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Foreword


by Edward Enninful OBE
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In my time as Editor-in-Chief of British Vogue, I do seem to have become known as something of a changemaker – and of course I’m proud of that. Though I do sometimes notice that I can surprise people when they actually come to meet me. Because you know what? I also like the classics. I admire public service. I admire loyalty. I admire a solid work ethic and a thoughtful sense of duty, and I especially admire anyone who can learn and adapt and evolve with the times.


My mind boggles when comparing the woman born as Princess Elizabeth in 1926 and the world she looks out on today, and the path of hard yet slow evolution that has brought her here. And so it is, in the 70th year of her reign as Her Majesty the Queen, that Vogue publishes this special royal salute.


Shaping it has been an important job that Robin Muir, our longstanding Contributing Editor at British Vogue, together with Josephine Ross, have taken on with aplomb. Vogue, like the royal family, has been through many evolutions of its own, and to view Her Majesty’s life though the record of our pages is truly a document of history.


As we move ever deeper into the 21st century, for many people, and certainly any person born in a one-time British colony such as myself, in Ghana, the relationship to the British Royal Family can be complicated, to say the least. When I received my OBE for services to diversity in fashion several years ago, before my arrival at British Vogue, I thought carefully about what the decision to accept it would mean. Ultimately, I saw an ancient institution led by a monarch who was setting out on a program of change. If they had noticed and wanted to recognise my work as something worth spotlighting, given the fact my endeavours were all about spotlighting underrepresented people too, then I felt comfortable – keen even – to engage.


It is a lesson I still hold dear today. I will always love a show-stopping moment, but over the years I have also come to enjoy slow, meaningful engagement, the sort that unites rather than alienates, that is fair rather than unnecessarily firm, that leans into the collective and brings all types of voices together. Rather, I hope, as the woman this book celebrates has done.
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A Coronation Christmas, 1953, by André François.





Introduction:


Chronicling the Crown


‘The camera has a unique capacity to conserve a moment in time,’ observed a photo caption in Vogue in February 1981. It was no mere chance that those words appeared above a portrait, by royal photographer Lord Snowdon, of a fresh-faced, wide-eyed, somewhat ingénue 19-year-old aristocrat, Lady Diana Spencer. Within days of the magazine appearing on the bookstalls, the engagement of Lady Diana and the heir to the throne, Prince Charles, the Prince of Wales, would be announced, and the ‘moment in time’ conserved in that Vogue image would come to represent the start of one of the most celebrated public lives and careers of the 20th century. It was a striking instance of the role continuously played by the world’s most famous fashion magazine in recording – and at times even shaping – the story of the Crown in modern British history.


Founded in America in 1892, Vogue had been a modest little gazette with a declining circulation when, in 1909, it was acquired by an ambitious young publisher named Condé Nast and relaunched as an illustrated magazine that would appeal (in his words) to women ‘not merely of great wealth,’ but more importantly, ‘of taste’. To attract such an elite readership, Nast ensured that his new Vogue would faithfully reflect the worlds of the fashionable and glamorous; and this, even in republican America, had to include well-informed royal reporting. Figures such as the Kaiser of Germany and the Tsar’s pretty daughters featured in early issues; but after World War I, when a separate British edition had been launched, other thrones had fallen and the spotlight was firmly on British royalty. What Britain’s Royal Family did, what they wore and – above all – whom they married were of unfailing interest to readers on both sides of the Atlantic, and Nast spared no expense in commissioning the greatest photographers, writers and illustrators of the day to record their lives and activities.


The result today is an astonishing treasury of royal reporting, contained in over a century of past issues. To look back through them now is to share the original readers’ experience of seeing the great events of four reigns unfold: coronations and jubilees, weddings and births, an abdication and ‘the death of kings’, all recorded with incomparable style – and often exclusive access. ‘I must be seen to be believed,’ the present Queen Elizabeth II has reportedly stated; and from the outset, Vogue’s reputation for quality and ‘taste’ was such that royalty were happy to be seen in its pages. When, in 1922, King George V and Queen Mary’s only daughter Princess Mary was married, the Queen and Princess – as Vogue wrote – ‘waived their usual dislike of unnecessary publicity’ to release advance details of the bride’s dress to the magazine. Twelve years later in 1934, when the beautiful Princess Marina of Greece and Denmark married Britain’s Prince George, Duke of Kent, Vogue was granted the extraordinary privilege of a fashion shoot with the duchess-to-be, who modelled her couture trousseau for the great photographer Horst. And when, in 1981, Lady Diana Spencer was revealed as the next Princess of Wales – and supposedly future Queen – Vogue would be called on to help restyle her image for her momentous new role.
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The Princess of Wales, Leicester Square, London, 1985.


In a canary satin dress by Murray Arbeid, the Princess arrives at the première of the science fiction film 2010.





Royalty and romance could be relied on to sell copies, and some of Nast’s most beautifully produced early issues were created to celebrate the royal weddings of the 1920s and ’30s. The first, for Princess Mary’s marriage, had a lavish silver cover; its successor, for the wedding of the Duke of York and Lady Elizabeth Bowes-Lyon in 1923, had a still more sumptuous gilded cover – and unbeknown to Nast or his readers at the time would prove to be a still more historic issue. The Duke of York was King George V’s second son; his bride, though a Scottish aristocrat, was a ‘commoner’, the first non-royal woman to marry a British prince for generations. Yet, with all the drama of a fictional dynastic saga, this popular but unassuming young couple were destined to become two of the most important figures in the history of the Crown, as King George VI and his Queen Consort Elizabeth: the nation’s and Empire’s leaders in World War II and parents of the next great monarch, Queen Elizabeth II.


The real-life royal dynastic saga continued with the births, in 1926 and 1930, of the Yorks’ two daughters, Elizabeth and Margaret Rose. The heir to the Crown, the future King Edward VIII, was still unmarried; with his legendary good looks and evident fondness for women, it was assumed that this situation would not last, and he would have heirs of his own. In the meantime, however, the Yorks’ delightful ‘Little Princesses’ were, after their father, next in line to the throne. Doted on by the press and public, from babyhood they were often seen in Vogue, photographed by Marcus Adams.


According to the American journalist John McMullin, ‘the two tiny Princesses ... brought down the crowd’ when they appeared in the state procession for their grandfather King George V’s Silver Jubilee in 1935. Reporting for American Vogue, McMullin professed himself utterly overwhelmed by the scenes, as vast crowds celebrated the 25th anniversary of their sovereign’s accession. The appearance of the King’s consort, Queen Mary, in her customary attire, with a pink lamé toque hat, dazzled him: ‘The most glamorous woman in the world, a demi-goddess!’ he wrote with rapture. British Vogue marked the great occasion with another lavish special edition, including a photograph of the King on a richly gilded background, surrounded by decorative little drawings of times past by one of the magazine’s staff members, the writer Lesley Blanch.


A still more renowned regular contributor was the prized and prolific Cecil Beaton. Beaton had initially joined Vogue as a freelance illustrator, but his other talents were swiftly recognized by Condé Nast. As photographer, writer, artist and designer, he would create some of the century’s most iconic coverage of the Crown, and his friendships with royalty – including the future Duchess of Windsor – were among his myriad assets.
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The Glass of Fashion, 1955, by René Bouché.


The Duchess of Windsor with gold lorgnette by Cartier.





Following George V’s death in 1936, Vogue had a historic coup, when the world learned what Beaton, and many of the magazine’s readers, had known for months: that the new King, Edward VIII, was infatuated with a twice-married American named Wallis Simpson. Unable as King to wed a divorcee, Edward abdicated to marry ‘the woman I love’, as he famously announced. Within weeks, American Vogue published the results of an exclusive portrait-sitting Beaton had already been granted with the woman who would become the Duchess of Windsor. Four months later, at the Windsors’ wedding in France, Beaton took the official pictures, which appeared in Vogue accompanied by a unique portfolio of photographs of the Duchess modelling her trousseau.


A major royal fashion moment came in 1938. With war in Europe looming, and royal foreign tours to secure major alliances in the offing, the somewhat matronly image of George VI’s Queen Consort Elizabeth was given a radical makeover. Inspired by a portrait of the French Empress Eugénie in a Victorian crinoline gown, royal dressmaker Norman Hartnell created a new look for the Queen as a ‘fairy tale’ vision of regal femininity, in romantic, floaty, full-skirted gowns. Immortalized in Beaton’s photographs, the crinoline look launched a new fashion, and set the keynote for the future Queen Mother’s picturesque, enduring style.


The World War II years would, however, bring a far more profound change to the royal image. From matriarch Queen Mary down to nine-year-old Princess Margaret, the Royal Family were all now seen ‘doing their bit’ – most in (well-tailored) uniform. Morale-boosting Vogue articles stressed the King and Queen’s cheerfulness as they shared the restrictions of ration books and clothing coupons – and the peril of air raids. Beaton’s camera now captured Their Majesties inspecting bomb damage at Buckingham Palace; the Princesses wearing recycled gowns; and the teenage Heir Presumptive Elizabeth in her first military role, as Colonel-in-Chief of the Grenadier Guards. As the post-war era dawned, the focus would increasingly be on her – and the future of the Crown.


The marriage of Princess Elizabeth to Philip Mountbatten, Duke of Edinburgh, on November 20, 1947, took place amid continuing rationing and austerity, and the charming cover of their Royal Wedding issue, by the illustrator Carl Erickson (‘Eric’), conveyed romance, not ostentation. The tone of Vogue’s royal coverage, while reverent as ever, now increasingly stressed the work and service of the Royal Family – and after the birth of her son and daughter, Prince Charles and Princess Anne, in 1948 and 1950, Princess Elizabeth’s role as a young mother, to which all could relate. Yet the appeal of regal pomp and pageantry never waned; and when, after George VI’s untimely death, the young Queen Elizabeth II was crowned in 1953, the magnificent ceremonial was recorded in Vogue in pages of spectacular photographs by Cecil Beaton and Norman Parkinson. Accompanying them were Beaton’s vivid notes and sketches, made inside Westminster Abbey during the proceedings. ‘This is history, but it is of today, living and new,’ was one of his eloquent comments, and looking now at the story of the British Crown, through Vogue’s past issues, it still reverberates.


Fittingly for the ‘New Age’, this coronation was the first ever broadcast on television – seen by an audience of millions worldwide. Nowhere outside Britain was interest higher than in America, where, in 1957, the Queen’s first official visit would be greeted (American Vogue wrote) by ‘a wave of excitement’, based not on ‘pure romanticism’, but ‘respect … for a young woman, barely out of her twenties, who performs an enormously complicated and taxing job, with courage and sensitivity, industry and intelligence.’ The times were certainly changing.
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Princess Margaret, 1949, by Cecil Beaton.


‘She looked very pretty and wore quite a lot of make-up,’ recalled Beaton. ‘And the eyes are of a piercing blue – cat-like and fierce and so very youthful.’





In 1960, the nation rejoiced when the Queen’s sister Princess Margaret married the society photographer ‘plain Mr Armstrong Jones’, as Vogue knew him. Her ill-fated love affair with Group Captain Peter Townsend, 16 years her senior and divorced, was over. Armstrong Jones had been with the magazine since 1956, his best work hard-edged and documentary in style, very unlike the good-natured studio pictures that marked out early post-war Vogue.


Times were changing both in and out of Vogue. The world suddenly belonged to the young, willing to question accepted beliefs and unwilling to treat established institutions with due reverence. Conventions were reversed: working-class photographers rubbed shoulders with aristocrats who had dropped their titles, and a new democracy of models, photographers, pop musicians, art directors and advertising supremos was born. Egalitarianism of opportunity ruled at the Vogue studios too, as the careers of its leading and emerging photographers intertwined.


David Bailey, Vogue’s rising star, had been offered his first break by Armstrong Jones (and tea from a silver teapot in his trendy Rotherhithe studio). Bailey’s best friend was Terence Donovan, like him from London’s East End. Donovan would years later make portraits of Diana, Princess of Wales, with whom he struck up a personal friendship. (Bailey would photograph the Queen and make her laugh). The third in a triumvirate of working-class photographers was Brian Duffy, slightly older and the first to make his name. For Vogue in 1960 he took snapshots of Armstrong Jones (now the Earl of Snowdon) and his new wife at the window of the glass coach returning them to the Palace. Norman Parkinson, from Vogue’s older generation, called his younger colleagues ‘The Black Trinity’ and was mostly genial and encouraging. His career as a royal photographer would not properly get underway until 1969, when he was appointed official photographer for the Investiture of the Prince of Wales, and he would become a firm favourite of the Queen Mother. In Princess Anne, Vogue found a suitably lively and youthful subject for these new times and, in 1971, with a portrait by Parkinson, she became the first royal to be photographed for the cover. Meanwhile, Parkinson’s snapshots of the Snowdon family at play blurred the distinction between convention and innovation, something of a novelty for Vogue.


Cecil Beaton, however, was horrified. When Princess Margaret remarked to him that her husband had no intention of giving up his day job, he sensed his position as Photographer Royal, so long and dearly held, was in jeopardy.


A new generation of photographer, experienced in the practice of fashion photography and the art of artifice, brought the more stylish members of the Royal Family into Vogue.


He need not have worried. Throughout the decade the Royal Family’s patronage continued and in 1977, for its Silver Jubilee issue, Vogue featured as its chief image his spare and striking ‘admiral’s cloak’ portrait of the Queen from 1968. That session would, however, turn out to be his last with her. Snowdon meanwhile was rarely far from the public eye, as his once fairy tale marriage unravelled.


Beaton died in 1980, aged 76, and was not to participate in the pageantry around the Prince of Wales’s wedding. With his inside knowledge, Snowdon was well informed about the progress of 19-year-old Lady Diana Spencer. Vogue had its own impeccable sources, and the magazine was first to present to the world the bride-to-be in her first set of formal portraits. Snowdon’s fashion photographer’s eye discerned an innate poise and elegance long before it was her principal commodity. The Princess’s extensive association with Vogue, chiefly through her friendship with fashion editor Anna Harvey, whose advice was frequently sought, would last from 1981 until 1997 and her unexpected death. She sat for three British Vogue covers and appeared posthumously on another, an out-take from an earlier sitting. She was determined to be modern, not fashionable. Inevitably, Vogue’s imprimatur made her both.


Royal photography for Vogue in the 1980s, when not documentary in nature – snapshots of royal visits, tours and official engagements – continued in much the same way as it always had. Formal portraits, individual or group, by Snowdon, Lichfield and Parkinson predominated; sittings were arranged to solemnize specific occasions such as royal birthdays, weddings, anniversaries and departures on goodwill tours abroad: a little outdated, perhaps, but still keenly devoured. In 1983, Vogue devoted several pages in successive issues to the Prince and Princess’s visit to the southern hemisphere.


But a new generation of photographer, experienced in the practice of fashion photography and the art of artifice, brought the more stylish members of the Royal Family into Vogue, chiefly Patrick Demarchelier, a Frenchman, and Mario Testino, a London-based Peruvian. Both photographers brought a polished sheen to the depiction of their royal subjects, especially, perhaps inescapably, to Diana, Princess of Wales, by 1992 newly separated from her husband. She looked out at the world from the pages of Vogue radiating confidence, sure of the message she wanted to convey and the agenda she wished to pursue, and aware that it was through the language of gesture and dress that the message would be best understood. In her wake came a realization that to stay relevant, the family must periodically adjust the way it is seen. But when the lines between royalty and celebrity became blurred, it would be hazardous. ‘Dangerously for her, dangerously it might be argued for the Royal Family as a whole,’ observed Vogue presciently in 1991, ‘the press does not make the distinction between the Princess of Wales as a royal figurehead and “Princess Di”, the celebrity they have invented.’


One constant has remained, assured and unwavering, as if she had always been there and would be for ever. Anyone under 70 has known of no other monarch than our present Queen.


While the Princess’s currency was strong at Vogue, Prince Charles was, inevitably, a little under-sung, but as his interests, enthusiasms and tireless sense of duty chimed with a new age, Vogue was appreciative of his pioneering work. In 1992, David Bailey made a reportage portrait of what would become The Prince’s Foundation. In ‘Royal Green’ for American Vogue in 2010, Prince Charles expanded on his commitment to sustainability, one of the central themes of his life’s work: ‘Fashion clearly makes people feel good, but now it has to do the world good, too, by contributing to the creation of a virtuous circle, with nature protected at the centre.’ In a similar vein, for British Vogue at Christmas 2020 – when his portrait by Nick Knight made Prince Charles the most recent member of the Royal Family to appear in Vogue – he reminded readers that ‘the vital thing now is to buy more time in the battle to make the transition to an infinitely more sustainable, decarbonised economy.’


Prince Charles’s two sons, William and Harry, were for much of their childhood kept away from public gaze, their appearances in Vogue limited, among a few other glimpses, to snatched shots in sailor suits at family weddings. A session by Patrick Demarchelier, specially taken at Highgrove for Christmas 1989, marked their formal debut in Vogue. In five of the six pictures, their mother throws a protective arm around them. Two years later, their next appearance, also at Highgrove and photographed by Snowdon, was a pastoral fantasia, a conversation piece intended to reinforce the notion of a happy family life. The reality was, as insiders knew, very different: the marriage was disintegrating on a near-daily basis, and in 1992 the royal couple announced their separation.


Notwithstanding December 2001’s issue, ‘A Royal Salute’, devoted almost entirely to royalty past and present, it was the wedding of Prince William to Catherine Middleton that brought modern royalty firmly back into Vogue. In 2016, the Duchess of Cambridge (as the bride became) agreed to appear on Vogue’s centenary cover, suggesting that a more understated approach be taken, one that would see her less as a ceremonial figurine, and more as an ordinary person with tastes and opinions perhaps not far removed from Vogue’s own readership. Editor Alexandra Shulman understood instinctively that ‘the monarchy adds something precious to our national identity,’ and that Vogue’s history is our own shared history.


Three years later, in September 2019, and in something of an unanticipated triumph, new editor Edward Enninful invited the Duchess of Sussex to guest-edit the magazine. The result was a coup de théâtre of an issue, emphasizing views and themes close to the Duchess and her new husband, and chiming with Enninful’s desire for an all-inclusive Vogue, authentic and relevant for the modern era. He was impressed by his guest editor’s willingness ‘to wade into more complex and nuanced areas, whether they concern female empowerment, mental health, race or privilege.’ The issue, ‘Forces For Change’, propelled Vogue firmly into the socio-political arena, one it had historically shied away from.


Since 1916 and its very first issue, British Vogue has had a special relationship with the Royal Family, and down the decades it has produced images and texts that have defined royal history. It has lived through the reigns of four monarchs, two coronations, the funerals of two reigning kings and four royal consorts, and numerous royal weddings. Here, then, from the depths of the Vogue archives, from hundreds upon hundreds of well-handled prints, delicate drawings and time-worn colour slides, is our tribute to an exceptional monarch, her predecessors and those who have played their part – mostly for good, if sometimes, as history has shown us, for ill.


Through it all, one constant has remained, assured and unwavering, as if she had always been there and would be for ever. Anyone under 70 has known of no other monarch than our present Queen. In 1953, in anticipation of a new reign, Vogue wrote: ‘if the nation will follow her example – catch something of her enthusiasm and devotion, of her brave spirit and youthful vigour – we may indeed find we have moved into the glories of a second Elizabethan Age.’ Few would doubt that it came to pass; many would marvel that it has lasted so long.


Vivat Regina!


Josephine Ross & Robin Muir
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The cover for Vogue ’s Royal Wedding issue for the Duke and Duchess of York, 1923, by Frederick Chapman.


The sumptuous use of gilding reflected the magazine’s expectations of high demand for this special commemorative issue. No one could have known at the time that the couple would become King George VI and Queen Elizabeth (the future Queen Mother).





1.


The Old Order & the New Glamour


When the British edition of Vogue was launched in 1916, a readership fighting ‘For King and Country’ in the Great War regarded the monarchy with almost unqualified devotion and deference. Early Vogue photographs showed staid, upright King George V and his stiffly corseted consort, Queen Mary, as staunchly unfashionable figures – but to an embattled nation and Empire they represented, reassuringly, the timeless values of duty, service and blameless family life.


With the advent of the Jazz Age of the 1920s and ’30s, however, that antiquated image would increasingly be challenged, as a new generation of ‘Bright Young Royals’ emerged. Alongside coverage of such traditional events as the presentation of debutantes at Court, and the wedding of King George and Queen Mary’s only daughter Princess Mary, Vogue’s readers now enjoyed fascinating insights into the gilded world of princes and princesses who drank cocktails, danced in nightclubs, and not only followed fashion but made it.


‘Daughters of royalty,’ Vogue noted in 1924, were now ‘as pretty and modish as the girls one sees on magazine covers.’ When, in 1934, Princess Marina, bride of the Duke of Kent, actually appeared on a Vogue cover, and posed for a fashion shoot inside, it was the confirmation of a growing alliance between royal mystique and modern glamour that would prove a winning formula for both the Crown and Vogue.








Queen & Family
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Queen and Empress, Mary, consort of George V, 1922, by W. & D. Downey.


‘Fashionable dressing – anything but that!’ Queen Victoria famously decreed for women in the Royal Family, and there was certainly nothing remotely fashionable about her grandson King George V’s consort, Queen Mary. Born Princess Mary of Teck (known in the family as ‘May’), she had been an attractive young woman; but as Britain’s Queen Empress, above trends and wedded to tradition, she continued to dress in the styles of her late-19th-century youth – evolving a unique and enduring image of a stately figure draped in dazzling jewels, with long skirts and the turban-style toque hats that became her signature accessory.


Although mildly mocked in Vogue’s earliest, exclusively American issues, Queen Mary came to be admired on both sides of the Atlantic for her resolute individuality, and for her role as matriarch to the nation, as well as to her own family of five sons and one daughter.





Queen Mary came to be admired on both sides of the Atlantic for her resolute individuality.
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Members of the Royal Family on holiday at Balmoral, 1910, tear-sheet from American Vogue.


Some of Britain’s royalty would in later decades assert that theirs had been a joyless upbringing, under a rigid, authoritarian tradition. Yet a 1910 American Vogue feature shows an apparently happy Royal Family on holiday at their Scottish residence of Balmoral – King George riding a pony; the Princes and Princess on bicycles; and a visiting German cousin – in a kilt – practising his golf swings. Among the ‘intimate glimpses’ is a striking snap of George and Mary’s youngest child, Prince John. Born with a disability, he was rarely seen in public before his death aged 13, in 1919. Nevertheless, he appears in Vogue with his sister and supposedly remote mother both tenderly holding his hands. Such ‘behind-the-scenes’ royal coverage had a powerful role to play in promoting the image of a sympathetic Crown.






The Princess Bride


From Wedding Day


‘It was fitting that pageantry should attend the marriage of the King’s daughter and that a wedding watched with so much love and loyalty should take place in the historic setting, with all its age-long beauty, of Westminster Abbey.


It was indeed the Fairy Princess, with Youth, Beauty and Happiness as her attendants, who drove, radiant in her glass coach, among her people – a delicate figure in white, with small wreathed head, smiling her thanks to the great crowds thronging the streets to see her pass and shouting their good wishes and blessings to her.


Later, through the great West Door of the Abbey, she walked slowly up the long aisle in grave beauty, her hand in her father’s, in a magical dress of shimmering white, cobwebbed with a myriad of pearls and a train of spun silver and lace. Behind her, the eight lovely bridesmaids in silver dresses streamed like bright ribbons from her train, their heads veiled.


The sanctuary of the Abbey was full of sunlight falling on the gold and silver of the altar, on the gorgeous vestments of the archbishops, on uniforms and gold lace, and on the array of fine dresses. No pains had been spared, and the wonderful stuffs, the colouring and designing formed an especial tribute to the great occasion.’ Unsigned, March 1922
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A Picture of Romance: The cover of Vogue ’s first ever Royal Wedding Issue and accompanying vignette, 1922, by A. E. Marty.


In February 1922, Princess Mary, King George V and Queen Mary’s only daughter, was married to Viscount Lascelles, heir to the Earl of Harewood. Fourteen years the princess’s senior, the bridegroom was no stereotypical Prince Charming, despite a fine war record and upstanding character; his bride, though youthfully attractive, was admired rather for her love of music and support for patriotic causes than any more glamorous attributes. Vogue’s coverage however brought out all the usual romantic tropes, from love-hearts and cherry blossom to sentimental verses.








Wedding of Princess Mary
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The Fairy Princess: Princess Mary’s wedding dress by Reville, 1922.


The Queen and Princess ‘waived their usual dislike of unnecessary publicity’ to release details of the Princess’s dress in time for a sketch to appear in the next issue of Vogue. Made by the English designer Reville, in white silk marquisette over an underdress of silver lamé, the dress was stitched with ‘a trelliswork of roses’ and the train with ‘emblematic flowers’, including lotus blossoms embroidered in India, as a gesture to the Empire. The result, Vogue enthused, combined ‘youthful simplicity with royal grandeur’.
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Bride and Groom: Viscount Lascelles and Princess Mary, 1922, by Carl Vandyk.
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