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Foreword

HUBERT DE GIVENCHY
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I would like to thank Kerry Taylor for her crucial work researching the most important fashion collections – and more particularly haute couture – and for her evaluation of key periods when creators designed magnificent costumes that are now much sought after on account of their rarity. The appeal of couture is ever increasing, as witnessed by the growth of what is today called “vintage”.

This book shows Kerry Taylor’s marvellous research on quality clothing. I would, therefore, like to evoke in these few lines her great talent and enthusiasm, which I admire as much as for her insightful comments on Givenchy.
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Prologue

CHRISTOPHER KANE
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Dior began the design process with a pencil sketch. Givenchy and Madame Grès preferred to start with a great fabric. Vionnet liked to drape fabric onto a miniature mannequin and the toiles were then taken from that. How do you begin the design process?

With each new project my starting point is drawing; it always has been. I can’t begin to think of colours, textures, and fabrics until I have sketches that inspire me, which can be very problematic when dealing with multiple suppliers and manufacturers who have strict deadlines. What really works for me is to sketch in front of the TV. People laugh but it makes me feel relaxed.

Schiaparelli had a design theme such as the circus. Are you a bit like Schiap? Your previous collections’ themes have included electric brain pulses and Frankenstein. Where do the ideas spring from?

You will never believe this but the themes that occur in my work arrive in the latter stages of the overall creation of the collection. It is a bit hit and miss; there is no formula or science to it. Each season is very different but somehow everything comes together near the end… And then I will be reminded of something from my childhood or a character from a film.

In the old couture houses in the 1950s they had two shows a year, each one with up to 200 models, all of which had its own name. That sounds like a lot, but in the 21st century you have the main ready-to-wear collections in Spring/Summer and Autumn/Winter. In addition, there are resort and pre-collections and there are important fashion weeks in Milan, New York, Paris, and London. This seems like a massive workload for one person. How do you cope?

I suppose I don’t know anything else, so I just get on with it. I come from a working-class family with a strong work ethic. I feel very happy when working despite the critical paths and multiple deadlines. I have to say that, when I look back, I don’t know how I managed working on Versus as well as my own line. It was a real challenge but the rewards far outweighed the difficulties.

Do you think you will ever produce a couture line…? Would you like to?

I hope so. I find the world of couture fascinating. It’s something for the future.

Nothing in fashion is new. Are there elements in your work that might be influenced by vintage? Are there any particular decades you love or that inspire you? For the “Frankenstein” collection, to me there was a very strong futuristic, sixties Courrèges feel about it, for instance. It was probably unintentional, but that’s what I felt looking at all the shimmering silver and pastel shades.

I love looking at historical pieces of clothing; they can be so inspiring and lead to new ideas. Personally, I want to work on making collections that are new and innovative; I don’t want to repeat what another designer has done. That said, I really love the sixties period for its innovative uses of new materials such as plastics, metals, and so on.
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Introduction

KERRY TAYLOR
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My love of fashion began early – I still possess a 1930s sequined capelet for which I saved up my pocket money. I remember the wonder of the first flapper dress I handled that came into Sotheby’s for valuation in 1979, how the sequins caught the light, and the sheer weight of the beadwork. It seemed to capture a lost moment in time. I’ve handled hundreds of them over the years but I still find them mesmerizing, especially if they carry a couture label hidden down a side seam. I have had the pleasure of handling antique pieces by Charles Frederick Worth right the way through to cutting-edge 21st-century examples by Junya Watanabe and everything in between. I have been privileged to handle fabulous single-owner collections, including the wardrobes of the Duke and Duchess of Windsor, the Honourable Daphne Guinness, Jerry Hall, and Marie Helvin, as well as historically important pieces belonging to Marilyn Monroe, Elizabeth Taylor, and Ava Gardner. But it’s the garments themselves, even without these wonderful provenances, that are so special.

I have not been able to include examples by every major designer in this book and I apologize for that in advance. However, I have tried to give an impression of the market as a whole and where possible have used actual examples that I have sold at auction.

What is vintage?

For me, vintage is a garment that possesses age, beauty, and great design. So much that is described as “vintage” is just second-hand clothing and the vintage tag just an excuse for overcharging. “Couture” is another word recklessly bandied about and sometimes incorrectly applied by vintage dealers to designer-labelled ready-to-wear. Haute couture is the highest form of fashion excellence in its design, fabric, and execution (with hand-finished internal seams).

The demise of haute couture in the 21st century

Yves Saint Laurent produced his last couture collection in 2002 and Valentino in 2008. Today Karl Lagerfeld for Chanel, Raf Simons for Dior, and Jean Paul Gaultier retain their couture lines, but the number of clients willing to pay couture prices is relatively small compared to the 1950s when couture was more affordable and more widely worn. As so little haute couture is now made and the skills so prized for centuries are being eroded and lost, vintage haute couture pieces from the first half of the 20th century, made from the finest fabrics with hand-finishing and adornments, are even more prized. There is a finite supply of early pieces, yet the number of collectors continues to grow. As the rarity of these masterpieces increases year on year, their prices also escalate. Vintage couture can only grow in importance as the early reference pieces of the 20th century become increasingly harder to find.

Who buys vintage?

The market for good vintage fashion has grown rapidly since the early 2000s. There have always been serious collectors who see vintage fashion as an art form and an investment but these are relatively small in number. The market increase is largely due to those who wish to buy to wear. Vintage fashion is good value, generally good quality, and unusual compared to what one finds in retail shops. Kate Moss and Hollywood starlets wearing vintage on the red carpet have also fuelled demand.

Fashion exhibitions attract crowds and raise much-needed museum funds, and major ones can often cause a spike in price for a related designer or period. Fashion houses themselves are eager to acquire examples of their heritage, not only as a record of their history but to add prestige to their brand.

Vintage as a design source

Contemporary designers, sometimes consciously or unconsciously, take inspiration from vintage and reinterpret historic looks. Since the 1990s there hasn’t really been a single overriding “look” and recent trends such as hippy boho-chic, eighties power-shoulders, and twenties beaded dresses have incorporated vintage elements.

In the 1950s a couturier had just two couture shows per year, albeit with several hundred models in each. In contrast, the modern designer has to cope with two ready-to-wear lines, pre-collections, resort collections, and accessory lines. Some simultaneously design men’s as well as women’s lines.

This relentless quest for new ideas often leads designers to vintage for inspiration – for a closure, a sleeve shape, or a clever dress construction. A band of couture beading or fragment of embroidery might trigger a new theme or design that is reinterpreted in a fresh, contemporary manner. Occasionally, an entire garment has been copied and the modern designer label added. Thankfully this is the exception rather than the rule.

In pursuit of vintage

Even today I meet clients who have discovered a valuable couture treasure at a car boot sale or a vintage market. This book highlights some of these treasures including the Chanel 1928 printed lace dress that was bought as a bundle in a carrier bag for £150 ($240; page 39) and the Schiaparelli dress that was rescued from a moth-infested trunk.

One of my greatest pleasures is rummaging through a collection of clothes, discovering a label hidden inside a dress, or recognizing a design from an archive photograph or a couture piece from its construction and finish. I have made some of my most incredible discoveries in trunks left forgotten in attics, and today many of these finds are now in museums and important private collections the world over. It gives me great pleasure to see them displayed in all their glory and to know that I played a part in rescuing them.

A note on price estimates

Throughout the book, I have included value codes to give an idea of what different pieces are currently worth. Please consult page 224 for further details.
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Christian Dior “Jean-Pierre Grédy” cocktail ensemble, 1952: fuchsia silk chiffon with fichu neckline over black taffeta skirt.
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1900s


Introduction

THE TWENTIETH CENTURY BEGINS

“It was equally in the name of Liberty that I proclaimed the fall of the corset and the adoption of the brassiere which, since then, has won the day.” Paul Poiret

King Edward VII’s court ushered in an era of opulence with exquisite, expensive gowns in rich brocades and sweet-pea satins, dripping with embroidery and lace. The fashionable ideal was the curvaceous, well upholstered matron, whose corsets thrust the breasts forward forming a “monobosom” above a tiny waist. Early 20th-century dresses tended to be formed out of separate bodices and skirts, with one-piece princess lines introduced around 1905. Often, all that remains today are the bodices, the skirts having been cannibalized for fabric during the world wars. Dresses bore their maker’s name on the waist-stay, the woven petersham waistband that anchored the bodice in place. Leading couturiers around 1900 were from French Maisons Worth, Vionnet, Lanvin, Lucile, Paquin, Doucet, Redfern, Callot, Rouff, Boue Sœurs, Chéruit, Pingat, and Poiret. Finding good examples from the 1900–1910 period is difficult because the tin washes, used to give better weight, caused disintigration. Even if the outer dress is in good condition, the inner lining has usually perished.

The affluent, refined Edwardian lady spent her time changing outfits – a déshabillé robe, followed by a morning dress, an afternoon or slightly smarter reception dress, an orientalist tea gown (like a lavish dressing gown) where her corset could be removed at five o’clock when she would take tea, have a cigarette, and receive friends, and finally a dinner gown (with corset) or opulent ball gown. Day necklines tended to be high with wired collars and bodice waists cut lower at the front than the back, layers of lace-trimmed petticoats, chemises, drawers, silk stockings, and garters. Charles Dana Gibson’s American “Gibson Girl” encapsulated the curvaceous look.

Generally, by 1907 the waistline was no longer drawn up higher behind than in front and it began to rise above the natural waist. By 1908 silhouettes became more vertical. Smart, masculine tailored day suits were frequently worn (especially by suffragettes), and hats, often laden with flowers and feathers, grew in width and height. Large muffs, feather boas, fur stoles, and knee-high leather boots were popular. Linen and silk “duster” coats were worn for motoring, accompanied by goggles or visors and large hats tied on with scarves.

Changing tastes

Fashions become more youthful following Edward VII’s death (1910), with a natural bust over a slim cylindrical skirt and hemlines so narrow that they were christened “hobble” skirts. Empire and Directoire influences were seen in day- and eveningwear and Poiret tried to persuade women into brassieres and harem trousers. The 1913 tango craze made hobble skirts unpractical and hats grew smaller. With the outbreak of war, waistlines descended and widened, hems became fuller and above ankle length, and evening gowns had draped tiers and long narrow trains. By 1916 the brassiere replaced the corset and camisole and skirts had wide petersham waistbands, often featuring narrow maker’s labels. Sailor collars and military touches are often found in wartime clothes, and by 1917 skirts were wider and flared or barrel-shaped as women took on men’s jobs. By 1918 the bosom lost definition, as interest shifted to the ankles and legs.

Fabulous gowns and their immediate successors are fairly rare in good condition and still relatively cheap. Unless they bear the label of a major fashion house, they are usually very under priced and under-appreciated.
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Worth signature label, part of the waistband of a c.1900 gown.
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Coats and cloaks, 1908: engraving from Les Robes de Paul Poiret by Paul Iribe.
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Worth ball gown, c.1900: pink damask woven satin with beaded side panels, and sleeves embroidered in metal threads and diamanté studs. L. Printed silk gown, attributed to Poiret, c.1912: grey crêpe de Chine, the skirt front held in a drape that falls to points at the sides, culminating in grey silk tassels. M
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Madame Ernest Ltd cinnamon gauze silk and satin evening gown with hobble skirt, c.1910. L
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Camille Clifford – the original “Gibson Girl”, 1905. In the early twentieth century the hourglass figure and towering coiffure defined the ideal of feminine beauty.


PAUL POIRET

The larger-than-life French couturier Paul Poiret (1879–1944) worked for Jacques Doucet and Maison Worth before setting up his own establishment in 1903 where his clientele included Lillie Langtry, Sarah Bernhardt, Isadora Duncan, and Nancy Cunard.

Poiret is credited with freeing women from corsets, advocating a more natural, uncorseted (though sometimes lightly boned) line. Poiret produced delightful columnar dresses of crisp white organdie with accents of brilliant colour, such as hot pink stripes or edgings, or pretty oriental embroidered details. These romantic neoclassical fashions were reproduced in high-quality pochoir prints by Georges Lepape and Paul Iribe in specially commissioned books – Les Choses de Paul Poiret (1911), Les Robes de Paul Poiret (1908) – and in the fashion periodical La Gazette du Bon Ton (1912–25), which are all highly desirable in their own right.

International influences

In contrast to the prevailing S-shape silhouette, Poiret’s dresses have a pared-down elegance. Many early creations were based on simply cut, rectangular draped garments including Japanese kimonos, North African kaftans, and Greek chitons, and his long, tubular chemise silhouette became the template for 1920s dresses. During the 1910s dresses were worn with high sashes, which moved to the newly fashionable low hip level during the 1920s. His superb velvet evening coats (some with bold Raoul Dufy block prints on ivory velvet) wrapped and draped around the body. He repeated the cocoon-shaped evening coat in a variety of sumptuous fabrics.

Poiret loved printed fabrics, particularly the rose motif, commissioning Paul Iribe to design a silk which the Lyonnais silk manufacturer, Bianchini-Férier, made. Iribe’s rose adorned his woven satin labels from around 1908 onward. The rare earlier label (1903–8) just bears the legend “Paul Poiret, rue Pasquier 37, Paris”.

Heavily influenced by Diaghilev’s Ballets Russes, Poiret’s clothes often incorporated vivid colour combinations. When Léon Bakst’s orientalist designs for the ballet Scheherazade premiered in Paris in 1910, Poiret embraced the discordant but brilliant colour combinations such as purple with orange or shocking pink with blue, in reaction to the tame, ladylike pastel shades especially popular with his rival Lucile.

Poiret’s eveningwear became a riot of richly coloured damasks, velvets, and lamés. His early clothes are often crudely finished on the inside (those from the 1920s onward are typically well finished and of couture standard), but outside they are a glorious and often eclectic mixture of embroidery, lamé, velvet, and satin. This theatricality and exuberance set him apart along with his love of the Orient, exemplified by exotic textiles and couture turbans.

The “Sorbet” dress (1913), of ivory and black satin, embroidered with seed-beaded roses, with a hooped ring suspending the hem, had a contrasting obi-style cummerbund worn at the raised waistline and harem-style pantaloons or draped skirt. Owing to the nature of these lampshade gowns with circular skirts, only three seem to have survived – in the Victoria & Albert Museum, FIT New York, and the Chicago Historical Society.

Widely imitated, especially in America (complete with fake labels), Poiret eventually launched his own cheaper line in 1917. Alongside Lucile, he was one of the first couturiers to embrace American licensing agreements, encouraged by the decline of his couture business in the 1920s. He publicly denounced Coco Chanel’s comfortable cardigan ensembles as pauvreté de luxe (luxurious poverty) (ironically she espoused the liberty and comfort he had pioneered). Declared bankrupt in 1928, he designed freelance for Printemps and Liberty but found it difficult to produce clothes within a budget. The glory days of the “King of Fashion” – with his lavish parties, prestigious fashion house, lifestyle stores, perfumes, and world-famous art collection – were well and truly over. His wonderful clothes remind us of his genius and are some of the most beautiful and desirable of all haute couture.
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“Paul Poiret a Paris” label with Iribe rose. French comedian Cora Laparcerie wearing a “Lampshade” dress as “Le Minaret”. Poiret’s wife, the model Denise Poiret (née Boulet), wore the first version to his 1911 “Thousand and Second Night” party. The overdress and harem pants were completed with an aigrette-spiked turban.
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Paul Poiret orientalist dress of bronze lamé, c.1922. The fabric has been gently draped and caught into an elaborately embroidered and beaded medallion. W


“Am I a fool when I dream of putting art into my dresses, a fool when I say that dressmaking is an art?” Paul Poiret




LUCILE
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“Lucile Ltd” label inside the 1913 velvet dress. Label from 1904 “Carresaute” gown.
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A fine and rare Lucile ball gown (and detail), 1904, with woven lime green and ivory satin label “Lucile Ltd, 23 Hanover Sq., London W”: turquoise-blue chiffon, trimmed with blonde lace and silk rosebuds; bands of green and silver metal strip embroidery glimpsed from beneath the chiffon. U
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Jade green velvet evening gown, c.1912–13. N
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Model posing as a caryatid wearing an embroidered tunic fastened with an appliqué-decorated belt over a chiffon dress by Lucile, 1912.

Lucile (or Lady Duff-Gordon) (1863–1935) was a pioneering businesswoman. She understood the importance of the American market early, establishing thriving couture establishments in New York and Chicago as well as licensing agreements with Sears, Roebuck to sell affordable ranges using mail-order catalogues.

Well connected, amusing, and creative, this “it girl” has become something of a cult figure. She began her career as a London dressmaker, trading as Mrs Lucy Wallace, then Maison Lucile in the 1890s, Madame Lucile, and finally just Lucile – her aristocratic title (she married Sir Cosmo Duff-Gordon in 1900) particularly helped sales in the United States.

She christened her “gowns of emotion” with evocative names such as “Love While You May” or “The Elusive Joy of Youth”. Layers of filmy fabrics, often with pale pink charmeuse lining suggesting nudity, formed highly feminine, frothy gowns, with elaborate trimmings of metal-strip embroideries, silver braid, silk ribbon rosebuds, or frothy layers of lace. She also liked fur as a trim when the mood took her. In contrast, while working, she wore plain black wool jersey gowns. Her talented assistants included Howard Greer and Edward Molyneux. A young Norman Hartnell submitted designs for her approval that she stole and published as her own!

By 1912 Lucile’s clients included royalty, celebrities, and society hostesses. Her international businesses were thriving when she and her husband sailed on the Titanic. They survived the disaster, but accusations that Sir Cosmo had bribed crew for a lifeboat place ruined their reputation. During the 1920s, her frivolous, charming, highly embellished creations fell out of favour, and between 1921 and 1924 her fashion houses closed and she became bankrupt. Her subsequent “Court Dressmaker” fashion house (opened 1928) survived only four years.

Anything by Lucile is highly desirable, but the gossamer-fine chiffons and silks are often in poor or fragile condition. Their rarity, romance, allure, and sheer femininity, combined with the designer’s extraordinary life, make them extremely sought after by fashion historians and Titanic collectors alike.


“I was the first dressmaker to bring joy and romance into clothes, I was a pioneer.” Lucile




MARIANO FORTUNY

Mariano Fortuny’s clothes are timeless, artisanal creations that are as wearable now as when first made. Initially worn by artistic types and avant-garde beauties who wished to dress outside the mainstream of fashion, they are whisper-light, soft, and voluptuous.

Born to an affluent family in Granada, Spain, Mariano Fortuny (1871–1949) inherited his father’s love of fine art and textiles and was an accomplished inventor, scientist, painter, sculptor, architect, lighting engineer, and photographer. He moved to Venice at 18, remaining there for the rest of his life. “The Magician of Venice” began experimenting with textiles in 1907. The “Delphos” dress was a column of goffered, pleated silk with neck and shoulder drawstrings and side seams adorned with handmade beads (whose weight held the dress in place). An optional belt, stencilled in silver or gold, could also be worn. The dresses were sleeveless, short sleeved, or with long slim sleeves finished along the outside edges with beautiful beads. The rarer, pleated silk dress, the “Peplos”, had an integral over-tunic falling in beaded points to the sides. The silks (ranging from ivory to pitch black through pinks, blues, greens, rich purples, golden apricots, and deep cinnamons) were all hand-dyed with delicate vegetable dyes in Fortuny’s home studio at the Palazzo Orfei.

Presumably pink-gold tones were the most popular, because they have survived in larger numbers, and richer, more unusual colours are generally more prized than pastel tones. The dresses did not change stylistically from 1910 to 1930 and can be difficult to date accurately. They are usually stamped with the Fortuny name on the belt (if that still survives) or along the inside selvedge edges of the side seams or underarm tapes. For summer, Fortuny also produced stencilled silk-gauze “Knossos” over-tunics in contrasting colours.

His sumptuous velvets and silks show true genius. He made entire wall hangings and furnishing textiles as well as jackets, coats, and dresses of stencilled silk. The designs were generally after the Antique, and taken from his lace and textiles collections. His velvet dresses stencilled in gold and silver with side seams and inner sleeves inset with pleated, goffered silk are highly valuable and desirable, combining the pleating of a “Delphos” with the fabulous velvet. These Renaissance-style gowns usually bear circular printed labels, as do his coats and jackets. His domino capes and panelled, stencilled jackets are also among his most desirable pieces.

Imitators and influences

Enormously popular in America, during the 1920s Fortuny moved production to a specially designed factory on the Giudecca. Fortuny soon attracted imitators such as the Rome-based Maria Monaci Gallenga (1880– 1940) whose stencilling is usually in silver and gold on velvet. Her designs tend to be smaller-scaled and highly imaginative but without the same depth in tone and a harder, more regular pile to the velvet. She also used glass beads to edge her garments and sometimes signed her name within the velvet print. The Babani fashion house in Paris also made tunics, simple silk chiton-like dresses, and kaftan-like coats, but tended to adorn them with fine chain stitch in gold and silver threads rather than stencilling.

Fortuny gowns are instantly recognizable and mark out the wearer as someone of wealth, taste, and style. Body heat can cause the pleats to irreversibly loosen at the underarms and seat, and the tissue-fine silk falls prey to sharp heels, so hems must be examined for even the smallest of holes. Any damage reduces the value dramatically.

The 1960s and 1970s saw a renewed interest in Fortuny with several important retrospectives. Fortuny was an artist whose meticulous eye and glorious sense of colour, though imitated, have never been matched.
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Stencilled black silk evening coat, c.1910–20, with circular label (pictured): stencilled in gold with foliate traceries. The wide panelled sleeves are linked by striped glass Murano beads. R
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Stencilled red velvet jacket, c.1920–30: with circular label, of long, slim-fitting oriental shape, with pointed, curved cuffs, piped in grey and fastened by striped grey Murano beads. P
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Salmon-pink short-sleeved “Delphos” gown, c.1920–30: the inner selvedge printed “Fabriqué en Italie. Fortuny Deposé. Made in Italy”; the shoulders laced with cords adorned with Murano beads. S


“The fabrics are exquisite, the colours such as painters love, the lines such as sculptors admire.” American socialite Belle Whitney on Fortuny




Style Icon

BARONESS CURZON OF KEDLESTON

“In England, the American woman was looked upon as a strange and abnormal creature with habits and manners something between a red Indian and a Gaiety Girl.” Dollar Princess Jennie Jerome

The late 19th century and early 20th saw an invasion of “Dollar Princesses” – rich, attractive daughters of wealthy American entrepreneurs intent on a titled husband (often land-rich and cash-poor).

There were a number of notable alliances. Jennie Jerome agreed to marry dashing young MP Lord Randolph Churchill after just three days; Consuelo Vanderbilt became Duchess of Marlborough; Mary Goelet, Duchess of Roxburghe; and Consuelo Yznaga, Duchess of Manchester; while the sewing-machine heiress Winnaretta Singer married the French Prince de Polignac. However, Mary Leiter (1870–1906), the daughter of a Chicago retail magnate, arguably won the most glittering prize, marrying George Curzon, the eldest son of Lord Scarsdale and Viceroy of India.

Mary Leiter was known for her beauty, intellect, and fashion sense. The couple secretly became engaged and were duly married in Washington, D.C. in 1895. He presented her with the Kedleston diamonds and her bridal gown was made by her favourite fashion house – Worth of Paris. Of ivory satin trimmed with antique lace, and with a long train, it was described as “simplicity itself ” by the Chicago Tribune. Maison Worth, one of the most expensive of all the couture houses, was famed for its lavish embellishments and always used the finest silks, so its apparent “simplicity” was probably quite the opposite.

At the state ball celebrating the coronation of King Edward VII, Mary – now Vicereine of India – wore a truly magnificent Worth gown that has since come to be known as the “Peacock” dress.
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Mary Victoria Leiter, Marchioness Curzon in her Peacock Gown, 1909 (oil on canvas), by William Logsdail (1859–1944). Maison Worth produced the famous “Peacock” dress in Paris, and it was embroidered to shape by Indian craftsmen. The cloth of gold ground was completely covered in a shimmer of embroidered and beaded peacock feathers, the eyes formed from blue and green beetle wings. “Reville & Rossiter” woven satin label to waistband of ice blue 1911 dress.


What would Baroness Curzon wear?

*Lavish gowns by Maison Worth *Layers of exquisite embroidered Lanvin lingerie dripping in lace *The Kedleston diamonds
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Striped purple velvet gown, c.1905, with tapelace-inserted bodice and trained skirt. L. Reville & Rossiter silver-brocaded ice blue satin ball gown, c.1911; the bodice adorned with reticella-like silver chemical lace, spangled with rhinestones. Originally worn by Mrs Lewis Harcourt, one of the “Dollar Princesses”. M. Callot Sœurs sequinned lace ball gown, c.1908: edged in cream Bedfordshire Maltese lace and tapelace. L
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1920s


Introduction

THE ROARING TWENTIES

“All we were saying was, ‘Tomorrow we may die, so let’s get drunk and make love.’” Lois Long

An era of decadence, exuberance, and celebration after the devastation of the Great War, the 1920s was the decade of the naughty flapper. She chopped her long tresses into a neat, polished little bob, smoked cigarettes from long holders, twirled her beads, and did the Charleston to the latest jazz song on her portable wind-up record player. The tight corsets, tiny waists, heaving bosoms, and layers of lace and petticoats of the Edwardian period were banished in favour of the garçonne look, no longer hourglass but cylindrical. Suntans were popularized by Coco Chanel, and the aesthetic was sporty, boyish, and youthful, though the older generation still dressed in what were, in essence, Edwardian fashions.
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