresses, behind the successive achievemeriismif. Although the mass produced
aspect of these dresses, they have ornamentechanth work, drapes, embroidery

and special design details.

5.3.1. The Productions of Wedding Dresses as Massby Ready-to-Wear

Companies inizmir

The circumstances dZmir wedding and evening wear market has been figatsd

with the interviews which were done with Yusuf Geee (Interview by Duygu
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Kocaba, April 21%, 2010), who is the owner of Hocazade, as a compémngady-
to-wear and wedding market izmir. 35 workers are working in the production
department of Hocazade, in which private and giexigl designs can be produced
for a specific costumer. In the Figure 5(Photography by Duygu KocafaApril,

2010) the patterns of wedding dresses have bdehisg by workers as fragments.

Figure 5.11: Stitching process of wedding dressasasses, 2010 April

Drapes have an intensive role in wedding dressethd production department, at
first, pattern of a specific design which will beoduced as masses is created, and
this pattern is tested through the creating thisigie as a sample. After that,
according to the sample’s attitude on body; thegieis approved to be produced as

masses, or is reshaped to catch more suitable rzEea

In production department, 6 workers prepare drag@ets of the garments, 3 of them

are in wedding dress, and the other 3 are in egeniear part. The process of
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draping technique can be seen in Figure FRRotography by Duygu Kocapa

April, 2010). This photograph was taken during dngpof a wedding dress, which
has been produced 4 times by the same worker. Gewtated that, approximately
2000-2500 products can be produced for a spe@fogd in a year. But this number
can be changed according to customer demand, faifeinds, and traditions of the

country.

Figure 5.12: The process of draping technique insnmoduction in Hocazade, 2010 April

According to Gevenci, draping technique has a pawethe creativity of a wedding

dress during the process of production. He categdrihe factors, which increased
the costs of wedding dress, as the quality of masertechnique and the degree of
intensity of handwork. Gevenci states that, Hocazhds achieved so much

innovative developments, such as creating creanofinahite wedding dresses for
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the first time in Turkey. During the interview, heentioned about the importance of
being innovative and creativdnhovative designs can be evaluated as the restilts
enterprises without commercial fears. We, as tlaent®f Hocazade have created
our designs in combination with innovative desighgh quality stitching and
materials. High quality and innovative dresses game the certificate of 1ISO
9001:2000(International Organization for Standardizatioflyiterview by Duygu

Kocabg, April, 21%, 2010).

Figure 5.13: Production department of Berika, 28péil

Berika, as another ready to wear companyzimir, prepares wedding dresses as
masses. The aim of this company is producing highlty wedding dresses, as
masses, in a short time. As can be seen from figur® (Photography by Duygu
Kocabg, April, 2010), Berika uses a systematic order myrthe production.
According to interviews which were done with protloc department (Interview by

Duygu Kocabg, April 22", 2010), draping technique has an important rokndu
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the production of wedding dresses. There are 6kkaverin the department to
produce wedding dresses as masses. 3 of them erdpgred parts on wedding
dresses. As can be seen from Figure 5.14 (Photogiay Duygu Kocabg April,

2010), a draping worker is arranging drapes mapnuall the stitched basic body
structure. Drapes are preferred by company, becthese details make wedding
dresses to gain an aesthetical appeal such ae taecti visual. In the department, a
draped wedding dress can be produced as approxy2&00 times, but costumer
demands and prefers are also the most importaetiarto make a decision about

the numbers of copies.

Figure 5.14: The process of draping technique insymoduction in Berika, 2010 April

Abdullah Batur, as the chief of the departmentestahat, an haute couture drape
and mass produced drape should be evaluated ierehtf categories. Batur says

that, “The use of draping in haute-couture and ready-tarwaarket has different
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applications. The design process of an haute-ceugarment, which is created
through the use of draping, can be lasted for dayd even weeks. In addition to
laborious workmanship, over-length in meters anghkguality flowing fabrics are
increasing the costs, and quality. The entire fawmdesign can be shaped via
draping technigue. In ready-to-wear production draphave a different dimension.
During the production, the most time-consuming psscis creating the patterns of
a ready-made garment through the use of drapingrtiggie. After that it is easy to
produce these draped details as copies. Becauswonkers get used to the form of
the drapes, so it does not consume the.tilsecording to Batur, the most important
elements, which increase the costs of ready-to-wealding dresses, are about the
use of materials, diamonds and accessories. Drapaiique is not affect the cost

of wedding dress at all.

According to interviews which were done with eacbmpanies, ready-made
wedding and evening wear dresses has a lack instefmdesign and designer
thinking and draping and drapes were applied withau experimental design
process or market investigations. Whereas draphapld be seen as a part of
designing process and it should be applied by a&des or a person who can
understand this design language. The lack of tmeept caused to create basic and
same forms for wedding dresses. This situationudsed with the haute couture

fashion designers who live famir.
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5.3.2. Haute Couture Fashion Designers and Industrial Wedihg Dresses in

izmir

Apart from ready-to-wear market of wedding dreses,use of draping in wedding
dresses by haute couture designerizimir has been far more creative. Thus their
remarks on applications of industrial wedding dessare also critical.Although
Zuhal Yorganciglu has evaluated this development in wedding dezsgor as
favorable; she has complained that, wedding dreasesiot good enough to be a
successful design. Yorganglo believes that, to achieve a desired appeal for
wedding dresses, the originality and creative etgmare hidden in the Turkish
motifs, embroidery and forms. She feels bad abaitta see a detail which is
inspired from the culture of Turkey. Zuhal Yorgasitu stated that draping
technigue helps to create special garments espebial wedding dresses, but a
draped wedding dress has to be applied by a desigtiean intensive attention and
particularity; otherwise this wedding dress will beworthless mass of fabric.
According to Yorganciglu, mass produced wedding dresses are loosing their
originality. In addition to this, she emphasizedtthll the designs of wedding dress
are looking like each other and most of them hastgot a design value. She
believes that the reason of this situation ariseexnfcommercial aspects of mass
produced wedding dresses and evening gowns. Bea#ufi@s, companies are
afraid of to produce an innovative wedding dreasthe Figure 5.15 (Photography
by Duygu Kocabg March, 2010), a wedding dress drawing which wasted by
Zuhal Yorganciglu, for THE 3% If Wedding Fashionizmir, has been shown.

Yorganci@lu mentioned about the new forms which were creabguerimentally
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during draping process of skirt part of this weddiress (Interview by Duygu

Kocaba, March 29, 2010).

Figure 5.15: A wedding sketch by Zuhal Yorgartup 2010 March

Fashion designer Esin Yilmaz evaluates these indugirogresses irzmir as
gratifying. According to Esin Yilmaz, there musttrme too much exaggerated
drapes on a wedding dress. It may be difficultdtcle a desired look with a draped
wedding, if its drapes have been arranged with@édresus consideration. The most
obvious lack of wedding dresses is the use of drépenake them attractive without
thinking the body form. The most important mission of designers has Isst it
meaning. Designers try to make a design which &utiell and attractive, instead

of making a design in which the body looks beautifiwork with my customer on a
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mirror to achieve a desired look. But it is impddsito apply this technique in the
frame of mass productidnShe states that;This sector can not go any further with
worthless and copied designs. The key of succes&sign is in the young
designers’ hands. We have to give a chance tog/a@signers to prove their
ability for the sectaf According to Yilmaz, Wedding Dress Competition’, which
was organized in the context of the 4th If Weddfiaghion/zmir, was a big step to
make the bar of design raised, in wedding dressoséd(Interview by Duygu

Kocaba, March 3¢, 2010)

To analyze the problems of sector, wedding drests erening wear designer
Zeynep Acar, who lives idzmir, has been interviewed. According to fashion
designer Zeynep Acar, who has prepared weddingeseand evening gowns for
about 27 years ifzmir, mass produced wedding dresses and eveninggghave a
several deficiency in terms of design. She analyhatl costumers’ orientation and
demand can be a reason for this similar weddingséx® In Turkey, some people,
who admire foreign well-known fashion designer dheir designs, want to wear
these garments. Because of this, some companigs tdmse details as their own
design, and with the effects of mass-productiorwetiding dresses and evening
gowns design gain a commercial dimension. The nrmpbrtant criteria of the
success of garment are costumer demands. Becaubés dhe companies try to
produce these popular dresses to satisfy thesemdism&o the wedding dresses

getting similar by this way.

She stated that)f*/zmir is stitching %70 of wedding and evening dresse urkey,

there should be more supportive projects in therensities in which fashion design
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education has been given imir. By this way it will be possible to produce
successful designs in the sector. To be a suctdssind name the candidate of
designers has to be educated in a specific ared;than this successful image can

be enriched by the experiencgriterview by Duygu Kocalba March 24", 2010)

According to these interviews, draping techniqudsctv are used in haute-couture
and ready-to-wear can be compared as can be se€abie 2. In the Table 2
Wedding dresses are compared according to dragatpique’s workmanship, time
and cost levels in haute-couture and ready-to-fasnon. In the table, the findings
are not certain answers for each category; bectusgare depending the particular
design characteristics. In general, the table @summed up as, draping technique
in haute-couture wedding dresses are laborioug-tiomsuming and costly compare

to ready-to-wear wedding dresses.

WORKMANSHIP TIME COST

Draping is evaluated as No need for fitting.| Low-level workmanship,
a tool to achieve a Itis produced as | limited use of selected fabrig,
targeted design. Draped masses by 3 or | and mass produced structure
parts can be applied by more workers and| make wedding dresses for|
3 or more workers. | this saves the time|l affordable prices compared
to haute-couture.

Ready-to-Wealr
Wedding Dress

Draping is evaluated as At least three
a design process. In | fittings and being Laborious workmanship,
order to achieve a | produced manually fabric type and its length in

desired look, wedding| by a designer are| meters make haute-couture
dresses are applied consuming the | wedding dresses value-added

manually by a designer. time. and costly dresses.

Haute-Couture
Wedding Dress

Table 5.2: Comparison table for the application@ping between haute-couture and ready-to-wear.
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In conclusion,izmir has attempted to be a design city for massymed wedding
dress and evening gown in Turkey with progresstances such as fairs, design
contents and organizations. As a leader city of #gictorjzmir has produced %70
of wedding dress and evening gowns of Turkey, whota/to be a leader producer
of wedding dresses, in the world. All interviewshieh have been done with
companies and fashion designerdzmir, show thatjzmir and Turkey has lots of
lacks in terms of design especially in wedding rearkAlthough high quality
stitching and know-how of producers, it is impossito create a successful product
without a good design. Because of the absencesifrability the applications of
wedding dress can not achieve this desired appkalabsence of design has caused
to lose draping technique’s value with usual andinary effects. Thus, drapes,
which have been used mostly as exaggerated andchstioasly, make wedding
dresses worthless rather than aesthetically vadudtd overcome this, first of all,
body proportions, cultural differences, experienaed preferences of target group
should be investigated and after this, the weddnegses should be produced with a
design conscious and consideration. By this wayddivey dresses and evening
gowns, which are created through the use of drapaofpnique, can be more
attractive and successful in terms of design. Tyrkeeds to enrich design abilities

to be a leader in the world for wedding dress arahimg gowns.
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CHAPTER 6

CONCLUSION

Draping technique and drapes have been investigadg@rding their role,

importance and creativity in contemporary fashiasign, in the thesis. Drapes
which have existed in every period of life fromigoity to contemporary fashion
have continuously changed as functional and visliaing the historical course of
fashion. These changes analyzed in the charaaterist each periods and the
importance of drape in the contemporary fashionewguestioned according to
evolution of drapes in the historical context. Taka these analyzes effective,
methodology of draping technique and design valuésch can be added through
the use of drapes, has been analyzed and thesettbaloand technical statements
exemplified, with the garments, which were createg well-known fashion

designers. According to these analyzes, it has lmserved that, well-known
fashion designers has concerned draping technagi@, designing process, which

increases the creativity of designs.

With this thesis, it is deduced that, drapes empbademininity, and they have a
structure which support the creativity in contengoyr interpretations. Draping
technique should be evaluated as a design toofulsecof its experimental design
process. During the application, draping needs Mgjgality stitching and pattern

knowledge, to create successful and aesthetic hpeezause of this, the technique
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should be applied by a designer or a person whodeaelop a design through a

design language.

In the process of historical context; power, saess, respectability, wealthiness,
and nobility were represented with drapes, buterathe discovery of draping
technique, drapes gained a different perspectivéeims of modernity. When
contemporary designs are investigated, it is peeckithat, drapery can be
investigated under three different categories, sashclassical drapery, semi-
drapery, and deconstruction of drapery. It hanls®en that, one of the purposes of
this thesis, as adapting draping technique to réadyear industry, is achieved by
well-known fashion designers through the use of isdmapery. This can be
evaluated as a experimental attempt against thegasiattitudes on ready-to-wear

products.

But in general, according to investigations, drgpiechnique has some restrictive
elements which limit the use of draping in readysear industry. The boundaries,
which limited the use of draping technique, wengestigated and according to these
investigations, some suggestions propounded to ntake usage of draping
technique increased in ready to wear industry. Thesis provides a thorough
investigation about the boundaries of the use @miications of draping in ready-
to-wear industry. The effects of some factors tapdrg, both in historical and
contemporary context, were investigated. It is @eduthat, industrialization and
developing technology in mass production was lmgitthe use of art and craft
applications such as draping. With the effectsnafeasing costs, the demand of

people for these kinds of garments minimized. Satiavements and subcultures
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also affected the use of draping. The effect o$¢hgubcultures provided fashion to
take down to streets. People, who prefer to weanrfadable and sportive garments
on the street, limited the use of draping and dsdpeproducers. It was observed
that, the feminist movement also limited the uséraping and drapery, because of

the emphasized elements of femininity in drapedngats.

Until these parts, the thesis was supported wighdpinions of lots of author and

academicians. The most important and original pathis thesis was constituted
with the investigations about Turkey and its depeiental studies in terms of
fashion in Chapter 5. Because of the lack of supmorpublished books and

academic articles, Chapter 5 concluded throughuiee of interviews which were

done with well-known fashion designers and companiée interviews questioned
the use and applications of draping by well-knowshfon designers and ready-to-
wear companies, and their approaches to drapifgnitpee. It can be mentioned
that, the number of interviews did not achievedameted level, because of the
limited times for interviews, and unsupported atié of some designers and

companies.

In addition to interviews, fashion design, colleas have been analyzed both
globally and locally to understand geographical,ltucal and professional
differences in the applications of draping techeiglt is understood that, draping
techniqgue and drapes have been used as a desigmatpn by Turkish fashion
designers, who has represented Turkey all ovemtbrdd. It has been understood
that draping technique, can help to create origamal unique garments, but it has to

be applied by a person who can design, it is nough to know, how to apply
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draping technique. Because of this, universitiesyhich fashion design education
has been given to students, have to emphasizenghartance of draping technique
and its applications courses and they have to giyace to this subject in their

curriculum.

Nowadays, Turkey, with the effects of globalizatiatesign became an outmost
element of fashion culture. Turkish designers sthadmbine their creativity and
education to create original and unique designthigy competitive atmosphere. In
addition to this, Turkish designers have to addrass only their own country but
also to entire world through the investigationscohtemporary fashion trends. The
associations, which have been established in regeats including fashion
designers and brand names, are the evidences d&keyfsirawareness of this

transformation.

In creating a design culture in Turkey, branding ki#al importance and to create
internationally and globally known fashion brantishion industry in Turkey have
to create value-added products. It is observedinvitiis research that, the use and
application of draping technique is not only in teawouture, evening wear or
wedding dresses, but also, in ready-to-wear gamsnémnings added-value to them.
Textile industry of Turkey, in which the economydaworking sources of Turkey
has been fed, could not escape from its produeattitg for long years. By 1990,
Turkey transformed its identity from being a proéuto design country, thanks to
initiatives towards branding with the studies oérmting. This has been analyzed
through the examples of Turkish designers’ and iBarkrand names’ collections. It

is understood that, after branding studies, drafgofgnique has also been adapted to
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ready to wear garments, and this emphasizes theriamze of draping technique

and drapes for branding.

In addition to this, the new challenge of Turkeydasigning prét-e-porter evening
wear and wedding dress sector has been investigatadthe case ofizmir to
achieve more focus investigation on draping appboa in Turkey. The case study
has been formed by interviews, which were done Witkish fashion designers and
companies, which is located i@mir. The importance of draping technique and
drapes for wedding dress and evening wear industryzmir was analyzed,
according to these interviews. In addition to thise contribution ofizmir to
wedding dress and evening wear industry and theonitapce of this sector for
Turkey were discussed in this case study. It isoiigmt to note that, Turkey can be
evaluated as a good producer, because of the canainesidvantages of
workmanship and professional know-how skills. Hoamrwthe lack of design and

designer in this market caused unsatisfied and aeeslproducts for the industry.

Inspite of the fact that, there are different attés towards design education in
universities. Most of the institutions in Turkeyopide an education on draping as a
core study. However, the gap between academicalagelll designers and industry,
create a huge problem in terms of constituting raeractive design culture and
fashion practice in Turkey. Draping, which is aqaes of experimental creativity of
designing, is applied unconsciously, exaggeratatl iadiscriminately, and these
approaches provide unsatisfied and invaluable mtsdwspecially in some of the
producer companies in fashion sector. Accordingraming and work experiences

of newly graduate fashion designers, most of thetraes, which are thought in
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universities, are not used in the industry, andgduenents were created on a simple
body through the use of beadwork and unconscioagimty technique. These kinds
of approaches can be seen as the most importase aafusimilarities between

wedding dresses, and this makes the developmel@sajn to slow down.

Due to the consumers, unconscious demands and catedutaste, there is a
continuous production of these commercial and uhatie designs. In addition to
this, the commercial mentality and imitations i flashion industry, challenge the
company owners to give enough time for experimede&dign development, and

make an investment on design.

In case of developing wedding dressesizmir market, the design have to be
prepared and individual demand regarding with peakexpectations, whereas they
have been oriented towards mass production. Thieiduglity and specialty of
wedding dresses is incongruous with mass producfidrus the contradiction
between low cost, mass produced garments and etipest of special and
personalized designs could be overcome through @dehlike mass customization

which can constitute another field for a furthesaarch.
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