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PREFACE

The Peacock Revolution in menswear of the 1960s came as a profound shock
to American society. Young men grew their hair long and dressed in clothes
that greatly alarmed most traditionalists who viewed the new styles of men’s
dress as effeminate and even subversive. Pop culture, mass media, and espe
cially the fashion industry seemed to collude in this perceived corruption of
youth. “What I design for young people should shock,” declared Pierre Cardin
in a 1968 interview.1
To the baby boom generation, though, the Peacock Revolution was about
more than fashion fads. The radical changes in men’s clothing relected, and
contributed to, the changing ideas of masculinity initiated by a youthquake of
rebellious baby boomers coming of age in an era of revolutions. New ideas of
masculinity emerged from the counterculture of activism that surged across
America for civil rights, students’ rights, women’s liberation, gay liberation,
Red Power, and Black Power, and against the Vietnam War, the draft, armed oc
cupations of campuses, and the Establishment in general. From these move
ments came new forms of protest and street dress that altered conventions of
masculine identity, ranging from long hair to unisex clothing. Moreover, the
peacock dress of baby boomers was a welcomed nontraditional visual iden
tity that was a distinct departure from that of their fathers—the conformist
herd of men in gray lannel suits. And rather than concerns about effeminacy
in their clothing choices, most youthquake men regarded their peacock shock
dress as a personal expression of individuality and modernity. But most im
portant of all, girls were attracted to the sexually conident peacock.
But the Peacock Revolution did not spring into existence suddenly and
without warning. To better understand how the Peacock Revolution devel
oped and why it was such a shock to postWorld War II American culture, this
study examines many of the socioeconomic, sociocultural, and sociopolitical
factors that led to the emergence of the youthquake peacock in the early
1960s, and sustained him into the mid1970s.
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Chapter 1 lays out the evolution of the American idea of manhood and
masculine identity before 1960. In the early years of the nation, the selfmade
man was the ideal, replacing the Old World patriarch whose socioeconomic
power was derived from a hereditary class system. By the late nineteenth cen
tury, though, the selfmade man encountered challenges that undermined his
masculinity. Industrialization and urbanization threatened his individualism
and selfdetermination as an everincreasing number of men moved to cities
and worked for wages. With fathers away at work, their sons were left in the
care of women much of the time, inciting a national anxiety about the femi
nization of future generations of American men. Seeming to validate these
fears, medical science discovered a new mental disorder called homosexual
ity, which conirmed the dangers of a feminized male. In addition, women
began to demand equal rights with men, and increasingly entered male do
mains in the workplace and colleges. By the midtwentieth century, women
had achieved the vote and, during two World Wars, had proven that masses of
women could work on an equal footing with men. Consequently, a crisis of
masculinity confronted the American male. The established social order of
separate spheres—men as patriarchs and breadwinners; women as house
wives and mothers—seemed to dissolve further with each new generation.
Instead, masculinity came to be codiied into an orthodoxy of behavior and
characteristics, ranging from excellence in sports and with machinery to re
sisting emasculating inluences of women and especially any hint of effemi
nacy.
Throughout this onehundredandiftyyear evolution of ideas and ideals
of manhood, the visual representation of masculinity was short hair and a
simple, sober threepiece suit. Even as socioeconomic and cultural challenges
to masculinity developed over time, the visible self of American men remained
fairly constant, with only glacial changes until the development of the sack
suit in the 1850s, which then became the standardized uniform of masculine
identity for the next hundred years. For postWorld War II fathers, their ex
pectations were that their baby boomer sons would likewise conform to the
traditions of masculinity and dress identity that they and their fathers before
them had learned and accepted.
But, as the irst baby boomers entered their teen years in the early 1960s,
many rejected the conformist conventions of manhood and the materialistic
values of their fathers. Instead, they looked to the emerging counterculture
for purpose and a new identity. In chapter 2, the pre1960s foundations of
that counterculture are examined. On the leading edge of nonconformity in
the immediate postWorld War II years were the Beats, who expressed their
disaffection with the prevailing consumer society through their writing and
poetry. By the 1950s, young followers of the Beats, who came to be known as
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Beatniks, demonstrated their youthful rebellion against social norms by
adopting a bohemian lifestyle in urban slums. Two other types of noncon
formist men of the era were bikers and playboys, the former viewed as crim
inal gang members, and the latter, as selish and immature young men who
negated their obligations to society as respectable husbands and fathers.
Also discussed in chapter 2 is the emergence in the 1950s of the teenager
as an important and unique consumer demographic. Their collective spend
ing power on rock and roll music, movies, magazines and comic books, soft
drinks, and snack foods contributed tens of millions of dollars to the postwar
economic prosperity. Consequently, industries such as entertainment, pub
lishing, and prepared foods manufacturers developed new consumer product
niches and marketing that targeted the teenager. Growing up in the 1950s,
the baby boomers observed all this special attention focused on their older
siblings, and upon becoming teenagers themselves in the 1960s, felt likewise
special and entitled.
Unlike the teens of the 1950s, though, who were anxious to get through
adolescence and on to adulthood, the baby boomers embraced their youth
and exulted in their historic time and place. In chapter 3, the interweaving of
the youthquake, the counterculture, and the Peacock Revolution of the 1960s
is detailed. It was an era in which young people fostered a Generation Gap by
which they sought to establish their individualism and identity separate and
distinct from anyone over age thirty. The youthquake generation boldly chal
lenged authority; they organized and participated in social justice movements
to effect signiicant changes ranging from civil rights to ending the Vietnam
War. And in spite of the role models of their silent majority parents, the young
wanted to be heard.
Through these efforts, youthquake men also developed new concepts of
masculinity. To their parents, activism against the Establishment was imma
ture rebellion at best, and at worst, for draft resistance and antiwar activities,
an unpatriotic display of cowardice. For youthquake men, though, facing in
timidation and violence from police, national guardsmen, and sometimes by
stander mobs demonstrated courage and manly resolve. Moreover, their long
hair and nonconformist dress were displays of bravery in the face of social
opprobrium and open hostility from the Establishment. They were also open
to the sexual revolution, including the idea of sexual equality with women.
And they experimented with radical, nonconformist forms of masculine iden
tity in dress, inspired in large part by the Peacock Revolution in menswear.
The development, evolution, dress styles, and social signiicance of the
Peacock Revolution in America are chronicled in chapter 4. As with all revo
lutions, there were three phases, with some overlapping: a prescient begin
ning (c. 1960–65), a feverish middle (c. 1964–74), and a Thermidorian
- ix -
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conclusion (c. 197275).
Early indicators of the pending revolution included the development of
experimental styles of menswear of the late 1950s, such as the slim cut Con
tinental suit and sexualized styles like formitting jeans and bikini underwear
and swimwear. For most fashion historians, though, the launch of the revolu
tion occurred with the 1964 British Invasion of boy bands like the Beatles,
who introduced to American youth long hair and mod fashions from London’s
Carnaby Street. The immediate demand by youthquake men for granny print
shirts, ankleslim hiphuggers, and itted suits inspired U.S. readytowear mak
ers to produce Americanized versions. Famous women’s fashion designers
entered the menswear market, expanding on the innovative looks from Swing
ing England and adding the cachet of branded labels to men’s clothing.
Through the second half of the 1960s, the American menswear industry found
fresh ideas from Hollywood, such as Romeo shirts and sculpted adaptations
of Gatsby suits. Street styles inspired bellbottoms, prewashed jeans, tiedyed
and lower power print shirts and pants, and handicraft accessories for the
mass market. The hippies’ multiculturalism led to the Nehru jacket and
loungewear kaftans. Red Power protest dress launched Apache scarves,
fringed suede jackets, and moccasins. Black Power unity dress popularized
African heritage styles such as the dashiki and Afro hairstyle, and, to a broader
market, African prints. Blaxploitation ilms brought the Peacock Revolution
to urban black baby boomers as neoEdwardian suits, high heel platform
shoes, and vividly hued nylon shirts. From the sexual revolution came see
through shirts and fashion underwear.
For many parents and traditionalists, the Peacock Revolution was espe
cially worrisome. They feared that long hair on men, the colorful clothes, the
beads and pendant necklaces, the sexual exhibitionism were all symptomatic
of the feminization of America’s young men. And such effeminacy in dress
would turn men into homosexuals, who, at the time, were regarded as men
tally ill by the medical establishment, as criminals by law, and as sinners by re
ligious dogma. This fear also relected the pervasive misogyny in American
society; that is, since gays were womanly, and women were weak, the very de
fense of the nation against communism might be in jeopardy.
Certainly, most American young men did not dress as lamboyant pea
cocks day to day. Dress historians argue that “the reality is that many men,
even young men, did not succumb to the trend, and few of those who did adopt
the new styles continued to experiment with new expressions of masculinity
for long.”2 Yet, the vast majority of youthquake men were indeed impacted by
the Peacock Revolution. Long hair on men became a ubiquitous masculine
identity that endures today. The sexualized slim cut of trousers, the body hug
ging it of shirts, bellbottom cuffs, the shaped suit jacket, synthetic textiles,
-x-
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and colorful prints were all peacock inluences applied to every variety of
menswear.
The inal phase of the Peacock Revolution occurred in the early 1970s
with men’s high heel platform shoes, glittery glam rock fashions, man bags,
and earrings. At the same time, the end of the Vietnam War and a global eco
nomic crisis brought a close to the counterculture fervor. A regressive con
servatism surged across America. A second wave of baby boomers entered
the MeDecade of the 1970s as selfabsorbed yuppies, dressed for success in
conformist, conservative clothes and short hair.
One inal point about this study. Much of this era is in my living memory.
As a high school student during 1967–70 and college student during 1970–74,
I remember well the turbulence of the times. Color TV brought it all into our
living room each night, and current events periodicals opened discussions in
the classroom. As GQ later assessed, “The Sixties shot most of our lives from
canons…It was the most exciting rollercoaster decade. The ‘ups’ were sky
high and the ‘downs’ sank to Hades depths. We were never on an even keel. In
tense, yes, but never boring. During the Sixties we never once whined for the
‘good old days.’ ”3 Like the majority of baby boomers, though, I was not a coun
terculture activist. I didn’t even grow my hair long until 1971, and then only
to my collar. But in coming of age during the late 1960s and early 1970s, I ex
perimented with peacock shock fashions—selectively. For example, igures 8
and 15 feature photos of actual clothes I wore as a teenager (the 1968 Nehru
jacket and chain pendant, and a 1970 vest suit). And even though most of my
closet contained the standard fair in menswear, the inluence of the Peacock
Revolution was evident in my permanent press itted shirts in paisley prints,
slim cut bellbottom hiphuggers, skinny rib knit tops in vivid colors, and shiny
buckle shoes (1960s) and platforms (1970s).
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dimension to the fashion cycle. For just as aware women came to realize that
by scouting the output of designers they could ind their own personal look—
or looks—now the male can do so too.”85

SUIT INNOVATIONS AND REVIVALS 1960-1975
Although much was written in the fashion press of the 1960s about the turn
toward greater informality in men’s dress, the suit and tie remained the fore
most masculine identity of American men. As Ernest Dichter’s research on the
Peacock Revolution had shown, a young college graduate entering the corpo
rate arena understood that “to succeed with a bureaucracy mandated the
sacksuit uniform…which symbolized the security and substance of his
achievements….The suit was a personal statement of ‘having arrived.’ ”86 In
looking at the persistent Ivy League suit in 1965, GQ advised that there was
nothing wrong with a neatly itting, wellpressed dark suit except, “it just hap
pens to be dull. To believe that all there is to dressing is to be neat and clean
is stultifying to a man with any creative urge about his visual personality.”87
But unlike their fathers of the 1950s—those conformist herds of men in the
gray lannel suits—youthquake career men instead had the best of both
worlds: wellmade readytowear suits that projected their socioeconomic
status as well as an array of suit designs that provided them with varying de
grees of individualism and expression of personal style.
Initially, suit style options were subtle. As noted previously, President
Kennedy had adopted the trim, twobutton jacket and slim cut, plain front
trousers as his preferred suit in 1960—a transitioning look in men’s suiting
of the time that blended elements of the shaped Continental silhouette and
traditional simplicity of the Ivy League style. Through the mid1960s, the
American suit underwent other gradual changes with both inside construc
tions and outside details. The waistline became marked, a sharp contrast with
the straighthanging lines of the Ivy League cut. Equally signiicant, the slop
ing, natural shoulder of the Ivy League jacket was abandoned in favor of
padding and “invisible construction… engineered into the shoulder and arm
hole.”88 The twobutton closure, and in 1965, the onebutton closure, ex
tended the Vfront opening, making the chest seem broader and accenting
trim physiques. Trousers narrowed and the thick volume of pleats was re
placed with a smooth, plain front. The resulting suit silhouette was more
youthful and athletic—a new masculine identity for men under forty in the
emerging era of the youthquake generation.
Most outside details of the transition suits were minimal but noticeable.
Lapels gradually widened and some were edged with double topstitching.
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Notches became more playful with rounded cloverleaf points, the wide ish
mouth cut, or the Lshape with its right angle seam joining collar and lapel.
Some jacket sleeves lared slightly from shoulder to wrist to add “balance,” as
one maker’s ad explained.89 Other sleeves were even constructed with the
underside seam moved to the outer side.
Inluences of the British Invasion mod looks and the Space Age designs of
French designers Pierre Cardin and Andre Courréges began to make an impact
on American men’s suit designs in 1967. Suit jackets were shaped with con
touring front or back darts or seams and sculpted with padded interfacings,
giving the masculine body a youthful, athletic look. (Figure 7.) The double
breasted style made a comeback after largely being absent for almost ifteen
years. New front closures ranged from one to ive buttons for a singlebreasted
jacket and two to sixteen buttons for a doublebreasted jacket. Pocket treat
ments were widely varied. The typical besom hip pockets were often set at an
angle, with or without laps. Some suit jacket hip pockets were turned verti
cal along a front seam like those for outerwear. The breast pocket was some
times omitted, and some avantgarde suit styles had no outside pocket
openings.
Among the most signiicant style dramas of men’s suits in the second half
of the 1960s was collar treatments. In 1960, Cardin had created avantgarde
men’s jackets without collars or lapels, which even at the end of the decade,
looked startlingly new when adapted by readytowear makers. The basic
turndown bal collar in both pointed and round cuts became a trend for single
breasted jackets in 1968. Also that year, a round standup collar called the
Nehru was applied to suit jackets, outerwear, and shirts. (See “Multicultural In
luences” below.) For doublebreasted jackets, the high Napoleonic collar
added visual interest to sculpted silhouettes.
Despite the availability of such a wide assortment of nontraditional suit
styles with which youthquake men could express their individualism, most
American men who needed a business suit for work remained conservative
and conformist in their choices. As previously noted, the trim cut of President
Kennedy’s suit was an option for many younger men in the irst half of the
1960s, but for the most part, the straighthanging Ivy League cut remained
the prevalent, safe style for the ofice. With the pop culture British Invasion,
though, menswear makers began to update the traditional business suit with
out going to the extremes of mod looks. The irst step was a reintroduction of
the doublebreasted jacket, which had largely disappeared during World War
II due to fabric rationing and government restrictions on clothing designs. Be
cause the boxy, straight hang of the Ivy League suit was affected by a double
breasted closure, causing diagonal drapes of the fabric from shoulder to waist,
the style remained fairly dormant through the 1950s and early 1960s. Thus,
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Figure 7. In the second half of the 1960s, suit options for younger men included shaped styles, featuring contouring seams and padded interfacings to
accent trim physiques. Among the new fabrics for men’s suits were polyester
blends, which held sharp creases and resisted wrinkles. “Sculptured suits”
from Europe Craft, 1968.
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for the fashion industry, the reappearance of the doublebreasted suit was a
reach into the prewar past. In 1966, the fall menswear issue of the New York
Times Magazine headlined “the thirties revisited,” and proclaimed, “the dou
blebreasted suit for town is coming back.”90 “What brings the current re
vival of the DB? Well, the experts are saying the acceptance in recent years of
the doublebreasted blazers, raincoats, British ‘warms’ and pea jackets. Also,
they say the designers are using less overlap and more suitable materials for
comfortable sitting” compared to the original “ironclads” of the Depression
era.91
In addition to these more comfortable materials, speciically the many
new varieties of synthetics and wool blends, the new business suits in the late
1960s combined style details of the 1930s with the youthful shaped silhouette
of mod inspired fashions. Like the 1930s “Superman” styles, both single and
doublebreasted suit jackets were constructed with wide shoulders and broad
chests, sculpted by engineered interfacings and padding and made more em
phatic by tapered waistlines and huge lapels that extended almost to the
shoulder sleeve seams. Further bolstering the broadchest look were neck
ties that widened to ive inches by the end of the decade, and shirt collars that
descended into long points. Unlike the suits of the Depression era, though, up
dated jackets of the 1960s often had side vents that complimented marked
waists, and suit trousers were latfronted, snug itting, and by the end of
decade, lared at the cuffs.
The trend of 1930s revivals in men’s suits was accelerated in 1967 by the
hit movie Bonnie and Clyde. The Academy Award nominated period costumes
of the movie inspired even more readytowear makers to inally abandon the
Ivy League style in favor of the 1930s revivals. “The Thirties scene has staged
a comeback,” observed GQ in 1968. “Blame it on Bonnie, chalkstripe it up to
Clyde, or just acknowledge that a gentleman’s clothing in the 1930s proffered
a devilmaylair swagger.”92 Some fashion journalists referred to the revivals
as the “Clyde look”93 and others anachronistically referenced Gatsby, from
the 1925 novel The Great Gatsby by F. Scott Fitzgerald. “Gatsby’s white suit
returns,” reported Esquire in 1968, “evoking, among other things, the special
affection it has been accorded in movies, books, and plays….The white suit, as
romantic a garment as any man ever put on his back, suffered an inexplicable
neglect after the thirties.”94
In the early 1970s, suit designs inspired by the styles of the Depression
years continued to dominate menswear. “The thirties are alive and well in
Ralph Lauren,” proclaimed a GQ headline in 1971.95 Hollywood, too, rein
forced the 1930s styling of men’s business suits through the irst half of the
1970s. Cabaret (1972) and The Sting (1973) were both set in the 1930s and
sumptuously costumed with men’s fashions of the period. These movies, pre
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dicted Men’s Wear in 1973, would “make some ripples in the fashion market,”
particularly since “boutiques specializing in recycled fashion plus lea mar
kets and swap meets on the West Coast have experienced a run on clothes of
the ‘30s vintage and are reporting customer interest in hats as fun personal
ityexpressing fashions.”96
Also in 1973, the fashion press was abuzz about a movie remake of The
Great Gatsby, for which Ralph Lauren had been tapped to produce more than
eighty suits. Although F. Scott Fitzgerald’s novel was written in 1925, to the
fashion industry, the Gatsby look was a Depression era suit style.97 In March
1974, GQ dedicated much of the issue on “Gatsby lair: The movie that’s in
luencing what you wear.”98 The magazine cover featured a decostyle illus
tration of Robert Redford as Jay Gatsby wearing a widelapel pink suit, just as
Fitzgerald described it in the novel. Although, pink suits never became a trend
in American men’s business suiting of the 1970s, the thirtiesstyle shaped sil
houette with broad shoulders and wide lapels was further perpetuated
through middecade. Even widelegged, pleated trousers returned in 1973—
branded by one maker as Nostalgics.99 “What’s this ‘Gatsby’ business all
about?” challenged Men’s Wear. “Gatsby was setting a mood for the germina
tion of new fashion concepts as well as polarizing a host of disparate ideas
that have been loosely labeled as ‘elegant,’ ‘classic’ and ‘nostalgic.’ ”100 And
this classic elegance of thirties style suits was what young career baby
boomers wanted as they entered the corporate world of the 1970s MeDecade
(discussed later.) The revival suit provided a modern masculine identity that
was distinct from their freeform hippie classmates as well as from their con
formist, maninthegraylannelsuit fathers. Suit makers and retailers “used
the ‘Gatsby’ name to describe merchandise geared for the New Establishment,
or 25to40yearold who doesn’t want to look like his father or his kid
brother,” concluded Men’s Wear, “…resulting in the creation of clothes that are
not as garish as Mod or as stuffy as Ivy League.”101

INFORMALITY IN SUITING 1960-1972
As noted previously, the Peacock Revolution fostered an increasing informal
ity in menswear. For business wear, many junior executives opted for a blazer
and contrasting trousers as an alternative to their monochrome business suits.
In the early 1960s, blazers and sport jackets of shantung silk in burgundy,
ecru, sienna, or hunter green provided a youthful variety to workday
wardrobes. In the second half of the decade and especially in the early 1970s,
the new synthetics such as polyester double knits broadened the color
palettes, textures, and patterns of men’s sport jackets. Complex jacquards and
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bold plaids were particularly popular.
For cocktail parties, gallery openings, and similar leisure but somewhat
dressy occasions, the peacock male of the second half of the 1960s could se
lect from a wide assortment of avantgarde suits and jackets, ranging from the
exotic to the theatrical. As noted previously, mod suit styles of the mid1960s
included collarless jackets and jackets with nontraditional collar varieties
such as the short, turndown bal adapted from outerwear. As the decade inched
into 1966 and 1967, some men’s suits, shirts, and accessories began to look
like costumes for a fancydress ball. These Carnaby Street inluenced styles
were “often erroneously termed Edwardian” by the fashion press.102 Imports
from London designed by Michael Fish (branded as Mr. Fish), Tommy Nutter,
and ,John Pearse, among others, included luxurious velvet suits, some edged
with satin; dinner jackets of opulent brocades; and tailored suits in “colors
more often associated with Sicilian ice cream.”103 As a parody of the lam
boyance of men’s fashions (and the uniforms of marching bands), when the
Beatles produced their Sergeant Pepper’s Lonely Hearts Club Band album in
1967, the Fab Four were featured on the cover dressed in vibrantly hued satin
suits adorned with braid, embroidered appliqués, and fringed epaulets.
For a brief period during 1967 and 1968, the Nehru jacket, with its round
standup collar, became a massmarket trend. (Discussed more below in “Mul
ticultural Inluences.”) Since the Nehru collar did not allow for a turndown
collar shirt underneath, and consequently, could not accommodate a necktie,
many men added a loosely knotted, vividly patterned silk scarf to spill through
the gap at the front. Instead of a scarf with their Nehru jacket, truly noncon
formist men preferred a huge, dazzling jeweled pendant and chain necklace,
which not only complemented the exoticism of the East Indian style jacket,
but also was a deiant challenge to masculine conventions against ostenta
tious jewelry. (See Figure 16.)
Among the most popular casual suit styles of the late 1960s and early
1970s was the safari look. Like the original nineteenthcentury colonial uni
form, the modernized unconstructed safari jackets were made without
padding or interfacing for ease and comfort. The classic safari bush jacket with
its multiple patch pockets achieved high fashion status in 1969 when Yves St.
Laurent adapted the look for men from his women’s Saharienne collection of
the previous year. Through the 1970s, American men’s readytowear mak
ers continually produced varieties of safari jackets, often in nontraditional
textiles such as polyester double knits, suede, and corduroy, and sometimes in
vibrant primary colors. For example, as a dress option “suited for the nonoc
casion,” GQ included linen and brushed denim varieties of the safari suit in
their fashion forecast for 1972.104
Inspired by and related to the safari suit were shirtsuits of the early
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1970s, which often included patchpocket, belted shirts that resembled the
bush jacket. Like the safari jacket, most shirtsuit tops had long skirts and
were worn untucked. The shirtsuit, especially in the new double knits, were
“geared for comfort in all leisure activities.”105
In 1968, a new idea in casual suits was introduced by readytowear de
signer Mannie Mandel of Cone Mills. Initially the style was called a “sleeveless
jacket” suit because it was made with a wide, turndown collar.106 But collar
less adaptations that became widely popular during 197071 were marketed
as vest suits. “It’s the other suit lots of men will want to wear on non busi
nesslike occasions. Like a date, or at a ballpark,” claimed the copy in an ad
for a vest suit.107 Like safari jackets, the vest suit was unconstructed with
only a lining or halflining inside, and closures included single and double
breasted button fronts as well as zip fronts. Vest skirts varied in length from
hip level to midthigh. Many vests were designed with selfbelts that could be
tied in the front or secured with a metal pullthrough buckle that cinched the
waist or accented slim hips. (Figure 8.) Vest suits were made in a broad range
of fabrics, including synthetic knits, wool and blends, corduroy, cotton duck,
and cotton twill in bold prints and patterns. Most vest suits were worn with
an openthroat, longpoint collar shirt, but some makers suggested the style
could be worn without a shirt.108 A black velvet vest suit, worn with a black
velvet butterly bow tie, was even recommended by a fashion editor as “a for
mal approach for a less than formal occasion.”109 Another aftersix velvet
vest suit by New Orleans’ designer Roland Dobson featured a square plunging
neckline, revealing a lot of bare chest accented with a pendant necklace.110
One other casual suit style that made fashion news for a few seasons at
the end of the 1960s and early 1970s was the knicker suit, which was part of
the 1930s nostalgia wave in menswear of the time. “The mood of America is
towards a more romantic, simpler time—which knickers aptly it,” suggested
Men’s Wear in 1971.111 The original knicker suits (c. 1880s1930s) were ac
tive sportswear for the middle and elite classes worn for outings and hunting
in the country, skiing at resorts, and especially playing golf. Called plus fours,
these preWorld War II cropped trousers were so voluminous that the excess
fabric bloused over the knee bands about four inches or more. Peacock era
versions, though, were more narrow and had less blousing fullness at the
knees. They also were modernized by the elimination of “those tight straps,
garters, buckles and buttons, which makes for bad blood circulation in the
legs.”112 Jacket types for modern knicker suits also varied. Where the correct
jacket for the original knicker suit was a loose itting norfolk with selfbelt
and multiple patch pockets, the modern adaptation included not only shaped
replicas of the norfolk, but also regular suit jackets with padded shoulders
and hard, wide lapels. Fabrications ranged from the traditional heavy tweeds
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Figure 8. In the late 1960s and early 1970s, the unconstructed vest suit was an informal alternative to the business suit for leisure time occasions. The style was
fresh and modern for the time, and could be worn with or without a shirt. Left,
wool pinstripe vest suit worn by the author in 1970; right, knit vest suit from
Peter’s Sportswear, 1970.
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to light, softly draping synthetics and blends. Traditional cable stitch or ar
gyle knee socks completed the look, or kneehigh boots modernized the style.
Unlike the popularity of vest suits, however, knicker suits were more of a
novelty dress item, principally making an occasional appearance on golf
courses in the early 1970s. Trade journals cautioned retailers that “knickers
will be a fringe business…for one or two or maybe even three seasons.”113
Readytowear makers such as Clubman hedged their risk on sales of the
anachronistic knicker suit by also including a matching pair of long pants with
updated lared cuffs.114 Still, the look was a topic in the fashion press of the
time. GQ, for example, showed knickers as an “American discovery” in 1971,
and on the ski slopes in the winter of 1972.115 Also in 1971, a knicker suit of
deep blue crushed velvet, worn with a silk turtleneck and kneehigh maroon
boots, was a “madly modern” recommendation for formal wear.116

PEACOCK SPLENDOR
Prior to the 1960s, American men were largely resistant to much color in their
clothing and particularly to the idea of fashion for men. Colorful, ephemeral
fashions were, after all, antithetical to the traditions of gendernormative sep
arate spheres they had learned from their fathers and grandfathers. Fashion
was women’s domain. For men to take an interest in such frivolousness, in
sisted traditionalists, was to negate their masculine identity, and even worst,
might just turn them into homosexuals.
But youthquake men paid little attention to the dire warnings, pleas, and
sometimes threats of their parents and the Establishment. Many young Amer
icans rejected the values of their elders, including conventions of manhood. In
stead, youth’s role models for masculinity were often from pop culture,
beginning with the British Invaders and subsequently American rock idols,
both of whose presentation of a new masculine identity—long hair and a pea
cock splendor in clothes—opened vitally new and modern paths for
youthquake men to follow toward inding their own identity.
In the mid1960s, the mod looks from London’s Carnaby Street were
fresh, radical even, and clearly nothing their fathers would wear. In the second
half of the decade, long hair and colorful, nonconformist street looks from the
counterculture were further opportunities for rebellious youth to widen the
Generation Gap. And, through it all, by degrees, the fashion industry appro
priated, commercialized, and disseminated the Peacock Revolution across
America. Virtually all categories of men’s apparel were subjected to lower
power patterns, tiedyeing, art movement motifs, psychedelic abstractions,
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and vivid color palettes ranging from sherbet pastels to neon acid hues. “Men’s
clothes had new character,” proclaimed Men’s Bazaar in 1967. “They were lin
ear, bold, youthful, with trousers cut at hip level, jackets hugging the body,
shoes giving form to the foot….There was color everywhere. Socks, ties, shirts,
the linings of jackets and coats—all were ablaze.”117
Shirts, especially, had been a leading indicator of the Peacock Revolution.
Before the mod invasion of America, London’s Carnaby Street had invigorated
the young men’s fashion market through innovation and experimentation.
Within those trendy boutiques, young men could ind clothes that were “a fan
ciful mixture of camp, whimsy, Victoriana, Beatnik and drawing room
dandy.”118 Carnaby Street designers created shirts that merged historical de
tails, novelty prints, and genderbending colors with tapered and darted cuts
to accentuate youthful, trim physiques. John Pearse offered silk, ruflefront
shirts “that harked back to Baudelaire and Oscar Wilde.”119 Michael Fish de
signed affordable shirts in luxury fabrics: rollneck shirts in black voile, satin
stripes, and embroidered silk; Renaissance shirts with full, gathered sleeves
and rufled collars and cuffs; and shirts with billowing sleeves segmented into
three puffs by horizontal bands of fabric. The patterns of Tom Gilbey’s knit
tops were inspired by the paintings of Gustav Klimt, a forecast of art nouveau
motifs that would dominate textile prints for both men and women from the
late 1960s through the 1970s. Michael Rainey popularized loral print shirts
(worn with velvet trousers.) John Paul of the boutique I Was Lord Kitchener’s
Valet specialized in military tunics and red, white, and blue Union Jack shirts.
In America, shirt makers were initially uncertain about the mod styles of
the British Invaders they had seen on TV and read about in the press. But
when retailers began to report on demands from young men for those color
ful, patterned shirts, textile mills and readytowear makers began to produce
knockoffs and adaptations. The irst two big successes for shirt makers in the
peacock mass market were sport shirts in boldly colored paisleys and what
fashion journalists called “granny prints”—petiteprint lorals that replicated
oldfashioned calicos.
Another source of modernity for textile mills and shirt makers was graph
ical prints based on art movements. Op artists of the 1960s explored the op
tical illusions of lat, twodimensional patterns, which were easily applied to
fabric prints. Pop artists likewise provided the fabric and fashion industries
with novel images in their depictions of everyday items from popular culture,
ranging from silkscreened prints of soup cans to enlarged pointillist render
ings of comic strips. Abstract expressionism, too, was revitalized through the
kaleidoscopic, neonhued swirls and splashes of psychedelic patterns on
shirts, knit tops, ties, scarves, and socks.
But the two art movements that had the most lasting impact on men’s
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peacock fashions, particularly shirts, were from past eras: art nouveau
(c.1890s1910s) and art deco (c. 1920s1930s). The sinuous, organic lines of
art nouveau were especially favored by graphic designers of the second half
of the 1960s for posters, print advertising, rock album covers, and animated
ilms like Yellow Submarine (1968), from which images were licensed or sim
ulated by textile makers. Through this renewed interest in the style of art nou
veau, the works of turnofthecentury artists such as Alphonse Mucha, Gustav
Klimt, and Aubrey Beardsley were also reproduced on textiles. Art deco like
wise became a signiicant trend in the graphic arts and textile design, partic
ularly knitting mills. The vintage look became a mass market fashion trend as
a result of the wellpublicized 1966 exhibition of art deco in Paris at the Musee
des Arts Decoratifs. The art exhibit was a commemoration of the 1925 Expo
sition Internationales des Arts Dècoratifs et Industriels Modernes, which had
irst showcased the geometric patterns and hardedged, stylized motifs of the
MachineAge art style. Both art nouveau and art deco designs remained pop
ular in textiles and fashion through the 1970s (and have consistently recurred
since).
In their endless quest for fresh ideas, textile mills and readytowear mak
ers also appropriated and commercialized counterculture street looks (fur
ther discussed below in “Fashion from the Street”). Stylized lower power
graphics and tiedyed rainbow prints were sanitized of their controversial so
ciopolitical origins and mass marketed to Middle America. Also providing in
spiration to the fashion industry were ethnic traditions in dress and art
popularized by the hippies, such as American Indian iconography, East Indian
and Arabian embroideries, and African batiks and block printing. By the end
of the decade, “nothing was considered unprintable…and men took to wear
ing wild loral, geometric and abstract patterns….For the irst time since the
Industrial Revolution, men outfashioned the ladies.”120 (Figure 9.)
In addition to vivid color palettes and the varied new types of prints and
patterns for shirts, radical new sleeve shapes and collar and cuff treatments
became additional dress distinctions with peacock men. The 1968 movie
Romeo and Juliet inspired men’s shirt designs based on Renaissance styles.
Variously called in the press the “Romeo look”121 or the “Tom Jones shirt”122
(as in Henry Felding’s 1749 novel, not the 1960s singer) these shirts with their
full, gathered sleeves and sometimes laceup closures in place of buttons were
combined with itted bodices and long, pointed collars. Similarly, shirts with
rufled fronts, collars, and cuffs recalled other historical eras, except now
made in synthetic fabrics. Somewhat related to historical styling was the long
tunic lengths of some shirts, designed with squared hems to be worn untucked
and belted at the waist or hips.
Among the new forms of textiles and fabric treatments used in shirt mak
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ing of the Peacock Revolution was permanent press (also promoted as no
press, durable press, and noiron). The process of treating fabrics with chem
icals and heat to make them wrinkleresistant was introduced in 1964 for
cotton and cottonblend trousers, and the following year more broadly for
shirts and women’s apparel. Men’s Wear predicted in 1964, “Regardless how
the permanent press is handled, the process is hotasapistol and everybody
will be sampling this ideafabric.”123 Ads by readytowear makers empha
sized this new “freedom fabric,” which “put the iron in its place,” and was de
clared “the greatest strike for liberty in laundry since the Liberty Bell cracked
up.”124 In addition to being wrinkle resistance and ensuring factorypressed
creases, permanent press fabrics held the vivid dyes used for vibrant peacock
prints even after multiple washings.
Throughout the 1960s and 1970s, many new synthetic fabrics were in
troduced and applied to menswear, including Lycra (1960), Antron nylon
(1962), Trevira polyester (1967), Avril rayon (1967), Qiana nylon (1968),
Dacron polyester (1970), Orlon acrylic (1973), and Kodel polyester (1973).
In 1968, consumption of synthetic ibers surpassed natural ibers.125
One of the more novel and challenging materials that clothing designers
experimented with for a few seasons during 196668 was paper. The types of
paper used were made from cellulose tissue wadding reinforced with small
amounts of nylon or rayon ibers or a felt webbing called “scrim.” The novelty
garments produced in paper were “throwaway fashion…designed to be easily
manufactured at a price which permits disposal after three wearings,” noted
Men’s Wear in 1967. “For Youth Power, paper is the way to ight fashion bore
dom.”126 Among the experimental paper menswear designs mentioned in
the press were a jumpsuit fastened with adhesive grips by Peter Golding; a
doublebreasted suit by Oleg Cassini; a reversible suit (plaid on one side, solid
beige on the reverse) with plastic zippers by Ted Lapidus; and shorts and
cropped jacket by Massimo Datti.127 Some of the largest American readyto
wear makers also explored the possibility of paper clothing, including Hath
away Shirts, CluettPeabody shirts, Hanes underwear, and Rooster ties.128
GQ reported on a paper football Tshirt in 1967 made with a material “the tex
ture of a heavyweight paper towel. Estimated wearings: six. Press with cool
iron, alter with scissors, but don’t wash.”129 For the most part, though, paper
garments were limited to promotional items such as a yellow Tshirt with the
word “GO!!! printed on the front” offered by Pepsi for $1 and a few bottle
caps.130 Besides the limited number of times paper garments could be worn,
they were uncomfortable and printing inks rubbed off easily. There were also
safety concerns about the inlammability of the various papers used for these
garments.
By the late 1960’s, inluences from the youth culture had impacted the
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“Uncommon shirts” by Carriage Club, 1969.

Figure 9. In addition to vivid colors, prints, and textiles, the peacock
splendor of men’s shirts in the 1960s included the adaptation of historical elements such as full, gathered Renaissance sleeves and ruffled
fronts, collars, and cuffs, as well as multicultural influences such as Nehru
collars and East Indian embroideries.
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Machine embroidered shirt by
Carriage Club, 1970.

Arrow ad, 1971: “Shirts that speak out. If
you‘re fat and forty, forget it.”

Romeo shirt with attached fringed scarf by Eros, 1969.
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design of men’s shirts in four ways:
First, shirts in vividly colored prints or patterns once regarded as sports
wear were worn with ties and became acceptable attire in certain ofices like
ad agencies, publishing, and similar creative businesses. As one men’s fashion
editor declared, “Who can say what’s a dress shirt, as opposed to a sport shirt,
or if there even is a difference?”131 Through the mid1970s, shirt makers
often showed the versatility of print shirts with dual comparison photos of
models wearing the same style with a tie and also openthroated. Career Club
even branded their loral print styles the Duo Shirt.132
Second, the peacock splendor of color in menswear inspired dress shirt
makers to expand production lines beyond basic white and blue. In 1961, 90%
of men’s shirts sold by KayserRoth, makers of Jayson and Excello brand shirts,
had been white shirts; by 1969 that dropped to 1/3, “the rest were colors and
patterns.”133 A 1968 color ad by the ultraconservative shirt maker Prince
Ferrari (embroidered logo on the pocket and collar label was a crown) showed
the photo of a folded dress shirt constructed from “13 great fashion colors” of
the “classic white shirt.”134 Similarly, formal dress shirts became “vivid after
dark,” reported GQ in 1968. “So you think you’re daring when you don those
dinner shirts shaded in soft blues, yellows and pinks? Witness, then, these eye
openers” in fuchsia, mustard, terracotta, bright blue, and bluegreen.135
Third, both sport shirts and dress shirts became shaped and itted to the
torso with tapered side seams, darts, and curved seams from shoulder to hem
front and back to “give a man the look of broader shoulders and slimmer
waist.”136 By the beginning of the 1970s, shirt makers differentiated their
youthquake target markets with ad headers asserting, “If you’re fat and forty,
forget it.”137
Fourth, shirt makers adopted many of the new synthetic fabrics and tex
tile treatments to their product lines, especially permanent press and knits. As
the line between sport shirts and dress shirts became less inite, fabrics that
previously were limited to casual styles were increasingly worn as business
wear. “Knit dress shirts are becoming more widely accepted,” advised Men’s
Wear in 1971. “They are gaining acceptance…because of their comfort, ease of
care and…potential as a new fashion item.”138 Various nylons especially came
to dominate the men’s shirt industry for both dress and sport styles, such as
the “silky feel” of Enkalure nylon139 and “silky Qiana nylon, the luxury that’s
unexpectedly practical.”140
Between about 1972 and 1974, a glitz and glitter trend in peacock fash
ion was inspired by a second British Invasion called glam rock. Musicians such
as David Bowie, Elton John, and Gary Glittery became famous for their daz
zling theatrical stage performances, for which they dressed in costumes lav
ishly adorned with sequins, rhinestones, faceted studs, feathers, and shiny
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metallic materials. Their glam personas were additionally enhanced with
oversized jewelry, platform shoes, liberally applied makeup, and bizarre, col
orful hairstyles. For the glam rockers, their “androgynous appearance and in
timations of queer sexuality” were “a direction representing a speciic
repudiation of the counterculture…Glamour was the antithesis of hippiedom:
for longhair puritans, glamour symbolized afluence, capitalism, show busi
ness.” The masculine identity of the glam rockers was a “valorization of style
and pose over authenticity.”141 For the American fashion industry, the glit
tering look of glam rock inluenced readytowear makers to produce an abun
dance of unisex Tshirts, sport shirts, jackets, bellbottoms, and similar casual
clothes, as well as belts, hats, and shoes embellished with sparkling rhine
stones, metal studs, glass and plastic jewels, beadwork, and sequins. For pea
cock men (and their girlfriends) who wanted to further enrich their
wardrobes with eyecatching lash, many crafts shops offered kits of loose
studs and stones and inexpensive application devices. These glitz and glam
clothes were worn just as often in daytime as night but were especially fa
vored for boogie nights at the disco roller rink.
Concurrent with the peacock splendor produced by shirt makers was a
similar explosion in colors and prints for pants and jeans that Men’s Wear de
clared in 1966 were “on the wild side.”142 The vivid palette hues for “Youth
Power” pants were “of the kind of colors that were once conined to the
fairways.”143 Following the enormous popularity of vibrantly colored pais
leys for shirts, readytowear makers applied similar prints to pants with
equal success. As one retailer reported in 1966, they sold over 700 pairs of
paisley print pants that spring.144 By 1969, GQ marveled at the “riotous
prints” of men’s casual slacks that included awning stripes, lower power
prints, Op art graphics, and still more paisleys.145
Blue jeans makers, likewise, were attuned to the Peacock Revolution.
Color denim was not new to the market—jeans and jackets in a range of col
ors had been produced for women in the 1950s. But the idea was new for
men’s jeans. In 1960, the industry took a tentative step away from producing
solely indigo denim and launched white jeans, which became a huge success
with teenagers and collegians. In 1963, Levi’s then launched its irst assort
ment of “white Levi’s now in colors,” including “sand, clay, loden, black, cactus,
faded blue.”146 Next for peacock men’s jeans was denim in prints and pat
terns. In 1969, Men’s Wear advised retailers, “Jeans, which are still rated as the
big winner in staple indigo blue denim, are rapidly going through a series of
‘dress up’ moves.” Among the print “themes” produced by denim makers at
the time were “patchworks, art deco, borders, geometrics, Indians and prim
itives.”147 These were added to earlier denim prints such as lower power,
tiedyed and tiebleached, and swirling psychedelic abstracts. By the begin
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ning of the 1970s, trade reports noted, “Jeans makers are ready to move into
‘pow’ solids in a big way. Many of the new bright, aggressive colors have a
neon quality…The blinding color palette for jeans” in 1971 included rust, or
ange, yellow, apple green, bright purple, bluereds.148
Even more important to youthquake men than the colors or prints of
pants was the it. As noted previously, the slim cut of trousers had originated
with the Italianinspired Continental suit in the late 1950s. At the beginning
of the 1960s, GQ referred to the “slim” trousers “that should be considered as
a second skin” as “that unAmerican look” from Europe.149 Nonetheless, as
Men’s Wear noted in 1961, the preferred it of trousers for American young
men could be “summed up in one single, powerful phrase: Trimly tai
lored…with bottoms that measure a mere 13inches.”150 Editorials also re
ferred to the new ankleslim cuts as “leanleg pants” and “skinny leg
pants”151 and ads promoted the tight trousers as “snugduds…extra slim and
trim the way teenagers like them.”152
In addition to producing pants and jeans with a narrow cut, makers also
introduced synthetic fabrics with yarn elasticity, adding comfort as well as an
even more snug it. In 1962, Erwin Mills launched Expandra stretch denim
woven of 75% cotton and 25% DuPont nylon. Jeans makers found an eager
market for stretch denim and promoted the luidly molding look. “Some guys
want pants that it like wallpaper,” advertised Levi’s. “Well, the guys at Levi’s
pared down their basic jeans model and added the ‘give’ of DuPont nylon.”153
In 1967, Levi’s further advised retailers in ads placed in trade journals that
“stretch Levi’s are their fastestgrowing line.”154
As young men’s pants of the early 1960s were increasingly tapered for an
evertighter it, the cut was also gradually reduced in the rise from inseam to
waistband. Most readytowear trousers since the nineteenth century were
cut with waistbands at the navel. (Fad exceptions include the highrise Oxford
bags of the late 1920s, the “high waister” youth styles of the late 1930s, and
the zoot suit trousers of the early 1940s.) But at the beginning of the 1960s,
pants makers responded to the emerging youth market by gradually inching
the waistband below the navel for what was called in the industry a “lowrise”
cut. The “teen man goes allout for…the sleek, slim look in lowrise slacks,”
noted Men’s Wear in 1961.155 Within a few years, the waistband would fur
ther descend lower on the hips and the lyfront zipper would barely extend
ive inches.
Hiphuggers arrived in America with the many other British Invasion mod
fashions of the mid1960s. (Figure 10.) In actuality, the cut had originated for
the London gay market in the 1950s by Bill Green, who stocked the style in his
Vince Man’s Shop. “By simply lowering the waistband so that trousers sat on
the hips, he managed to inject sex appeal into an article of everyday clothing,
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Figure 10. Low-rise hiphugger pants were introduced to American youthquake
men during the British Invasion of mod looks in the mid-1960s. At about the same
time, bell-bottoms also became a fashion trend, a unisex look adapted from
women’s pant styles. In 1973, a retro style of pleated, high-rise, cuffed trousers called
baggies were introduced.Top, hiphuggers by A-1 Pegger, 1966; bottom left, bell-bottoms from Cone Mills, 1970; bottom right, cuffed baggies by Sutter Mills, 1973.
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Figure 11. The unisex trend in the Peacock Revolution included garments such
as bell-bottoms and capes that were adopted by both men and women. In addition, a wide variety of genderless clothing like tunics, sweaters, knit tops, jeans, and
outerwear could be updated as unisex fashions by makers through matching color
palettes, prints, patterns, fabrics, and materials for him and her. Cape, doublebreasted jacket, and bell-bottoms by Tempo California, 1969.
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Figure 13. A new form of sexual exhibitionism for the peacock male came in
1968 with the introduction of see-through shirts. Sheer fabrics such as voile, nylon
tricot, silk organza, and lace bared youthful torsos and muscular arms beneath a
translucent veil of fabric. The nude look was further enhanced by men unfastening several buttons or even wearing the sheer shirts completely open. Left, openblock lace shirt by Things In General, 1969; right, translucent star-studded voile
shirt by A-1 Kotzin, 1969.

terns—certainly suficient choice for the young in spirit and the very trim of
igure.”191 The types of bikinis featured by both Esquire and GQ in 1960,
though, were mostly just regular swim briefs with a slightly lowered waist
band. (Through the mid1960s, swimwear makers still regularly produced
swim briefs and boxers that covered the navel, a standard of modesty estab
lished with the irst shirtless swimsuits in the mid1930s.) Gradually, through
the decade, swimwear makers pared down the bikini, lowering the waistband
and raising the leg openings higher on the hips. By the end of the 1960s, the
uniformity of the threeinch cut at the hips was established for the bikini, but
the style was still regarded in the press as “fashion rebellion.”192 Indeed, de
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Figure 14. In antiwar demonstrations, a gesture of peace and unity for
protesters was the raised left hand with two fingers forming a V. Despite
the subversive symbolism, a men’s accessories maker produced a “Peace”
collection that combined the hand gesture with the circular peace sign.The
belt, cuff links, tie tack, and key chain were “for today’s outspoken generation.” Hickok ad, 1970.
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Figure 16. The Nehru jacket, coat, and shirt were enormously popular with peacock males in 1968. The main design feature of the Nehru jacket was a circular
stand-up collar, derived from the East Indian sherwani and named for Indian Prime
Minister Jawaharlal Nehru, who preferred the national style to Western suits. Left,
wool Nehru jacket by David Peyser and jeweled pendant worn by the author in
1968; right, Nehru silk/rayon shirt by Oleg Cassini, 1968.
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Figure 17. In the image and copy of this 1972 ad from Afro Sheen were
summed up the principal issues of a new masculine identity for the post-civil
rights African American male of the late 1960s and early 1970s: strong father
figure; pride in his African heritage; and confident, visible expression of black
pride by his Afro hairstyle.
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