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Introduction
My name is Daisy Graham and I am a twenty-nine year old Scottish student at the
University of Glasgow undertaking an MPhil in Textile Conservation. This is a two
year programme which covers both the practical and theoretical aspects of textile
conservation. At the end of the first year, a placement is undertaken at a textile
conservation studio.

I chose to undertake my placement in France, at the Palais

Galliera: Musée de la mode de Paris.
I am particularly interested in the conservation of costume, and the Palais Galliera,
with its vast collection of costume and accessories dating from the eighteenth century
to the present day, seemed like an excellent place to explore this further. In addition,
I had already spent six months at the Ecole du Louvre in Paris as part of my previous
degree in Dress and Textile Histories. This was a thoroughly enjoyable experience and
I was keen to return to France in a work based context.
My long term ambition is to become an accredited textile conservator, preferably
working with a collection which includes costume. I am interested in working in the
U.K or abroad. The placement in France provided me with the occasion to network
with conservators outside the U.K. After my previous exchange in France, I felt I had
benefitted from exposure to a different education system which gave an additional
perspective to my studies. I was therefore grateful of the opportunity to do so in my
chosen field of textile conservation.
Study Trip
Prior to leaving Glasgow, I set three Intended Learning Outcomes (ILOs) with my
tutor at the CTC in order to give focus to my learning during the placement. These
were as follows:


to learn about similarities and differences between conservation in the UK and
conservation in France.



to learn about the complexities involved with the conservation of costume e.g.
working with three dimensional objects; working with numerous layers.



to network with conservators and related professionals in France.
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Budget
My tutor informed me of the Zibby Garnett Travel Fellowship and recommended that
I apply for it. I received a generous bursary of £1000 towards my expenses. I had
calculated that the duration of the placement, including a trip to Angers, would come
to a total of £2600. I received funding from the June Baker Trust and support from
my parents to cover the remainder of the expenses.
Paris : Capital of France
Paris is the capital of France and
located in the north of the
country. With a population of
2.24 million, it is one of the
largest cities in Europe. The city
is

compact

and

densely

populated, covering an area of
105.4 square kilometres.

The

city itself requires very little
introduction as it occupies a
special place in modern culture.
Figure 1 Map of France. Image source: Google Maps.

The Eiffel tower, Sacre-Coeur and the
river Seine, to name but a few of the
sites, are all iconic romantic symbols
instantly recognisable worldwide.

Figure 2 Eiffel Tower. Image source: Trip
Advisor
(https://www.tripadvisor.co.uk/Attractionsg187147-ActivitiesParis_Ile_de_France.html)
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Palais Galliera: Musée de la mode de Paris.

Figure 3 Palais Galliera, main building. Image source: Palais Galliera
(http://www.palaisgalliera.paris.fr/en/cp-dp-visuels/creation-permanent-exhibition-galleryopen-2019-supported-house-chanel-press-release)

Paris is globally renowned for art, fashion and culture. As a museum dedicated to
fashion and textiles, the Palais Galliera combines these aspects. The collection
contains over 90 000 objects, spanning from the eighteenth century to the present day,
with a focus on high-end and aristocratic clothing.

It was established as an

independent museum in the 1970s, after the costume collection of Musée Carnavelet,
which deals with the history of Paris, outgrew the space located to it. It remains a
civic museum, managed ultimately by Paris Musées, a sub-division of la Ville de Paris.
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Figure 4 Map of Paris. Image Credit: Google maps

Main museum building

Conservation studio

The main museum building is located in the 16th arrondissement of Paris. Currently,
there is no permanent exhibition space and, instead, temporary exhibitions are
arranged here on a six month rotation. This summer, the main exhibition was on the
costumes worn by the French-Italian-Egyptian singer Dalida. The Galliera also
organises exhibitions with other museums managed by Paris Musées. "Balenciaga,
l'oeuvre au noir" was hosted by the Musée Bourdelle (a museum dedicated to the
French sculptor Antoine Bourdelle) in order to draw attention to the sculptural quality
of the couturier Balenciaga.
The director of the Galliera, Olivier Saillard is known for his innovative curatorial
approach and links to the fashion industry. His first exhibition at the Galliera was
“Impossible Wardrobes” which involved the actress Tilda Swinton walking down a
catwalk holding costume from the collection against her body. Saillard’s approach
can sometimes be problematic for conservation.
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He stated in an interview with the Independent that he dislikes display cases and does
not think they are necessary for twentieth century costume.1 However, his exhibitions
are always engaging and popular with the public which opens up an interesting
dynamic between curatorial and conservation needs.

Figure 5 Recent exhibitions curated by the Palais Galliera. Image credits: Palais Galliera.

1

Alexander Fury, "How maverick creator Olivier Saillard became fashion's favourite
curator," The Independent, December 3, 2015, Online
edition, http://www.independent.co.uk/life-style/fashion/features/how-maverick-creatorolivier-saillard-became-fashion-s-favourite-curator-a6759591.html (accessed August 21,
2017)
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The conservation studio in which I was
based is located in a separate building on
the other side of Paris. This building also
houses the reserves as well as a transit
room, a room for vacuuming costume, a
space for mounting and the photography
studio.

There are three permanent

conservators – two textile and one paper
and leather – and a separate team of
preventative conservators. In addition,
freelance conservators are contracted to
work on specific exhibitions.

Figure 6 Working in the conservation studio
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Arriving in Paris
I arrived in Paris on the 8th June which gave me the opportunity to spend several days
settling in before beginning my placement the following Monday. Accommodation in
Paris can be expensive but I was lucky to find relatively budget friendly
accommodation throughout my stay.

I spent the first month at the Fondation

Hellenique which is one of the residences belonging to La Cité Internationale de Paris
(CIUP).

CIUP is an organisation which provides affordable accommodation to

international students studying in Paris. Staying at the Fondation Hellenique provided
me with an opportunity to meet other students and to get to know the 14th
arrondissement where the residence is located.

Figure 7 Fondation Hellenqiue.
hellenique/en/)

Image credit: CIUP (http://www.ciup.fr/fondation-

For the second month, I rented a room from a French textile conservator in the 12th
arrondissement. This gave me an opportunity to network and to explore another area
of Paris.
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Beginning the Placement
On the first day of my placement, I was met by my supervisor Sylvie Brun. Sylvie
has been working as a textile conservator for over fifteen years and, as a student, she
had

undertaken

placements in the U.K.
It was interesting to
discuss her experiences
and my expectations for
the

placement.

Preparations had begun
for an exhibition on the
early twentieth century
fashion

designer

Marino Fortuny which
was due to run from

Figure 8 The evening jacket on display

September

2017

to

January 2018. Sylvie had allocated two costumes for me to work. The first was a silk
velvet evening jacket, lined in silk cannelé with silk satin pockets. This was worn by
the Countess Greffulhe, who was one of
Proust’s muses and inspiration for one of
the characters “In Search of Lost Time”.
The second object I worked on was a lined
“Eleanora” dress of silk velvet and pleated
silk. Both objects were in fairly stable
condition but required remedial treatment,
mostly of the linings, in order to make
display on mannequins possible.

This

provided an excellent opportunity for me
to develop my skills in applying a range of
different stitched supports.

Figure 9 The Eleonora dress on display
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Conserving costume: the evening jacket
The first treatment which I carried out was on the splits at the neckline of the evening
jacket. Both the velvet and the lining were torn and required remedial treatment. For
this, I used melinex, a conservation grade thermoplastic film, to take an accurate
pattern of the angle at the neckline. I then used the melinex template as a mould to
shape lightweight silk taffeta inserts, first blocking out the fabric and then pressing it
around the template on a low heat setting. The inserts were then inserted between the
layers of the fabric and couched in place. On the lining, two pieces of oraganza were
stitched on top as a protective overlay.

Figure 10 Using melinex to shape
the support

Figure 11 Couching one of the supports in place

After the neckline had been treated, I moved on to conserving the two silk satin
pockets on the inside of the jacket. These were in a fragile state – splits were beginning
to form and we thought that the silk was likely to have been tin weighted. It was
decided to enclose the pockets in silk crepeline sandwich supports, and my supervisor
Sylvie showed me some useful methods for managing voluminous shapes and dealing
with restricted access.
Although it is difficult to tell from the pictures, the pockets are fairly voluminous and
three dimensional. Originally I tried to take a flat pattern using melinex but the result
was too small.
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Instead, I used polyethylene, pinning out small sections at a time to take a more
accurate pattern. Due to the depth of the pocket and fragility of the silk satin, it was
difficult to insert the bottom layer of crepeline accurately. Sylvie showed me what
she likes to call the “rodeo” trick – beading needles were threaded and held with a
single stitch at the corners of the support. The crepeline was then slipped into the
pocket on a sheet of melinex and the beading needles were drawn through, pulling the
support into place. Afterwards the thread was removed and pulled out, leaving the
crepeline aligned ready for couching.

Figure 12 Taking a pattern of
the pocket

Figure 13 The "rodeo trick”
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Conserving costume: the Eleonora dress
The silk lining of the Eleonora dress was worn away around the neckline, sleeves and
armholes on both the front and back. Using the skills I had developed on the jacket,
I created a series of stitched supports and protective overlays to consolidate and
strengthen these areas. I also had to reclose a number of the original seams which had
come undone.

Figures 14 and 15 Eleonora dress left sleeve lining before and after conservation

Figure 16 and 17 The front lining of the Eleonora dress before and after conservation
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One of the most interesting treatments I carried out on this dress was on the pleated
silk panels. Fortuny is famous for his very finely pleated silk dresses. The “Eleonora”
dress has vertical strips of pleated fabric running the full length of each side. On the
dress I conserved, the pleated silk had been attacked by insects, resulting in numerous
small holes. Several of these were substantial and there was concern that, during
mounting, these might worsen. The challenge lay creating a suitable stitched support
which would accommodate the elasticity of the pleats without causing them to open
out permanently. For this, I used silk crepeline. With the help of my supervisor, we
cut small squares of crepeline. These were then moistened, folded manually several
times, pinned and left to dry out. Afterwards, I gently pulled out the pleated silk of
the dress and pinned the support to the back, pinning into the recess of each pleat.
Finally, I quickly couched the support in place from the front to avoid leaving the
pleats under tension for too long.

Figure 18 Conserving the pleats

Working on these treatments provided an excellent opportunity to improve my
practical skills as well as my understanding of stitched supports. It has also made me
aware of the challenges of working with costume and shown me more about how to
manage three dimensional shapes and multi layered textiles.
In terms of discovering differences between conservation in France and conservation
in the UK, it did seem as if there was a preference for natural materials and stitched
treatments. Overall, I felt that the intention of the treatments I carried out did not differ
from my experience of conservation in the UK.

However, it is true that the focus

was very much on stitching using natural materials.
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One realisation I did come to was that it is relatively easy to buy conservation materials
of natural fibres in France but can be more difficult to source certain synthetic
materials, - for example the conservators at the Galliera had to buy nylon net from
London. There were also practical reasons for not carrying out adhesive and solvent
treatments as the studio did not have a good extraction system for chemicals. This has
made me conscious of the fact that cultural preferences and institutional restrictions
impact conservation treatments.
I enjoyed the opportunity of spending eight weeks focusing on costume. This has
helped me to understand that costume conservation differs from the conservation of
other types of textiles both in terms of the practical skills required and in terms of the
decision making process. When costume is mounted on a mannequin, it can require a
more interventive treatment to ensure that it withstands the additional strain.

The

institution influences this process as ultimately it determines the type of display. The
presence of various layers and the complications of three dimensional shapes can also
necessitate a more interventive treatment if original seams have to be removed.
Working in the conservation studio
Throughout my placement, I was made to feel very welcome by all the staff at the
museum. As well as enhancing my practical skills, I benefitted from observing the
wide range of objects which the other conservators worked on. My supervisor Sylvie
was always happy to explain more complex treatments that she worked on. I also
enjoyed discussing treatments Nataly Herrera, a freelance conservator who was often
contracted to work at the Galliera. Nataly was working on costume lent for the
Fortuny exhibition by the Museo del Traje in Madrid. It was also interesting to meet
Camille Lallemand, the paper and leather conservator, and learn more about her
specialities. Towards the end of my placement, I was joined by a French intern
Apolline Le Gargam who is hoping to become a textile conservator. Apolline had
recently finished an undergraduate degree in Art History at the Sorbonne and was in
the process of applying for the conservation degree at the Institut National du
Patrimoine.
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Figure 19 Working on the evening jacket
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Opportunities and External Visits
During my placement, I made the most of opportunities to visit other museums in
Paris.
Visit to Musée de la Vie romantique (Museum of Romantic Life)

Figure 20 Musée de la Vie Romantique. Image source: Musée de la Vie Romantique
(http://museevieromantique.paris.fr/en)

One of the highlights was a guided tour of the “Pouvoir des Fleurs” exhibition at the
Musée de la Vie Romantique which was given by the curator of the exhibition. This
is a beautiful museum situated in the 9th arrondissement of Paris, close to Pigalle. It
offers a tranquil retreat from the hustle and bustle of the city.
The exhibition focused on the work of Pierre-Joseph Redouté, a late eighteenth/ early
nineteenth century painter and botanist. The first half of the exhibition covered the
paintings and botanical illustrations of Redouté; the second looked at the impact of his
work on applied arts, including the Lyon silk industry. The Galliera had lent several
objects for the exhibition, including shoes and fans, and there were also samples of
silks from the collection of Musée des Tissus in Lyon.
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Opening of “Costume Espagnols Entre ombre et lumière (Spanish Costume,
between light and dark)” at La Maison Victor Hugo.

Figure 21 Spanish Costume

I also attended the opening of the exhibition “Costume Espagnol”. This was organised
by the Palais Galliera in conjunction with La Maison Victor Hugo (another museum
managed by Paris Musées), and the Museo del Traje in Madrid.
This was a vibrant exhibition of regional folk costumes from a variety of Spanish
provinces. Although Spanish folk costume was usually darkly coloured, brightly
coloured embroidery, ribbons, jewellery and other accessories were used to create a
strikingly exuberant effect. The delicate and skilled craftsmanship inspired couturiers
such as Balenciaga.
In particular, it was interesting to discuss the display and mounting of the costume
with the team at the Galliera, who had worked closely with staff at the Museu del
Traje.
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I learnt that the style of this exhibition which displayed the costume with shoes, hats,
jewellery etc. was not typical of the style of display favoured at the Galliera, where
costume and accessories are usually displayed separately unless they are known to
have been worn together. However, for this exhibition, it worked well to have the
costume displayed with accessories from the same region and period.

Figure 22 Spanish Costume
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Opening of “Christian Dior: Couturier des Rêves.”
During this summer, the headline exhibition of Musée des Arts Décoratifs was
“Christian Dior: Couturier des Rêves”, a retrospective of the designer Christian Dior’s
work and the work of the brand’s subsequent creative directors. Les Arts Décoratifs
is one of the bigger museums in Paris and is situated next to the Louvre.

Figure 23 Christian Dior: Couturier des Rêves

I was given tickets to the opening night and attended with my friend Cesar Imber, a
specialist in dress and textile histories, whom I met when I studied at the Ecole du
Louvre. The exhibition was incredible, and a huge amount of space was dedicated to
displaying the three hundred dresses and one thousand accessories. For me, the focus
was very much on the brand itself. The House of Dior was involved in the organisation
of the exhibition. Many of the objects were from their archive and they had employed
conservators to prepare the costumes for display. This has made me wonder if close
involvement with commercial brands will have an impact on conservation in the
future.
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Figure 24 Christian Dior: Couturier des Rêves
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Trip to Angers

Figure 25 Map showing Angers. Image credit: google maps

Location of Angers
Toward the end my placement, I visited
Angers. Angers is a town in the South-West of
France, situated on the Loire. It is historically
significant for being the seat of the both
Plantagenet dynasty and the Dukes of Anjou.

Figure 26 Loire River, as seen from
Angers
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I was eager to visit the town as it also houses the celebrated Tenture de l’Apocalypse,
a series of fourteenth century tapestries depicting the story of the Apocalypse. The
tapestries are displayed in the Château d'Angers which was founded in the ninth
century.

Figure 27 Château d'Angers. Photo source: Anjou Tourism (https://www.anjoutourisme.com/fr/diffusio/visites/domaine-du-chateau-d-angers-angers_TFOPCUUCHAT)

Figure 28 Tenture de l’Apocalypse. Image source: Chateau Angers (http://www.chateauangers.fr/Explorer/La-Tapisserie-de-l-Apocalypse).

24

Acknowledgments and thanks

Figure 29 Paris from the Seine
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