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INTRODUCTION

Introducing himself as ‘Bond … James Bond’ to Sylvia Trench (Eunice Gayson) from across the baccarat table in Les Ambassadeurs Club, London, this is the first scene in which the British Secret Service agent, codenamed 007 and played by Sean Connery, appears in Dr. No, the first James Bond film. Sheathed in the ‘armour of choice’ for his profession, namely a midnight blue dinner suit tailored by Anthony Sinclair that is revealed piece by piece as the camera focuses on Bond’s jacket sleeve and the ‘cocktail’ cuff of his shirt, left shoulder, back, silk-faced jacket lapels and pleated shirt placket, before his face is finally revealed on screen, the audience is slowly introduced to the character, framed and defined by his costume, with a penchant for quality, whether it be in women, cars, casinos or indeed, clothes. Seated opposite Bond, Sylvia is dressed in a glamorous scarlet georgette evening gown reminiscent of the dresses designed by the Paris fashion house, Worth, and both are surrounded by men and women in luxurious evening clothes in sumptuous surroundings. In what would come to be the most expensive costume scene in Dr. No, costing around £412, or 20 per cent of the final wardrobe cost, the casino scene is emblematic of what viewers would come to expect of a franchise spanning nearly sixty years and producing twenty-five films: a lavish spectacle of the highest quality dress.

The recent emergence of research around costume design and wardrobe in film has proved to be a fruitful avenue, allowing for an understanding of the wardrobe department’s role in the production of a film, and how the realized costumes work to enhance character, narrative and mise en scène. However, the work conducted into this area remains a small amount of the research being produced in wider film scholarship. It is also, perhaps unsurprisingly, gendered: skewered towards the perception that costume is considered ‘women’s work’, ‘whether practiced by women or by men’ as Deborah Nadoolman Landis has acknowledged, and indeed much of the scholarship being conducted in this area is by women.1 Writing in 1998, Stella Bruzzi recognized that: ‘Discussions of costume have tended to exclude men and masculine identities, as if attention to dress is an inherently feminine trait.’2 Similarly, Pamela Church Gibson notes that ‘the assumption, held by many academics, [is that] that fashion is a frivolous, feminine field’.3 In 1976, Elizabeth Leese published her survey of 157 costume personnel, mainly designers, working in Britain and Hollywood, republished in 1991.4 Since then, more focused and nuanced analysis of the role of the costume designer and the impact of costume and fashion in film has been produced besides Bruzzi and Church Gibson, in particular by Jane M. Gaines and Charlotte Herzog, Elizabeth Nielson, Pam Cook, Sue Harper, Sarah Street, Rachel Moseley, Tamar Jeffers McDonald and Melanie Williams, all of whom have adopted different approaches and methods with which to analyse and understand the importance of this design element in the production of film.5

Curiously, the opposite is true when reviewing the interest aroused by analysing costume and fashion in relation to the Bond films. With a few notable exceptions, including Pam Cook and Claire Hines writing on Connery’s developing star persona in relation to his suits worn in his Bond films, Sarah Gilligan on Daniel Craig’s masculinity in the role of Bond and his relationship with fashion brands, and Monica Germanà analysing how fashion enhances the gendered presentation of the ‘Bond girls’, the bulk of the writing dedicated towards the Bond films and costume is written by men, and predominantly focused on menswear, in particular on the character of Bond and his tailored suits.6 For example, prior to Germanà’s monograph which focuses on how fashion enhances the psychological characterization of the ‘Bond girls’ in the novels and the films, the main text concerned with Bond, fashion and costume was the collection Dressed to Kill: James Bond The Suited Hero, co-written by Jay McInerney, Nick Foulkes, Neil Norman and Nick Sullivan, which focuses solely on Bond’s sartorial choices.7 Since the production of this lavishly illustrated book, work conducted on menswear in the Bond films has been continued largely by male fans of the franchise, most prominently by Matt Spaiser in his online blog, The Suits of James Bond, which offers a superior analysis of the structure, style and shape of the tailored suits worn by cinematic James Bonds, and who has subsequently produced a regular podcast, From Tailors with Love with Peter Brooker, analysing menswear in the franchise and interviewing relevant guests.8

This book offers the first sustained analysis of both the male and female wardrobes designed, produced and sourced over the course of the James Bond franchise. Specifically, it focuses on three key and interrelated research themes: agency, labour and costumes. The first theme, agency, will map the authorial control and potential tensions that arise over the costume specification and key wardrobe decisions that are made to contribute to the overall look of each Bond film. It will focus in particular on the wardrobe department, the director, producer and scriptwriter, the actors and actresses, and the tailors, stylists and costumiers, each of whom have a connected yet individual remit in the production of an individual film.

The second theme, labour, connects to the theme of agency in understanding who is involved in making costume decisions, and to the third theme of the book, the costumes themselves, specifically in regard to the process behind the creation of costume from the initial designs based on the script and filming locations, to the realized item of clothing as it appears on screen. This involves understanding not only how costumes get from page to screen, but also the production line and who is involved. It is intrinsically linked to the voice afforded to those working to create and source costumes, and the different roles held within a wardrobe department in a film’s production beyond a costume designer, such as wardrobe supervisors, wardrobe masters, wardrobe mistresses, wardrobe assistants, stylists and costumiers. As recognized by Williams, there is ‘a larger absence in scholarship on screen costume, that of the labour of the entire wardrobe department as well as the number of outsourced laborers who also contribute to the clothing that appears on-screen but whose work is rendered doubly invisible’.9 On researching this book, I have found that costume designers’ voices, albeit minor in comparison to other crew members such as the cinematographer, art designer and set designer, were more represented than that of other wardrobe staff, although the individual roles would be sometimes interchangeable and the department would work together to achieve the overall specification and visual presence of costume within the Bond films. Williams notes that the costume designer Julie Harris, who designed the costumes for Live and Let Die, was once described as ‘the girl you don’t see … the girl whose job it is to make other women look their best’, and if this is true of the invisible role of the costume designer, it is all the more so with the labour of the wardrobe team to realize the work of said designer.10

The understanding of the agency and labour behind realizing costumes for the Bond films also reveals itself when closely analysing the costume designs, where available, and the costumes as they appear in the final film. This leads on to the final theme of this book: the costumes themselves. Firstly, this involves understanding how the costumes articulate the character groupings evident within the Bond films, and I have predominantly focused on the costumes afforded to Bond, the ‘girls’, the villains and the henchmen, which have been analysed in the context of how the costumes define a particular characterization in reference to gender and psychology, and how they work to support an individual film’s design, colour scheme and mise en scène. As proposed by Harper: ‘The clothes characters wear can provide an index to their class, politics and sexuality, and thus access to the intentions of the director/producer. They also provide evidence about the resources available to the company, and about the cultural competence of the costume designer.’11 Furthermore, Street explains that ‘studying films “through the clothes” enhances an appreciation of cinema which is primarily visual. It also draws attention to complex and often contradictory narrative structures; questions of stardom […] and to representations of gender on screen.’12 Secondly, the book will analyse how the costumes are promoted and marketed to consumers beyond viewing the film, which, as Street understands, is important ‘to recognise that film costumes not only relate to the characters that wear them but also the audiences who watch them’.13

To research these themes, I have adopted an empirical methodology that draws upon a range of archive sources in order to inform the book’s overall analysis of costume, fashion and gender within the Bond films. Approaching the research for this book was rather like attempting to sift through a variety of materials in order to complete a large jigsaw puzzle where some of the pieces were missing: either due to lack of access or because they had unfortunately been destroyed. Sources that I have analysed for this book include scripts, costume designs, correspondence, call sheets, daily progress reports, cost reports, trade papers, critical reception, press clippings, marketing and publicity materials. The repositories included the Archives Galeries Lafayette, the British Library, the British Film Institute (BFI), the Cinémathèque Française, the Film Finances Archive (FFA), the History of Advertising Trust, the Margaret Herrick Library, the National Archives (TNA), the Stanley Kubrick Archive, the Consumer Culture Collection at Southampton Solent University and the West Yorkshire Archives Service (WYAS). Alongside these sources, I have also employed textual analysis methods with which to closely analyse the realized film costumes in terms of colour, structure and cut as they appear in each Bond film to assist in understanding how they enhance character, narrative and mise en scène. As Harper argues, ‘a satisfying account needs to combine such methods with textual analysis, and to be unafraid of making judgements of aesthetic quality’.14 In support of and to enhance my analysis of these written and visual sources, I have interviewed family members and colleagues of those involved in tailoring menswear for the Bond films in order to further understand the process and labour involved, including Natalie Watson, the daughter of Anthony Sinclair, Polly Westmacott-Hayward and Glenys Roberts, the daughter and former wife of Douglas Hayward, Del Smith, who worked for Hayward, and Samantha and Mary Frank, daughter and wife of shirtmaker Frank Foster.

Thus, Fashioning James Bond lends itself to be written in a chronological fashion, allowing readers to understand the importance of costume within the Eon Productions film franchise as a whole. The book focuses on these Bond films, however it should be acknowledged that there are other screen adaptations of Fleming’s novels, including the live television drama, Casino Royale (1954), and the non-Eon Productions films, Casino Royale (1967) and Never Say Never Again (1983). These offer further avenues for research in the future. Through researching the key themes of agency, labour and costume, the overall purpose of Fashioning James Bond is to understand how costume functions to support the cultural legacy of the longest-running cinematic franchise within British film history and its wider impact on consumer culture. As Albert R. ‘Cubby’ Broccoli, producer of the Eon Productions Bond films, once said: ‘Regimes may rise and fall, lapels may widen or narrow […] but ultimately, Bond remains the old-fashioned, suited hero.’15
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1‘MY TAILOR … SAVILE ROW’: SEAN CONNERY AND DR. NO (1962)

Albert R. Broccoli was one of the few film producers to recognize the potential appeal that Ian Fleming’s James Bond novels might have for film audiences, explaining: ‘From the very beginning I believed that 007 had enormous screen potential.’1 Harry Saltzman, who had been involved with Woodfall Productions Limited, the company that had produced the critically acclaimed British New Wave films such as Look Back in Anger (1958), The Entertainer (1960) and Saturday Night and Sunday Morning (1960), also recognized the potential of Fleming’s novels, and purchased an option to adapt them into film. A partnership was subsequently formed between Broccoli and Saltzman to produce the Bond films, and the question arose over which Fleming novel to adapt first. Casino Royale could not be produced, due to the rights being separately owned by the producer Gregory Ratoff to make a film based on this novel. Instead, Thunderball was intended to be the first Bond film produced by Eon Productions; however owing to an injunction brought by Kevin McClory against Fleming, Saltzman and Broccoli decided to adapt Dr. No instead.

Casting and clothing James Bond

After setting Wolf Mankowitz and Richard Maibaum to work on the script, and hiring Terence Young to direct Dr. No, Broccoli and Saltzman turned to one of the most important pre-production decisions to be made: which actor to cast in the role of James Bond. According to Broccoli, various names were briefly considered: Patrick McGoohan and James Fox, both of whom were reluctant to play Bond due to their religious principles, Michael Redgrave, David Niven, Trevor Howard, and allegedly Roger Moore. During the casting discussions, Broccoli remembered Sean Connery, whom he had been introduced to by Lana Turner during the filming of Another Time, Another Place (1958). As Broccoli put it, Connery was ‘a handsome, personable guy, projecting a kind of animal virility. He was tall, with a strong physical presence, and there was just the right hint of threat behind that hard smile and faint Scottish burr.’2 Another Time, Another Place also revealed Connery’s other potential that was important to the producers, namely ‘a flair for wearing stylish clothes and an easy, confident style in front of the cameras’. Invited to meet with the producers, Connery walked in to Broccoli and Saltzman’s London office based at 3 Audley Square wearing ‘a brown open-necked shirt and suede shoes’, and possessed ‘a strength and energy’ that Broccoli found ‘riveting’:


Physically, and in his general persona, he was too much of a rough-cut to be a replica of Fleming’s upper-class agent. This suited us fine, because we were looking to give our 007 a much broader box-office appeal: a sexual athlete who would look good in Savile Row suits, but with the lean midriff of a character who starts his day with twenty push-ups […] Our search for James Bond was over.3


Although Broccoli and Saltzman were convinced by Connery, not everyone shared the pair’s enthusiasm. According to Broccoli, Young’s initial reaction to Connery was: ‘Oh, disaster, disaster, disaster!’4 A memorandum sent from Broccoli to Saltzman stated: ‘[Robert F.] Blumofe [studio executive at United Artists] reports New York did not care for Connery – feels we can do better’, after David and Arnold Picker, the chief executives of United Artists, viewed footage of the actor with some of the actresses being considered for Dr. No.5 Beyond Young and United Artists, the popular narrative supports the myth that Fleming also had misgivings about Connery, however this is disputed following the publication of a private letter that the author wrote to his mistress, Blanche Blackwell, in October 1961: ‘The producer [sic] Terence Young, seems very nice and the man they have chosen for Bond, Sean Connery, is a real charmer – fairly unknown but a good actor with the right looks and physique.’6

After Connery signed his contract around the end of October 1961, Broccoli, Saltzman and Young ‘threw everything into grooming’ the actor for the part, recognizing that: ‘The way Bond dressed was intrinsic to the character. We’re talking about an ex-Eton type who mixed with the aristocracy, belonged to the most exclusive clubs, gambled at Monte Carlo and wore handmade silk shirts and Sea Island cotton pyjamas.’7 Broccoli explained that they wanted to work the ‘features which are the unmistakable James Bond hallmark’ into ‘Sean’s macho image’, namely: ‘The casual but well-cut suits, the black, soft leather moccasins – 007 would never tie a shoe lace – the silk kimonos.’8

It is widely acknowledged that Young, regardless of his initial qualms, can be credited with assisting Connery in adapting into the sartorially stylish role demanded for the films. On his role of styling Bond from page to screen, Young stated that Connery ‘had to be dressed impeccably’ and trained him in style and etiquette.9 Young took Connery to both his London-based tailor, Anthony Sinclair of Conduit Street, and his shirtmaker Turnbull & Asser, based on Jermyn Street. Of the director ‘training’ Connery, Steven Jay Rubin writes: ‘With Dr. No in mind, Young immediately went to work on Connery. He realised first that the actor must feel comfortable in the role of Bond. If Connery was going to order a bottle of Dom Pérignon and some Beluga caviar, he had to do it with conviction.’10 Ken Adam, production designer for Dr. No, affirmed: ‘You have to remember that Sean was a pretty rough diamond […] Terence taught him everything he knew.’11 This popular myth of Connery’s ‘rough diamond’ image, and that he needed assistance in dressing for the part, is somewhat exaggerated. As with Broccoli realizing Connery’s sartorial potential in Another Time, Another Place, Connery played Paddy Damion in The Frightened City (1961) prior to the production of Dr. No, in which his character is dressed in two suits that are not dissimilar to the tailored look that Connery would subsequently sport in his Bond films (Figure 1.1). In his Bond films, Connery acts in similar ways when wearing a suit to how he does in The Frightened City, for example placing his hands in the pockets of his jacket and pulling up the legs of his trousers before sitting down.

Natalie Watson explains that her father, Anthony Sinclair, became a tailor because it was the family business. After spending four years in the army, Sinclair decided to start up his own bespoke tailoring business, located at 4 Gerrard Street in London, in 1946. Tailor & Cutter reported: ‘From the start [Sinclair] concentrated on making clothes for the cinema and theatrical profession.’12 Watson affirms: ‘He came to know various film people, like Harry Fowler, Duncan Lamont and Bonar Colleano.’13 From Gerrard Street, Sinclair moved to more spacious premises at 29 Conduit Street, and won the prestigious Tailor & Cutter ‘Dandy’ Award in 1957. Around the time of making Sean Connery’s suits for James Bond, Watson explains that Sinclair ‘also had a fair amount of American clients, one being Channing Pollock, a magician whose act involved releasing many doves which were concealed in the tail suit which he wore’.
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FIGURE 1.1  Sean Connery wearing a suit in The Frightened City. Directed by John Lemont © Anglo-Amalgamated Film Distributors 1961. All rights reserved.




On being employed by Eon Productions to tailor Connery’s suits for Dr. No, Sinclair made all the suits for Connery and for his stuntman, Bob Simmons. In terms of the number of suits required, Watson believes that it ‘would have depended on the scenes in the film, but probably two or three of each one’ for Connery, with matching ones for Simmons. On the cost and amount of time it would have taken to tailor Connery’s suits for the Bond films, Watson recalls:


Back in the early 1960s the price of suits was then around £60 and the suit was 90 per cent hand-made and would have taken around three weeks which would have included two fittings at least. Anthony Sinclair would be told what scenes the various suits were needed for [with] appropriate patterns shown and chosen, and various weights of the cloth [selected] according to which countries they were [going to be] worn in.


Watson believes that Connery ‘was not a difficult man to fit: he was tall, broad-shouldered and had a good figure!’ Based on the measurements taken by Sinclair for Connery, Table 1.1 outlines the structure of Connery’s suits for Dr. No.14 Connery’s suits were tailored in the particular style Sinclair offered to every client: an unstructured suit, which, as Matt Spaiser puts it, was ‘neither with the structure of English equestrian tailors nor with the exaggerated drape of the English drape tailors. Sinclair’s cut was unassuming but undeniably British.’15

Watson explains that many incorrectly attribute the term ‘Conduit Cut’ to Sinclair’s style of tailoring, particularly when discussing the suits that he tailored for Connery, stating that her father did not ‘invent or design, at any time, the “Conduit Cut” suit for James Bond – the suits that were made were the suits that every client got. Completely bespoke with each client having an individual pattern cut to his requirements.’ Del Smith concurs with Watson’s assessment, and agrees that there is no such cut in existence.16 It is merely a journalistic term: London-made suits are either cut in ‘Savile Row’ style or ‘West End’ style, the main difference between the two being in price, not necessarily in quality, although suits tailored by a Savile Row firm are globally understood to provide the benchmark in terms of quality. It is worth pointing out that, to date, no actor playing the role of James Bond has ever worn a Savile Row suit in the Eon Productions franchise. This is in keeping with Fleming’s character: although Bond of the novels dressed well, he did not wear Savile Row suits, as Fleming explained to Michael Howard, the editorial director for Jonathan Cape Limited: ‘In the present copy [for a Courtelle advertisement] I don’t think they should suggest that Bond wears suits from Savile Row, which he doesn’t.’17 Furthermore, in a letter sent from Fleming’s secretary to Arthur Paul, the art director of Playboy, dated 11 December 1962, the following description of Bond’s attire was offered: ‘Wears two-button single-breasted suit in dark blue tropical worsted. Black leather belt. White Sea Island cotton shirt, sleeveless. Black casual shoes, square toed. Thin black knitted silk tie, no pin. Dark blue socks, cotton lisle. No handkerchief in breast pocket. Wears Rolex Oyster Perpetual watch.’18

TABLE 1.1  Sean Connery’s suit measurements as taken by Anthony Sinclair in 1961/1962



	Suit measurement term
	Measurement (in inches)
	Posture/figuration



	Nape to waist
	19
	‘Upright’



	Jacket length
	31¼
	 



	Cross-back
	9
	 



	Chest
	46½
	‘Prominent chest’



	Jacket waist
	37
	‘Hollow waist’



	Seat
	42½
	‘Prominent seat’



	Shoulder
	7
	‘Drop right shoulder’



	Sleeve length
	32
	 



	Trouser waist
	36
	 



	Inside leg
	32
	 



	Outside leg
	43½
	‘Prominent calves’




Source: Natalie Watson


Sinclair cut the jacket of Connery’s suits fuller than normal in order to allow him room to carry a gun under his left shoulder while still allowing the suit to drape attractively over his frame and retain the contours of the body. Following the release of Dr. No, Sinclair explained in an interview with ABC News that: ‘The only gimmick, if I may call it such, is the one where [Bond] carries his gun, and the whole art of it is to cut the suit in such a way to which it’s just that little bit fuller so that it follows the contours of the figure.’19 The suits were also specially designed for the action sequences in the film. Sinclair stated: ‘You’ve got to put your guts into that so whatever you do to the suit, you see [pulls up his jacket collar] any well-made suit, you’d be able to take it into a ball, crush it, stamp on it, sleep in it, then there you are [flattens collar down], you see, back again.’20 Anne Hollander explains how the lounge suit developed sartorially: ‘After the Second World War, the expensive made-to-measure version was refined, dimmed and smoothed out, and generally enhanced in the public mind as the new standard image of the elegant male.’21 Hollander notes that the popular modern equivalent of the lounge suit ‘now skimmed the surface and moved in counterpart to the body’s movement, making a mobile work of art out of the combination’.22

Sinclair tailored six outfits for Connery in Dr. No: a midnight blue shawl-collared dinner suit, a Chesterfield overcoat, three lounge suits made from dark grey mohair, light grey mohair and a plain-weave glen check, and a navy blazer with grey flannel trousers. Of these costumes, Simmons wore two: the dark grey mohair and the light grey mohair lounge suits. Of the three lounge suits Connery wore in Dr. No, Spaiser notes that the jackets have two-button fastenings, the notched lapels are of a medium-narrow width, and they are cut with natural shoulders, roped sleeve-heads, a full chest and a gently suppressed waist. They include double vents, straight jetted pockets with no flaps, a breast pocket set at a low stance and four buttons on each sleeve cuff. Furthermore, the suit trousers ‘have a traditionally English cut with a high rise to the natural waist and double-forward pleats. The trouser legs taper to a moderately narrow hem with turn-ups.’23 Connery did not wear a belt or braces, as this would have broken the line of the suit; instead, his trousers were tailored to include ‘Daks tops’, a device created by Simpsons of Piccadilly, London. ‘Daks tops’ are button tabs that tighten the waist of the trouser to ensure the garment remains in place. Bond’s navy serge single-breasted blazer was cut in the same style as the suit jackets, except it includes three open patch pockets, and the buttons were made from silver metal.

The midnight blue shawl collar dinner suit (Figure 1.2), or tuxedo in American parlance, worn by Connery in his opening scene in Dr. No is a suit that was designed in America in the early 1900s. It was originally intended as an informal coat to accompany black evening trousers and something to be worn casually in private. Over the following decades the dinner jacket saw a rise in its popularity and was worn at public events. By the 1960s it ‘had become publicly formal evening dress, somewhat austere and ceremonial’.24 Sinclair tailored the dinner jacket with one black silk-covered button fastening and silk gauntlet cuffs with four silk-covered buttons. It has a back vent, although this is an unusual design for a dinner jacket as it would not normally include them. The trousers include a black silk stripe down both outside legs. The Chesterfield overcoat was described by Christie’s Auction House as: ‘A single-breasted overcoat of navy wool trimmed with a navy velvet collar, lined in navy satin.’25 The label included a handwritten note in blue biro: ‘January 1962. S Connery Esq F252/14728’, indicating that this would have been one of the last items to be tailored before Connery travelled to Jamaica to begin filming. In a press photograph taken of Connery, Young, Clive Reed, the assistant director, L. C. Rudkin, the production manager, and Roy McGregor, the film’s publicist, boarding the Eon Productions-chartered BOAC flight to Jamaica, Connery is wearing the overcoat and the dark grey mohair lounge suit, both of which would be worn in the film.26 However, the overcoat would not be worn in the scenes filmed in Jamaica, and would instead feature in the scenes shot at Pinewood Studios.
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FIGURE 1.2  Sean Connery as James Bond wearing his midnight blue dinner suit. Dr. No directed by Terence Young © Eon Productions/United Artists 1962. All rights reserved.




Michael Fish, working for Turnbull & Asser, was employed to design and tailor some of the shirts for Connery’s Bond. Fish supplied double-cuffed, or ‘cocktail-cuffed’, shirts using mother-of-pearl buttons rather than cufflinks in order for Connery to perform in his role as Bond with ease. This style of cuff was described by Nick Foulkes as ‘spreading away from the wrist like a shirt collar’.27 Simon Hobbs, of Turnbull & Asser, affirmed: ‘What we did for Bond was design a very stylish sartorial shirt, double-cuff, that instead of using cufflinks to fasten the cuff we put two buttons on the cuff. This made it easier for Bond to put on the shirt and just as easy for Bond to take the shirt off.’28 Table 1.2 displays Connery’s shirt measurements taken by Fish, and the measurements directly correspond with his suit measurements taken by Sinclair.29 On visiting Turnbull & Asser, Connery was reportedly impressed and admired ‘the distinctive sartorial flourish’ of the shirts according to Bronwen Cosgrave, who posits that ‘around a week’s worth of shirts’ would have been made for the early Bond productions.30

Frank Foster, too, made shirts for Connery in Dr. No, and would subsequently work on all of the Eon Productions Bond films until Roger Moore’s final film, A View to a Kill. As well as making shirts for Bond, Foster also made shirts and other costumes for many of the other leads and secondary characters in the films. The Appendix sets out Foster’s filmography, including some of the actors for whom he produced shirts and costumes.31 Prior to making shirts, Foster designed hand-made silk scarves made using rubber blocks that were sold by the London-based luxury stores Harrods and Galeries Lafayette. He came to shirt making by chance around 1949 – when asked by a friend to recommend someone to make a shirt, Foster put himself forward for the job. Foster explained that he had little experience of making shirts, however: ‘I un-ripped some good ones and looked at the structure. As an artist, I understand structure. I then taught myself to cut the patterns.’32 The starting price for a Foster-made shirt was £4.4s, and his premises were based at Bond Street, Henrietta Place and Clifford Street before Foster settled at 40 Pall Mall. On the art of making shirts, Foster explained:

TABLE 1.2  Turnbull & Asser’s shirt measurements for Sean Connery



	 
	Sean Connery
	 



	Measurement term
	 
	Measurement (in inches)



	Collar Size
	 
	17



	Chest
	 
	44



	Waist
	 
	36



	Hips
	 
	41½



	FT [Front] Yoke
	 
	6¼



	BK [Back] Yoke
	 
	9½



	Sleeves
	 
	35½



	Length
	 
	31



	Drop
	 
	14L




Source: Inside Dr. No, directed by John Cork (USA: MGM Home Entertainment, 2000).


The secret of making a good shirt is skill, patience and knowing about textiles. Every piece of cloth we sell is high quality […] I love making shirts. I can look at an individual and when I measure him I can see all the problems and the build […] first you measure the neck. You have to notice the space between the




Financing the wardrobe of Dr. No































	10 men
	Evening dress



	25 men
	Lounge suits



	2 men
	Waiters



	2 men
	Croupiers



	10 women
	Evening dress



	15 women
	Cocktail dresses



	1 man
	Cashier 55

















	Friday 27 April
	R/T LIMOUSINE (B.P.) Sc.54
(Bond wearing hat, grey flannel suit, blue shirt, blue tie)
	Tunnel



	 
	R/T ALPINE (B.P.) Sc. 114–121
(Bond wearing blue blazer, blue tie and shirt)
	“



	 
	QUARREL’S CANOE (B.P.) Sc. 142
(Bond wearing blue sweater, shirt and jeans)
	“



	 
	CAPE CANAVERAL (B.P.) REACTOR ROOM CONSOLE Sc. 220
	“



	 
	INT. REACTOR ROOM DOOR – VERY CLOSE SHOT
BOND’S ENTRANCE REACTION – Sc. 218
(Bond in decontamination suit)
	“



	 
	INT. SHAFT R/T. BOND’S first reaction to hot tunnel – Sc. 212
(Bond wearing torn brown silk jacket and strips round hands)
	“



	 
	DRAGON SCENE – BOND BEING HIT Sc. 196
	“



	 
	HOTEL BEDROOM – C.S. BOND’S REACTION to TARANTULA on shoulder – Sc. 99
	“



	 
	INSERT GEOLOGICAL BOOK & DENT’S RECEIPT
	“





Dr. No costume analysis
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