
		
			
				fashion

			

		

		
			
				1930s

			

		

	
		
			
				Published in 2021 by Welbeck

				An imprint of the Welbeck Non-Fiction Limited, part of Welbeck Publishing Group,

				20 Mortimer Street, London W1T 3JW

				First published in 2011 by Fiell Publishing Limited and in 2015 by Goodman Fiell

				Text copyright © Charlotte Fiell and Emmanuelle Dirix 2021

				All rights reserved. No part of this publication may be reproduced, stored in a retrieval system, or transmitted in any form or by any means, electronically,

				mechanical, photocopying, recording or otherwise, without the prior permission of

				the copyright owners and the publishers.

				A catalogue record for this book is available from the British Library

				Editorial: Katie Meegan

				Design: Katie Baxendale

				Picture sourcing: Charlotte Fiell & Clementine Fiell

				Production: Marion Storz

				Preface text: Charlotte Fiell

				Introductory text: Emmanuelle Dirix

				Captions & Biographies: Emmanuelle Dirix & Charlotte Fiell 

				Cover illustration: Francesca Waddell /Lipstick of London Ltd

				Printed in Dubai

				ISBN 978-1-78739-889-4EISBN 978-1-78739-890-0

			

		

		
			
				1930s

			

		

		
			[image: ]
		

	
		
			
				fashion

			

		

		
			
				1930s

			

		

		
			
				The Definitive Sourcebook

			

		

		
			
				Charlotte Fiell

				Introduction by Emmanuelle Dirix

			

		

		
			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

		

	
		
			[image: ]
		

		
			[image: ]
		

	
		
			[image: ]
		

		
			
				The 1930s was truly the ‘Golden Age of Glamour’, and this was nowhere more emphatically expressed than in the realm of women’s fashions. Despite the backdrop of the Great Depression and the ensuing hardship and poverty that were a daily reality for many, the fashions of the 1930s generally expressed a sense of luxurious elegance. During the decade, in order to adjust to the prevalent mood of austerity, Parisian haute couture houses started to create less expensive yet still extremely stylish garments, while the ready-to-wear market expanded, thereby increasing the democratisation of fashionable garments. For the most part women’s clothes from this period of financial deprivation exuded a definable ‘glamour’ that contrasted with the stark economic realities of the era.

				This new glamorous look was driven by the ascendance of Hollywood and its studio system. The silver screen with its emotionally charged dramas and musical extravaganzas offered ordinary women a much needed form of escapism and allowed them to lose themselves for a couple of hours in an aspirational and dreamlike world of sexy sophistication. And, of course, female moviegoers were seduced by the slinky, enticing satin fashions worn by their favourite movie stars and desired to emulate such style. Importantly, the popular movies of the day suggested that personal transformation was achievable regardless of class and in addition helped to codify a standard of contemporary beauty, which was more body-conscious than that of the 
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				Actress Dolores Costello wearing a floral print crêpe dress with matching wrap, photographed by Fred R. Archer. Warner Brothers press photograph, 1930s.

			

		

		
			
				previous decades. This was articulated in the graceful figure-hugging gowns of the day and the softer, more feminine silhouette that ultimately came to define Thirties fashions.

				This benchmark-setting publication seeks to explore and define this fascinating contrasting age of glamour and poverty, in publishing over 500 original photographs and exquisite illustrations that reveal the astonishing variety of styles that were produced not only by Hollywood’s trend-setting costume designers and the influential Parisian haute couture houses but also by department stores and mail-order catalogues. In addition, the introductory essay contextualises the prevailing socio-economic and political forces of this period in relation to its fashions. It is hoped, therefore, that this volume will not only allow a rediscovery and reappraisal of the work of many long-forgotten designers and illustrators, but that by bringing to light the hardships suffered by the average 1930s woman, and the glamorous lives led by the women they idolised, it will also help bring a broader understanding of Thirties fashion.

				By comprehensively documenting the sleek, curvaceous silhouettes, beautiful detailing and impeccable tailoring of 1930s fashions this landmark publication should prove to be an invaluable source of information for fashion historians, whilst also providing a rich seam of inspiration for fashion designers, vintage collectors and, of course, all fashion lovers.
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				For the majority of the decade curves were de-emphasised and silhouettes flat and straight. Only towards the end of the decade did hemlines come down and the waistline return to its natural position. However, the overall image and indeed beauty ideal of the Twenties had been one that glorified youthful shapes. The 1930s would present something quite different: a much more mature, elegant and what could be described as a more feminine silhouette and look. 

				This more womanly appearance is often ascribed to the changes brought about by the Great Depression – the clear signal that the Jazz Age party was over. However, closer study reveals that this look was not so much a break with the past as a clear progression from the changes afoot in late 1920s fashion. The flat, almost cubist silhouettes of the early Twenties developed into more figure-hugging shapes in the second half of the decade. By 1927–8, dresses once again followed the natural contour of the body and clung closely to the hips, owing to the insertion of diagonal waist panels. The waistline, which had been absent in the opening years of the decade and which had later reappeared (albeit dropped a few inches), returned more or less to its natural position by the end of the decade. Hemlines (which slowly and progressively crept up, reaching their highest point in 1925–6) dropped again in 1928, often through the addition of floating panels at the back and side of skirts and dresses. So even before the Crash, the main features of what we now remember as a typical 1930s silhouette were already in place. 

				This is not to say that there is nothing original or worthy of study in terms of 1930s fashion. Quite the opposite – it is exactly the fact that the longer, more feminine and glamorous look was already established prior to the Depression that is so interesting. Usually in times of economic downturn a more restrained 

			

		

		
			
				Thirties Fashion

				The Great Depression & Thrifty Fashions

				The 1930s is neatly framed by two major world events: the 1929 Wall Street Crash and, 10 years later, the outbreak of World War II. In fashion terms, the 1930s often does not get the attention it deserves as it is falls between the follies of the Jazz Age and the horrors of the war. These two periods have been widely studied and discussed for very different reasons – the former as an era of excess, the latter as one of austerity – and the decade that separates them is often only noted as a period of transition. This approach misses the many changes and innovations that took place, and leaves us with an incomplete view of the fashions of the time. 

				The 1930s, one could argue, began with and was indeed characterised by the 1929 Wall Street Crash, the largest collapse of the stock market in American history. It plunged America into the Great Depression and had traumatic ramifications worldwide. The resulting economic downturn contributed to the rise of European authoritarian regimes and, before the decade was out, Europe once again found itself embroiled in conflict. Because the foundations of World War II were laid in the Thirties it is often seen in an almost wholly negative light, with the world spiralling into ever-darker places as the decade wore on. However, the 1930s was also a time of glamour and modernity, as well as the ‘age of streamlining’ in design. Even at the time it was identified as the ‘design decade’, and heralded the rise of design consultancy as a profession within the realms of consumer products. It also saw a proliferation in new technologies such as television, Kodak colour film, Technicolor cinema and intercontinental aviation. 

				The Twenties had been the decade of liberation. Women had gained serious economic, social and political advances and these were reflected in their freer, less fussy, modern wardrobes. Fashions of the 1920s were simplified, comfortable and young. 
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				approach to fashion can be observed, especially in terms of hemlines. Shorter garments use less material and are therefore cheaper – this makes perfect economic sense. It would be logical to assume that hemlines rose in the 1930s, but they did nothing of the sort until its closing years. One could also have expected fashions to be more restrained and conservative against this backdrop of rising right-wing politics; again, however, logic and history collide, as decadent glamour ran riot. This is what is so intriguing about a fashion study of the 1930s – it allows us to see that whilst fashion may be inextricably bound up with culture, the way it influences and is influenced by the world is neither obvious nor overtly logical. To understand fashion one not only has to look at the culture that produced and consumed it, but one also has to be able to ‘read’ the garments themselves. Only then may we grasp how, what on the surface seems completely illogical, is in fact the most rational thing in the world.

				This sourcebook presents a collection of photographs and fashion illustrations that, viewed in the right context, clears up any question marks we might have over how and why fashion developed in the way it did. More than just an overview of the fashions of the 1930s, this sourcebook represents the socio-historical context that enabled the styles of the time to emerge. But back to its beginnings … Black Tuesday, October 29, 1929. As the 1930s began, Americans had not yet grasped the full extent of the disaster, though the signs were all around. The autumn 1930 Sears Catalogue decreed, ‘Thrift is the spirit of the day. Reckless spending is a thing of the past.’ Soon the effects of the Wall Street Crash would leave few untouched. First in America and soon in all Western industrialised nations, unemployment soared and hardship proliferated. Individual nations did what they could to curb the economic downturn 

			

		

		
			
				(the US saw the introduction of Roosevelt’s New Deal, for example, which provided some relief for impoverished families), but nevertheless the Depression lasted the entire decade, as did high unemployment figures. 

				This harsh economic situation was a stark contrast to the previous decade, which had been a time of wealth and excess – although it needs to be remembered that in the Roaring Twenties many people still lived below the poverty line and in dreadful conditions. This is often forgotten when looking at contemporary fashion images. Ultimately, it needs to be remembered that fashion is not about reality – it’s about elitism. Fashion is also bound to the imaginary with its fixation with the perfect body and its obsession with ever-changing ideals of beauty. Just as today few of us have the means to dress in the designer fashions displayed on the pages of upmarket fashion ‘bibles’, not many people in the Twenties and Thirties were able to afford it either. Instead what we see is the newest, the ‘best of’ and the most fashionable, something reserved for those with economic power. Having said that, just because the most elite of these garments were reserved for the privileged few, doesn’t mean they had no impact in wider fashion terms.

				Working Women & Their Wardrobes

				The 1920s had seen advances both in the design and production of clothes, and this had allowed a much wider audience to engage with ‘fashion’. The simplification of cut, the emergence of reasonable quality off-the-peg garments and the invention of new materials had all contributed to a democratisation of fashion. This trend continued in the 1930s as ready-to-wear companies grew 
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				A pale blue printed dress with a pleated half-skirt panel, shown with a matching white coat. Der Bazar, 1935
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				and improved alongside a burgeoning market.Furthermore, owing to the political and subsequent economic advances women had managed to secure in the 1920s, many more were able to enter employment and secure a wage, gaining financial independence for themselves. 

				This 1930s working woman was, as it were, an ‘all grown up version’ of the 1920s flapper. Indeed the look of the Thirties is quite often described as womanly as opposed to Twenties fashions which were more gamine. The Twenties stereotype of the boyish flapper with her angular bob, sack dress and cloche hat was replaced in the Thirties with that of a slender but curvaceous woman in a glamorous calf-length dress with a permed bob, à la Carole Lombard. But just as the flapper is a rather limited stereotype, so is the glamorous 1930s silver screen siren. In fact, there were many other facets to the fashionable woman’s wardrobe. 

				Whilst the key features of the Thirties look were established in the late 1920s and were, as mentioned, a progression rather than a radical change, it is fair to say that (probably) due to the global economic crisis, fashions of the Thirties presented a more conservative approach to design and silhouette changes; that is to say, they were less radical and much slower paced than those witnessed in the previous 10 years. That is not the same as saying the fashions were conservative; to use such an adjective is problematic as it means there must be a comparison made – conservative in comparison to what? Twenties fashion possibly, but then how can one quantify conservative? Too often retrospective fashion histories that have the benefit of hindsight judge from the vantage point of now, and whilst that perspective offers many benefits, it is also in danger of interpreting a historic period based on a comparison with contemporary norms, morals, interpretative ideas and value systems. 

			

		

		
			
				To the contemporary eye, the Thirties fashions may appear more conservative – certainly the spectacular heavily embellished eveningwear of the early 1920s seems rather extravagant compared with the more restrained elegant evening gowns of the 1930s – but at the time most women wouldn’t have judged this decoration or lack of it as conservative or otherwise. They were interested in ‘fashion’ per se; how radical it was never entered the equation. Having said that, fashion never stands still; change is part of its nature, and this cycle of change speeds up and slows down, but it never comes to a full stop. The conservative aspect of 1930s fashion lies simply in the slowing down of that cycle, but as in the 1920s, change was continual. It was just less dramatic – a depression is never a good time for experimentation.

				The Feminine Silhouette

				In terms of silhouette this meant that the waist would remain in its natural place for the duration of the decade, being more and less emphasised depending on the garment rather than a specific time frame – though it became more clearly ‘nipped’ from 1933 onwards. The natural waistline was accompanied by the highlighting of an empire line in the form of bolero jackets, capelets, shrugs and seams just below the bust. Skirt length also remained more or less steady until the final years of the decade, being calf-length for daywear and often floor length for evening dress. Upper skirt yokes appeared for the first time, designed in a v-shape extending from one hip to the other. Skirts were often layered, tiered or ruffed, and at the bottom they tended to be pleated, panelled or gathered. This accentuation of the waist and the hemline combined with the popularity of the bias cut created a contoured silhouette with a focus on the hips. 
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				Publicity photograph for Walter Wanger’s Vogues of 1938 – this Technicolor movie was touted as ‘the screen’s first fun-and-fashion romantic comedy’ and starred Warner Baxter and Joan Bennett. United Artists, 1938
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				Bias cutting involves cutting fabric at a 45-degree angle instead of along the warp or weft. The bias cut method allows for the creation of sculptural dresses that closely hug the body, literally stretching the material round its contours. The method had been popularised in the 1920s by the famous French couturière, Madeleine Vionnet, who was dubbed the ‘Queen of the Bias Cut’. Vionnet had a clear design ethos that shunned everything that distorted the natural curves of the body. Inspired by the avant-garde dancer Isadora Duncan, she created designs that floated freely around the body; she understood that fabrics cut on the bias could be draped into sinuous folds to match the fluidity of the female form in motion. Favouring silks, satins and crêpe de Chine, the silhouette she developed was luxurious, flirtatious, elegant, sensual and modern, and became a blueprint for the Thirties look.

				This focus on the hips was complemented by more ‘moulded’ shoulders. Elsa Schiaparelli is credited with changing outlines from the soft and floating 1920s shapes to the more defined forms of the 1930s by introducing this emphasis on the shoulders. She was one of the first to use this silhouette in haute couture, but such changes are rarely down to the creativity of one individual – more commonly designers are the catalyst rather than the sole originator. 

				These ‘hard’ shoulders set off the waist and took a variety of forms; broad-shouldered tailored jackets, puffed, butterfly and banjo sleeves and the use of dress clips all served to draw attention to the upper body. The torso was further emphasised through lowered necklines often with wide scallop-edged, ruffled and tiered collars, scarves incorporated into blouses and dresses, trompe l’oeil jumpers, bows, Ascot-style ties and corsages of fabric flowers; dress bodices were designed with inset pieces and yokes. The back of the upper body 

			

		

		
			
				was equally made into a feature through plunging backlines. Fancy models would have diamanté straps running across the back of the neck, and even ‘back jewellery’ appeared – though usually with extravagant Hollywood costumes.

				The day fashions of the 1920s had been characterised by their fluidity; they also made getting dressed up fun. Whilst there were more practical options such as Chanel’s jersey suit and its endless copies, the 1930s saw the popularisation of the tailored and durable suit for women; another phenomenal success was the ‘ensemble’ of matching skirts and blouses or dresses with coats. The practicality and versatility of the suit and the ensemble were of great benefit to the working woman zooming around town. That is not to say that sports fashions disappeared; quite the opposite. The liberation they offered was as appealing as ever, but they became more feminine in compliance with the fashionable shapes of the time, and more functional as luxury fabrics were replaced with more durable materials. This meant that instead of merely looking practical as was often the case, sportswear garments moved on to actually being practical.

				Luxurious Everyday Fashions

				But whilst everyday fashion had to be durable and easy to wear, it also had to be elegant. To this end, fabrics such as velvet soared in popularity, as it was sturdy yet comfortable but, most importantly, it felt and looked luxurious. A 1936 article in The Literary Digest perfectly reflects the excitement surrounding ‘new crush-resistant, non-wrinkling, packable, ultra-fashionable velvet’ with Hollywood costume designer Walter Plunkett declaring that ‘Velvet…[was] the epitome and symbol of elegance’. Meanwhile, his rival Travis Banton added that, ‘The flattery and refinement of velvet is supplied by no other material.’
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				Fashion forecasting article. Harper’s Bazaar, 1933
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				Cotton and linen were also being promoted as fashionable materials. In 1933, Delineator magazine decreed: ‘Cotton and linen have gone chic on us. Yes we know that you’ve heard this before. Every year for the last three, stylists have become very sentimental… along about March first… each year practically everyone has gone right on wearing silk and more silk, just the same. This time, however, things will be different; this is the summer to believe the stylists.’ Chanel’s use of these materials in haute couture creations during the previous decade had disassociated such fabrics from poverty, but it was their relative price and durability that caused them to be promoted in the early Thirties, when the effects of the recession were most clearly felt.

				Naturally the elites did not abandon silk as it was still the most exquisite fabric to capture the folds and drapes of the bias-cut couture creations. Fine wool crêpes, silk satins and luxurious lamés in gold and silver remained the prerogative of the rich. Many of these luxury fabrics could now however be imitated with increasing success by their man-made counterparts. Rayon, or artificial silk, and Celanese silk had been developed in previous decades, but only gained in popularity in the Thirties as, like the materials they mimicked, they were perfectly suited to the figure-skimming styles. This meant that less well-off women could own their own piece of glamour, a desire clearly reflected on the pages of the ready-to-wear catalogues produced by Sears and Littlewoods. Both companies offered an impressive range of stylish eveningwear in rayon silks and crêpes, which design-wise were completely in tune with what could be found on the pages of high-end fashion publications.

				Fur of all kinds was worn extensively, both during the day and at night. Fur coats, capes, stoles, wraps, and garment trimmings were in abundance. At the top end of the market, sable, 

			

		

		
			
				mink, chinchilla, Persian lamb and silver fox pelts graced the shoulders of the wealthy; however, once again, we see that even at the market’s bottom end a desire for fashion overcame economic practicalities. Cheaper pelts such as muskrat, marmot and lamb became worthy substitutes; rabbit was dyed to resemble nearly anything but what it was, and for those who couldn’t afford even these pelts there was American broadtail, or ‘processed lamb’ as Sears advertised it, and a wide variety of cotton-pile faux furs.

				The availability of cheaper alternatives to luxury materials and copies of high fashion styles not only indicates the desire of women from nearly all classes to be fashionable, but also demonstrates how this desire was served by both manufacturers and advertisers. Indeed, a well-developed production and retail structure catered to this burgeoning market’s wants and needs, and could be said to have led to the ever-increasing ‘democratisation of fashion’ during this period.

				The growth of this consumer market was accompanied by a considerable expansion of magazine culture – with an increasing number of lower-end publications to help guide women in their purchases. There was also an explosion of ready-to-wear companies on the scene. These had gained ground in the 1920s, but in the 1930s these companies really came into their own, as production techniques kept improving. Catalogue companies, in particular, established extensive national networks through widespread marketing and the rationalisation of product lines. Two big players were Sears Roebuck in the US and Littlewoods in the UK.

				Catalogue shopping revolutionised the way women bought clothes for various reasons. It was not a new invention; its origins date to the second half of the 19th century when the recently opened department stores issued catalogues to 
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				advertise their wares to out-of-town customers. The introduction of an extensive railway network allowed for a much wider consumer base, and mail-order-only companies were founded and thrived. Shopping from home was truly expedient for many women as various companies offered a complete array of goods – anything from a bed bonnet, via a banjo to the kitchen sink could be obtained from one place. This removed the drudgery of multiple reconnaissance and shopping trips that were especially difficult with children in tow. These catalogues were not merely convenient; they were aimed at establishing brand recognition, trust and customer base expansion, and they encouraged multiple purchasing by offering fixed prices, instalment payments, postal discounts and no-hassle return policies.

				In Britain, Littlewoods launched its first catalogue in 1932 and began encouraging customers to set up ‘shilling clubs’. These involved a group of people, usually women, taking/purchasing one or more shares in the club. The organiser collected everyone’s weekly shilling which, depending on the number of participants, amounted to a couple of pounds’ worth of goods each week. Members then drew lots to decide the order in which they would receive their goods. All the club members got their goods before they had finished paying for them except the unlucky one last on the list. The organisers of the clubs were rewarded with a discount off their own purchases. Whilst the money raised could be spent on anything from the catalogue, the vast majority of these organisations were set up by women to purchase clothing.

				On the one hand these clubs were a clever initiative to stimulate sales; on the other, they are clear evidence that an increasing number of women at the lower end of the market wanted fashionable clothes. A growing range of ‘fashion garments’ 

			

		

		
			
				inspired by the luxurious evening fashions of the elite complemented their customary fashionable but utilitarian daywear: both Sears and Littlewoods sold fur or fur-like coats and stoles, long slinky rayon evening dresses and paste or diamanté accessories. These goods also function as indicators of the emergence of new leisure opportunities and destinations for the lower classes such as cinemas – these ‘luxury’ fashions could only be really relevant to women if they could actually incorporate them into their lifestyles.

				The Influence of Fashionable Paris

				During the 1920s, catalogues and ready-to-wear companies would also offer interpretations or copies of high fashion. Indeed, prior to the 1930s, Paris’s haute couture industry was the undisputed and sole dictator of elegant and luxurious women’s fashions, to such an extent that the whole world looked towards the salons to set the tone. If Paris dictated hemlines went down, the world followed. Even though London and New York had booming fashion industries, it was generally believed that ‘Fashion with a capital F’ could only originate in Paris.

				During the Twenties, customers from all over the globe would travel twice a year to Paris to view and purchase the latest offerings from their favoured haute couturiers. These elite customers were joined by department store owners and ready-to-wear manufacturers who also travelled from far and wide to find out what their clients back home would be expecting in the coming season. Copying had been a part of the haute couture industry from its beginnings and, fully aware that imitation would happen no matter what, Parisian maisons sold official models for duplication in an attempt to regulate and capitalise on this practice. Bonded models were original couture garments ‘leased’ 
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				Illustration showing the interior of a dress shop. Le Petit Echo de la Mode, 1933

			

		

		
			
				to manufacturers and retailers who used them as a source for line-for-line copies, which were then retailed under the couturiers’ names by the large department stores. Muslin models known as ‘toiles’ were also sold for similar purposes to the middle market, and the salons even offered paper patterns for the market’s lower end. This system meant that Parisian haute couture’s seasonal stylistic changes were effectively filtered down throughout the fashion industry and around the globe.

				This sanctioned copying system, however, was severely shaken by the 1929 crash. In America, in response to the economic downturn, people were encouraged to buy ‘local’ through extensive patriotic advertising campaigns in which fashion journalists and socialites endorsed US fashions. To emphasise the need for buying local, and indeed to limit the consumption of foreign goods, import taxes were also hiked up. For Parisian couture this tax could be as much as 90%. American clients and their money had been a cornerstone of the Parisian haute couture industry, and their increasing absence was duly felt. Interestingly, the high taxes also explain the absence of labels in haute couture garments of the period, now in museum collections, as clients cut them out before they reached the US to avoid 

			

		

		
			
				paying import duties. Purchasing did not stop altogether as the world still relied on Paris to set the tone for all things elegant, however this buying took on a new character. There was not only a significant drop in individual clients, but department stores were also more restrained in their purchases; whilst previously each company would have bought various gowns, toiles or bonded models, now several store buyers would pool their money and purchase only a few garments as cartels. Some withdrew from this system altogether and instead relied on the newly appearing press agencies that sold photographs of Parisian creations, which could serve as inspiration for copies. Paris retaliated in various ways, most importantly with haute couturiers significantly dropping their prices; some even went as far as cutting them by half. This cost-slashing exercise could only be achieved by producing less fussy and intricate creations that required less labour and fabric. This is an important but often overlooked contributing factor to the silhouette changes of the decade. Another way they tried to tempt customers was through the introduction of ‘semi-couture’, which required only one or two fittings and hence was much cheaper than traditional haute couture. Lower priced, less intricate limited edition creations were also offered by various houses, while some increased their range of ready-to-wear items such as sweaters, and several couturiers even went as far as to offer mail order. Certain haute couturiers also increased the use of man-made fibres in their creations, and that equally allowed for a significant reduction in price. 

				The slower changes in style mentioned earlier can also be explained through the move towards what Lucien Lelong termed ‘investment pieces’ – elegant classics rather than the latest fashions. Whilst many houses survived, at times by the skin of their teeth, others were forced to close their doors – 
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				Patou, Chéruit and Doeuillet did not make the end of the decade. The Russian embroidery houses, which had been so popular in the 1920s, were also forced to close as the demand for intricate and costly handwork all but disappeared in a climate that forced designers and customers alike to look for a different, less costly type of luxury. All these measures were accompanied by an expansion of the perfume and accessories market, which became a vital part of the industry and ultimately aided its survival.

				The middle-market vogue for custom-made dresses by local couturiers survived the huge growth of the ready-to-wear market in the 1920s, but in the 1930s this section of the market went into decline. As the off-the-peg industry matured, it was able to offer a wider and more affordable range of well-made fashionable garments. The simplification of the silhouette in the post-war period had made elite designs increasingly easy to copy, but the perfect fit still remained a marker of wealth and distinction. With no such thing as standardised sizing, ready-to-wear companies were still operating on inadequate data, or worse no data at all, and sizes varied dramatically from one company to the next. Whilst the looser sack fashions of the Twenties had not required a perfect fit, the languid shapes of the Thirties had to hug in all the right places.

				The Perfect Fit & Fashionable Accessories

				Sears, understanding this need for and the connotations of wealth and luxury associated with individually tailored clothing, offered a range of ‘semi-made’ ensembles. Predicted in its 1930 catalogue to be ‘the most successful style idea ever advanced’, it promised women expertly cut 

			

		

		
			
				garments with careful attention to detailing. The clothes would be delivered with ‘all the difficult tailoring, stitching, pleating, and tucking skilfully completed by a manufacturer who tailors only very fine retail garments’, and one had only to finish the few easy seams allowing for personal adjustments to achieve the perfect fit. This range of ‘semi-mades’ not only showed a desire for an affordable perfect fit, it also hinted at something else: the new Sears consumer who had had to downgrade from custom-made fashions to ready-to-wear due to the effects of the Great Depression. Many women who had previously been able to afford tailored couture garments were forced to abandon that luxury. Sears courted this market and did everything to set its new customers minds at rest by reassuring them that they would not be losing out on either the fit or the quality they were accustomed to. It boldly stated that it was purchasing, ‘the most correct garment styles [Sears] could buy from one of America’s finest designers’ manufactured by tailors whose clothes normally retail at ‘$25 to $50’, and stressing that even ‘the inexperienced could complete the simple seams’. The last comment was clearly aimed at former couture clients who, unlike most working-class women, would have had little or no experience of sewing. 

				As in the previous decade, home dressmaking remained popular and for many women was the only way to attain an air of fashionability. Pattern companies offered ever-widening ranges of garments to produce at home, and several struck lucrative deals with big Parisian names for that touch ‘de Paris’ the home seamstress was so desperate for – clear evidence once again of the authority the French capital and its haute couturiers still had over the fashion world. These home-made dresses could be accessorised with cheap yet glamorous ready-made articles such as diamanté 
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				dress clips, bracelets, brooches and necklaces, embroidered handbags, furs, fancy footwear and modern hats, that were available in great variety from most catalogue companies. Gloves were also an important part of the fashionable wardrobe; elbow-length gloves accompanied evening gowns and day ensembles were worn with short or opera-length gloves of fabric or leather. Manufacturers and retailers introduced co-ordinating ensembles of hat, gloves, bags and shoes in striking colours. For spring 1936, Marshall Field’s department store in Chicago offered a black hat trimmed with a bow in ‘Pernod green, apple blossom pink, mimosa yellow or carnation blush’, and directed women towards the matching handbags.

				Shoes came in a wide variety including flats, pumps, lace-ups, ankle-strap styles and buckled models. Low-heeled ‘Spectator’ brogues and other types of two-tone shoes also appeared in the early Thirties. The handbags produced around this time looked like those of the Twenties. Initially beaded bags were abundant, as well as enamelled mesh bags, whilst during the later part of the decade leather became increasingly popular. Hats remained a key accessory throughout the 1930s as most women of all classes still considered it vulgar to leave the house bareheaded but, like the fashionable silhouette, hats took on more feminine shapes. The cloche hat that had enveloped the hair and much of the face in the 1920s did not disappear, but smaller ‘skullcaps’ and berets, in addition to large-brimmed straw hats, also became popular.

				This softer headgear was in line with the fuller,more glamorous hairdos of the era. The angular bob of the Twenties was replaced with a more voluminous demi-wave, finger curls or a waved perm. The popularity of permed hair goes hand in hand with the developments in hairdressing of the time. Early versions of the heated roller perm machine had 

			

		

		
			
				appeared much earlier, but until the 1930s perming, like hair dyeing, could be a dangerous business, not least because of the many chemicals involved. With increasing knowledge of reagents the business got a lot safer and easier, and many companies offered home perming kits. Hair colour too was subjected to the vagaries of fashion. In 1920s fashion plates the models predominantly have dark hair, and as fashion does not represent reality but the ideal of perfect beauty it is fair to assume dark hair was preferred. The Thirties, however, saw the radical shift to peroxide blonde. Whilst the improvement of hair dyes had much to do with this phenomenon, the major reason behind the popularity for platinum blonde hair can be attributed to Hollywood. When actresses such as Carole Lombard, Jean Harlow, Bette Davis and Joan Bennett went blonde, the rest of the world followed.

				In the previous decade, Hollywood was responsible for the popularisation of clearly visible make-up, and its influence continued in the 1930s. Max Factor started selling his cosmetics outside the film industry in 1927 and, owing to his industry connections, created hugely successful advertising campaigns through celebrity endorsement. Even though the stars only received a token nominal fee, the endorsements were mutually beneficial. The adverts promoted the actresses’ new films and the star touch quickly made Max Factor a household name. Thirties newcomers Revlon and Monteil – as well as older companies such as Houbigant, Yardley, and Coty – produced new rouge and powder compacts in line with fashion. Elizabeth Arden, considered the most upmarket make-up brand at the time, was known for its bright lipsticks and eyeshadows, hailing the ‘triumph of colour’ in the company’s advertising campaigns.

				The favoured 1930s complexion was a natural pinkish ivory or a lighter white wax-like appearance. 

			

		

		
			
				Previous spread

				Selection of elegant holiday fashions for the Côte d’Azur — a skirt and sweater ensemble with a matching coat, a blue woollen coat with satin cuffs, collar and belt, a white satin evening dress with pink silk flower corsage, an afternoon dress with a cord belt, a brown and tangerine afternoon dress and a green and yellow sports dress. La Femme Chic, 1934

			

		

		
			
				Opposite

				A selection of dress detailings. Chic Parisien, 1938
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				Previous spread and below

				Fabric swatches for summer dresses. Harford Frocks Inc., c.1930

				Fashion parade of new beachwear at the Chateau de Madrid, Paris, 1931
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				Foundations in shades such as ‘Gardenia’ and ‘Tea Rose’ were complemented with ivory and light mauve coloured powders to achieve striking flawless skin. Blushers in light pinks were used but many women preferred not to wear any to retain a waxen look. In the latter part of the decade, orange-tinted foundation became popular, and darker blushers such as raspberry and purple tones were increasingly worn. Lips were light pink in the early years but grew darker and more defined from the mid-Thirties onwards, setting off the paleness of the face. Popular colours were ‘Oxblood’, ‘South Sea’, ‘Chinese Red’ and ‘Strawberry’. The shape of the lips was enhanced through an extended bow that rounded and flared at the corners, and lipstick was applied generously for a rich and glamorous effect. In 1932 Max Factor launched the first lip gloss, called ‘X-Rated’ which provided a lightweight alternative to lipstick and delivered a sexy and wet-look glow.

				Eyebrows were plucked into pencil-thin lines, with some women preferring to shave them off entirely and draw the desired shape on with eyebrow pencil. Brows would be extended beyond their natural shape towards the temple to dramatic effect, and covered with Vaseline to give them a shiny look. Eyelids were painted in blues, pearls, violets, greens, browns and greys, or were covered with Vaseline to match the glossed brows. Adverts for eyeshadow featured advice for women, not only suggesting the correct shadow tone for different hair and eye colours, but also advising them how make-up should be colour co-ordinated with their outfit. Blue and black mascara were popular, as were false lashes, which were often heavily curled. Eyes, like lips, were the focus of the face.

				Coloured nail polish (invented as a by-product of enamel car paint) was available in the 1930s, but was not yet universally popular. This was certainly 
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				Below

				A selection of winter outfits including day and evening wear. Le Petit Echo de la Mode, 1932
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				the slowest of Hollywood fashions to catch on. Those who did wear it wore shades of pale rose, light pink and cream in the early years of the decade, although black nail polish briefly became fashionable in 1932. From 1934–5 onwards more women started using the product and darker or brighter shades of red, coral, emerald, mother-of-pearl grey, cornflower blue, mauve, gold and silver were co-ordinated with outfits. The polish was only applied in the centre of the nail with a half-moon above the cuticle and tip left bare; later only the tip was left white. Like lips and eyes, nails were also expected to match. As Cutex declared, ‘Matching lips and fingertips are the new sensation’. Not only was this encouragement to ‘match’ make-up and outfits a clever marketing technique encouraging multiple purchases, it also reveals how cosmetic companies understood that make-up was a luxury everyone could indulge in – even in times of hardship.

				The Allure of Hollywood Glamour

				Hollywood’s influence, however, was no longer merely limited to hair and make-up; as a well-established industry it became a force to be reckoned with in terms of clothes too. While it was no real threat to Parisian haute couture, ordinary women started looking to the silver screen to see what the stars were wearing. Initially many Parisian couturiers considered Hollywood’s fashions showy, borderline vulgar and worst of all too popular – they were the very antithesis of the exclusivity they promoted. Soon though they realised they could not ignore the movies’ impact and acknowledged it as something that could be mutually beneficial. Lucien Lelong decreed: ‘We, the couturiers, can no longer live without the cinema any more than 

			

		

		
			
				the cinema can live without us. We corroborate each other’s instinct.’

				This shift was down to that fact that by the early 1930s, the talkies were a global phenomenon. This, combined with the astronomic expansion of cinema acquisition and building by film studios, which still owned their own proprietary chains, meant that Hollywood cinema dominated global film production and consumption. The big five – Paramount, Warner, Loews (which owned Metro-Goldwyn-Mayer), Fox, and RKO – raced to outdo each other in the building of lavish movie theatres, which were often so grand, modern and luxurious that they were commonly known as ‘movie palaces’. These palaces would not only show the latest offerings of the studios, the larger ones also had other lures such as tearooms and dancehalls to attract customers and maximise profits. Cinema arguably became a new religion in the inter-war period, and the stars of the talkies became silver screen gods and goddesses. The technical advances combined with the gloomy economic atmosphere in the Thirties resulted in what are known as the ‘glamour years’, nearly a full decade of luxurious and extravagant films that offered much-needed escapism from day-to-day realities.

				Hollywood launched several memorable fashions of the Thirties, including the Empress Eugenie hat, as worn by Greta Garbo in Romance (1930), Plunkett’s ‘barbecue dress’ for Vivien Leigh’s Scarlett O’Hara in Gone with the Wind (1939) and, most famously, Joan Crawford’s ruffled organdie dress from Letty Lynton (1932). Copies of the dress sold in the thousands, and in 1932 the magazine Silver Screen stated: ‘Paris may decree this and Paris may decree that, but when that Crawford girl pops up in puffed sleeves, then it’s puffed sleeves for us before tea-time.’ It is estimated in total over half a million Lynton-inspired gowns were sold and 
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				not only grown women fell for the dress, as Vogue noted in 1938: ‘Every little girl in the country, within two weeks of the release of (…) ‘Letty Lynton’ felt she would die if she couldn’t have a dress like that. With the result that the country was flooded with Little Joan Crawfords.’ 

				Silver Screen magazine picked up on this influence as early as 1932, boldly stating that: ‘some fossils may still look to Paris for their fashions… but you and I know Paris isn’t even a stand-in to Hollywood.’ The reality of the situation is however more complex and more the mutual corroboration described by Lelong. Whilst many fashions of the decade are attributed to Hollywood, their actual origin is not as clear-cut as it might seem at first glance. In fact, there seemed to exist a symbiotic, two-way relationship between Los Angeles and Paris. For instance, Jean Harlow’s bias-cut backless charmeuse gown worn in Dinner at Eight (1933) was a close copy of a Vionnet creation, but whilst the original had gone relatively unnoticed, Harlow’s dress became an overnight success selling thousands of copies. Similarly the leg-o’-mutton sleeves designed by Walter Plunkett for Irene Dunne in Cimarron (1931), and the broad shouldered suits Adrian created for Joan Crawford (apparently to balance out her hips) contributed to the decade’s fashion for defined shoulders – a fashion so popular that Paris could not ignore it, and indeed various couturiers adopted the silhouette. Lelong seemed to have hit the nail on the head: Hollywood and Paris corroborated with each other.

				As movies could take up to a year to be released after being shot, the studios realised that fashions too closely modelled on Paris risked looking outdated. To avoid this, word went out to costume designers that they were to produce original designs. The fashions the star designers produced were still echoing Parisian silhouettes, but 

			

		

		
			
				it was in the detailing that significant differences could be found. It should be said that in Hollywood the practice of detailing was anything but discreet – marabou stoles, sequins, ruffs, gold and silver lamés … Hollywood took Parisian elegance and turned it into over-the-top glamour.

				The Twenties had seen the introduction of the talkies, which meant film could now incorporate increasingly complex narratives. Talkies also allowed for more character development, and now that the silver screen beauties had voices and genuine personalities, their appeal and popularity grew exponentially as audiences found it easier to establish an emotional bond with the stars. This emotional bond was encouraged through the star system, Hollywood’s own classification scheme that took actors and actresses and transformed them into star products. The idea revolved around three key points: creation, promotion and exploitation. The studios took on young talents and transformed them – through beauty practices (including cosmetic surgery), elocution lessons, dance and acting classes – into glamorous personas, often with invented ‘new’ names and histories. This stereotyping was justified on the basis that a star was accepted by the public based on a set of personality traits, mannerisms and associations that were consistent and present in all their movies. Equally, their off-screen image was expected to match their on-screen persona, and morality contract clauses ‘aided’ this need for co-ordination. 

				The system was supported by keeping a star constantly in the media spotlight – well-known actresses couldn’t even leave the house without flashbulbs going off around them and the film studios produced a constant supply of carefully choreographed and beautifully photographed portraits of these silver screen goddesses. Publicists and magazines had a mutually beneficial 

			

		

		
			
				Right

				Actress Joan Crawford in Letty Lynton, 1932 – this white cotton organdie gown with large ruffled sleeves that were puffed at the shoulders was designed by the Hollywood costume designer Adrian, and famously spawned numerous copies

			

		

	
		
			[image: ]
		

		
			[image: ]
		

	
		
			[image: ]
		

		
			[image: ]
		

	
		
			[image: ]
		

		
			
				33

			

		

		
			
				relationship – the former providing a constant stream of information and pictures, the latter both affirming, perpetuating and profiting from the celebrities on its pages, and in turn cementing their fame and so guaranteeing high audience numbers – it was a win–win situation. Once their fame was established, these glamorous stars became fashion icons, aspirational role models and perfect marketing tools, as women worldwide knew them and yearned to be like them. Hollywood was fully aware of this desire and ready to exploit it.

				Technical advances in film also allowed for an expansion of movie genres – horror, musicals, comedies, romances … and this in turn allowed movies to target specific audiences through narrative, mise-en-scène and style. Getting women into the theatres was key, as was noted in Film Daily in 1931: ‘A Warner Brothers executive has also gone on record in stating […] that “women bring the men to the theatres, as a rule, and therefore pictures for women must be prevalent.”’ Films aimed at female audiences often followed a traditional romantic plot, and always featured extravagant fashions. Films operated as high-end fashion magazines and instructed women on the latest fashions and looks. Indeed, studio publicity departments made large-scale efforts to use fashion as a means to draw women in. The legendary costume designer Edith Head commented on these efforts: ‘the publicity departments went to work immediately, promoting every “A” picture as a fashion extravaganza.’

				But to merely see these films as escapist entertainment, playing on perceived traditional female interests to attract audiences, would be to miss the fundamental reason for this emphasis on luxury products: their promotion was closely bound up with a far bigger marketing and consumption structure which sat at the core of the industry. It 

			

		

		
			
				was only natural that Hollywood should associate itself with spectacular fashions as the moguls behind it had started out in the rag trade: Samuel Goldwyn was a glove salesman; William Fox inspected fabric for garment makers; Louis B. Mayer sold used clothes; and Harry Warner worked in the shoe repair business. All understood the power of fashion and saw clear marketing opportunities. Furthermore, as Hollywood was bankrolled by some of the largest banks, investment houses and corporations in America, the emphasis on return and product placement was paramount. Through two distinct strategies consumption was actively encouraged by the industry: the showcasing of commodities including fashion and tie-ups with brand-name manufacturers.

				The former grew out of pressure from manufacturers and corporations on the movie moguls to produce modern films with modern goods. Directors and studio owners contracted talented architects and designers, including costume designers, who took their cue from the latest fashions and created stylish films for the fashion-conscious. This star-studded showcasing spread modern fashions all over the USA, from the metropolis to the smallest town, and indeed to the rest of the world. The designers and studios capitalised on the popularity and in effect free advertising of their garments, and soon opened shops and concessions selling licensed copies of the film costumes.

				In 1930, Bernard Waldman established the Modern Merchandising Bureau, which supplied exclusive reproductions of film fashions to more than 1,400 shops across the USA. Shops that carried these screen styles, including Macy’s in-house ‘cinema shop’, were listed in movie magazines to ‘aid’ women in locating their nearest outlet. The magazine editors enticed women to purchase their 

			

		

		
			
				Left

				Colour studio photograph of the actress Norma Shearer wearing white satin evening gown and white fox stole, Metro-Goldwyn-Mayer (MGM) press photograph, 1930s
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				publications through fashion competitions in which a lucky reader could ‘Win a copy of her favorite star’s dress!’ Not only did they generate magazine sales, they also stoked the desire for the copies of the leading lady’s wardrobe. These magazines often also had vouchers at the back which allowed the home dressmaker to order patterns taken from screen outfits, so even those who could not afford the ready-to-wear copies were not excluded as customers. Magazines also started to promote the idea that if you dressed like a certain star, wore the same make-up or had the same haircut, then you too could be glamorous and happy. As Ena Glen explained in Filmfair magazine, ‘It should be every woman’s aim to pick out a star personality resembling her own face, figure or temperament and be inspired by it. Choosing clothes will then become an easy and fascinating business’. In this way, women were actively encouraged to consume in line with, and to the financial benefit of, Hollywood.

				The other way in which Hollywood influenced if not shaped modern consumption was through the tie-up. The tie-up revolved around a contractual agreement between the studio and a branded manufacturer. This was an early example of product placement, and whilst the use of some products such as popular soft drinks appeared prominently on screen, there were many other modern goods that could blend more easily with the scene and pass unnoticed. Such products included refrigerators, cars, clothes and accessories. The films were accompanied by large-scale promotional campaigns sponsored by the brands whose goods featured in the film. For major productions these went far beyond magazine and newspaper campaigns. Shop windows were decorated with cut-outs of actors and actresses, and other promotional materials were used to remind customers that the retailers’ goods were endorsed by their favourite stars. Movie 

			

		

		
			
				stars even crossed the USA on promotional tours, pitching up at the sponsor’s showrooms at every stop, as well as endorsing products on the radio and in the printed press. As William H. Hays, the future head of the Motion Picture Association of America, said in 1930: ‘Every foot of American film sells $1 worth of manufactured products some place in the world.’ The big studios all had ‘exploitation departments’ that looked over all new scripts, broke them down into product categories and went in search of sponsors. This system not only heavily influenced scripts as tie-ups were formative influences, but it also irrevocably shaped consumer choices, including fashion choices. 

				It wasn’t just the films that were exploited – individual stars cashed in on their appeal too. Licences were awarded for star products such as Shirley Temple ribbons, hair bands, curlers… all so little girls could own a piece of their favourite star. The cheap and highly collected trade and postcards of stars often featured detailed information about fashions, make-up and hairstyles. In 1932, Condé Nast set up the Hollywood Pattern Company, and it became an overnight success thanks to the photographs of radio and movie stars that graced its packaging. It seemed that anything endorsed by – or even just adorned with – an image of a Hollywood actress sold like hot cakes. During this period stardom sprinkled its magic dust over all kinds of products, but most especially fashionable garments. The Sears catalogue featured ‘autographed fashions – worn in Hollywood by’ collections, modelled by the likes of Ginger Rogers and Loretta Young. The added attraction of these movie fashions was the label that featured the star’s autograph; for $3.98 women could buy their very own slice of their favourite performing artist. The stars of the movies had clear selling power and their fashions 
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				and looks were aspirational and inspirational the world over.

				Fashions in Germany

				One country not so enamoured with this glamorous screen ideal was Germany. Adolf Hitler and the National Socialists disliked anything foreign, and instead promoted a German/Aryan alternative. Germany, like the rest of the world, had followed Parisian fashion up until the 1930s, but once in power Hitler was intent on changing this and set up various initiatives to distance Germany from France’s sartorial dominance. The Arbeitsgemeinschaft deutsch-arischer Fabrikanten der Bekleidungsindustrie (Association of German-Aryan Manufacturers in the Clothing Industry) was established in 1933 under the Reich Ministry of Economy to ensure the Aryanisation of the fashion industry. This was, in fact, a not particularly veiled attempt to purge it of perceived undesirable elements, in particular Jews. The organisation was also in charge of showcasing German fashion collections, and would do this a week before Paris – underlining the point that what was shown was original German design: it owed nothing to foreign or degenerate influences. The ADEFA label in these ‘pure’ German clothes guaranteed the buyer that the garment had been manufactured ‘by Aryan hands only’.

				Hitler saw haute couture as a manifestation of the ‘Jewish conspiracy’ and women were actively discouraged from wearing foreign modes of dress. The Parisian adornment culture and fashionable hedonism of Hollywood had no place in National Socialism, which promoted frugality, respect for the earth, natural beauty, devotion to higher causes, service to the nation and the role of women as 

			

		

		
			
				wives and mothers. The Nazi regime regarded these un-German fashions and modes of living as a direct threat to Germany, and warned that women’s engagement with them would end in their certain downfall. The list of ‘enemies’ included foreign fashion, trousers, provocative clothing, make-up, perfume, hair dyeing and perming, eyebrow plucking, dieting (as it interfered with childbearing) and smoking. Whilst only a few of these things were forbidden by law, they were strongly discouraged and labelled unpatriotic. 

				Instead the Nazis offered various alternatives to these foreign looks and values: real beauty should be internal, derived from good character and proud motherhood, not appearance. Instead of dieting, healthy outdoor exercise was promoted that encouraged engagement with the fatherland. Healthy skin free of make-up and natural hair worn in buns or plaits were seen as wholesome and German, as well as money and labour saving. In terms of clothing, Tracht (traditional German dress) was promoted as an expression of the correct spiritual demeanour and the solid unity of the rural community. Tracht was never taken up in great numbers, but nevertheless 1930s German fashions show many ‘traditional’ influences including dirndl skirts, blouses and dresses with peasant embroideries, and Bavarian-style millinery. On the whole, the regime’s efforts to convert German women into Black Forest maidens had little success, and the majority of German women continued to dye their hair and paint their lips throughout the decade.

				Although the Nazis were against provocative clothing in dress, they encouraged sport, and had no issue with young girls wearing shorts to exercise. As health was a cornerstone of the regime’s ideology in its quest to develop a pure and healthy race, men and women of all ages were encouraged to 
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				take part in sports activities. This quest for health was not exclusively German. Health and fitness pursuits had been popularised in the 1920s and grew in importance and involvement in the 1930s. As the decade wore on, concerns about ‘the nation’s health’ became increasingly important as the prospect of a European violent conflict grew ever more likely. Increasing numbers of people – in particular the young – were urged to exercise regularly. Whilst in some countries this campaign had more overt nationalist overtones than others, few countries did not see an increased emphasis on the promotion of sports during the decade.

				In terms of fashion sportswear, garments inspired by sports clothing remained popular for daywear as the comfort they offered suited the modern woman’s lifestyle. Actual functional sportswear also underwent some changes: bathing suits got shorter, came in a wide variety of designs and had deep scooped backs so women could develop suntans worthy of showing off under fashionable backless evening dresses. Jantzen’s ‘Shouldaire’ suit was designed so it could be worn with the straps pulled down so as to avoid embarrassing tan lines – a clear indication of the increasing vogue for sun worshipping. The pyjama was briefly an informal dinner garment, but its popularity in this context was short-lived. However, it is in its guise as beachwear that it truly made its mark – beach pyjamas were de rigueur throughout the decade. 

				For the most part, the decade’s fashions remained glamorous and womanly, but as war loomed the styles shifted again. As early as 1936, as the rumble of warmongering in Europe grew louder, designers began to adjust the mood of their collections. Initially this could be found in detailing and the incorporation of ‘national’ costume elements; however, by 1938 (in particular for daywear), military-inspired influences such as square masculine-shouldered clothing teamed with 

			

		

		
			
				low heels became more in evidence as designers sensed a future need for more functional clothing. By the time war arrived in 1939, Parisian designers were still showing luxurious garments for the American buyers, but simpler and more practical garments such as trousers, sweaters and cycling ensembles destined for the home market now joined these in the market. 

				A decade that opened with the shock of the Wall Street Crash came to a close with a declaration of war, framing the 1930s as arguably the most tumultuous period in the 20th century – and the story of fashion in that ten-year period is as complex as it is fascinating. It holds a mirror up not just to the world at the time, but to the lives of millions of women, reflecting back to us their hopes, fears and aspirations. Overshadowed as it is by the stormy events in both politics and the economy at the time, Thirties fashion at last, in this sourcebook, gets the recognition it so richly deserves. 

			

		

		
			
				Left and next page

				Two folk-inspired dirndl dresses. Chic Parisien, 1939

				Fashion parade inspired by the leading fashion magazines of the day from around the world, which were to be featured in a forthcoming movie. International News Photo Inc., Hollywood, California, 1933
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				Below and opposite page, right and far right 

				A printed crêpe de Chine leaf pattern dress with a sailor style cravat, c.1930

				A printed rayon flat crêpe dress with a pleated skirt. Harford Frocks Inc, c.1930

				A silk shantung dress with a patterned

				jacket. Harford Frocks Inc., c.1930
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				Above left and right

				A printed cotton shantung summer suit. Harford Frocks Inc., c.1930 

				A silk crêpe day dress with a decorative tucked trim on the bodice and a pleated skirt. Harford Frocks Inc., c.1930

			

		

		
			
				Right

				Actress Dorothy Mackaill wearing a black and white crêpe spring dress with brass buttons and a looped collar, 1930s
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				Above left and right

				A printed canton afternoon dress with a pleated and flounced mid-length tunic, a silk voile promenade dress with a hole-embroidered collar and flounces with curved borders, and a dark blue crêpe Mongol afternoon dress with pleated insertions and a hole-embroidered collar and cuffs. Chic Parisien, 1930

				A mustard yellow afternoon dress in crêpe romain with appliqué and a hole-embroidered georgette collar, a purple georgette afternoon dress with a hole-embroidered vestee and lower sleeves, and a pale green poplin afternoon dress with a blouse bodice and draped panel skirt. Chic Parisien, 1930

			

		

		
			
				Right

				A blue bolero dress with border of bands set together, a bolero suit with a panelled skirt worn over a lingerie blouse and a beige bolero dress with a box-pleated skirt. Chic Parisien, 1930
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				Left

				A green crêpe de Chine afternoon dress with a blouse bodice, a draped plastron and a skirt draped at the front, a beige crêpe javanaise afternoon dress with sideways draped skirt and a black crêpe dress with a pleated skirt, pointed tunic, one side jabot on the bodice and a rolled red and white belt. Chic Parisien, 1930

			

		

		
			
				Below left and right

				A pink marocain afternoon dress with incrustation flounces and a tulle lace collar, a black satin afternoon dress with a blouse bodice, pointed flounces and collar and cuffs of crêpe georgette, and a crêpe georgette afternoon dress with embroidered pastilles with matching tiered collar and sleeve frills. Chic Parisien, 1930

				A deep purple promenade coat with a round collar and draped scarf, a black afternoon dress with a long blouse jacket, a big collar and a formed skirt and a pale green wool crêpe spring suit with a half-long jacket and a box pleat skirt. Chic Parisien, 1930
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				Below

				A black wool crêpe afternoon suit with half-long bloused jacket and a georgette blouse with hole-embroidered plastron, a white and rose checked Riviera costume with a belted jacket, and a georgette blouse and a black promenade coat of Mongol with a curved capelet and roll collar. Chic Parisien, 1930

			

		

		
			
				Right

				A printed crêpe georgette afternoon dress with a fichu capelet and jabot frills, a black satin crêpe afternoon dress with embroidered collar and cuffs and pleated vestee, and a printed crêpe summer dress with box pleats. Chic Parisien, 1930
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HATS OFF TO BANDANNAS

When Elizabeth Howes was motoring in
the tropical winds this winter, she couldn't
keep her shellow het on her pete. Exasper-
oted, one doy, she tied on o handkerchief
end jonmed the pancske on top. It stuck.
Thus was born this idea. A green linen
pancake over a red and white candy-striped
bendanna skullcap—which is divine on the
head oll by itself.

EENIE MEENIE MEINIE . . .

Three tops, equally good with the one skirt:
Eenie is a peach-beige matelossé blouse
with kimono sleeves; Meenie is a black
and white swester loosely knit; and Meinie
is a shortsleeved wool sweater, tomato

|
i,

IN SUMMER UNIFORM

There is truth in the rumor that
the inventor of this sarment invented o
it one moming in Paris, on the | |
Avenue des Acacias, on the dey
when the horse-chestnuts burst into
bloom and el the French chauffeurs
burst forth in white summer dusters.
Look et it. It is elmost & duplicate
of a chauffeur’s uniform, only of white
piqué, o litde too big for her,
buttoned over her evening cress with
big coral buttons, bejeweled. It
is meant for the girl who drives her
©own roadster across country when she.
goes out to dinner. Hattie Carnegie.

s

THE POINT IS THE POINT

It iz now common knowledge thet oe must have & bust.

It is generally known also that the bust should be uplifted.

To the elect it is now becoming spparent thet the uplifted

bust should also be pointed. This is a crusade of the new

Gordon brassiéres shown at the left . . . notably o satin one

from Bonwit Teller, a tulle one from Bergdorf Goodman, and
a tulle one from Altman.

color. They call it Inferno red, just for
the hell of it. All from Peck and Peck.

CHECKMATES

Three of the new confraternity
of checked evening dresses which
are tking like wildfre, be-
couse they are so neat, and fresh,
and unexpectedly tailored.  Lelt,
o brown end white checked dress
of a smooth silk and wool mixture
that looks like linen, with yellow
organdie in full sail on the fichy,
Bonwit Teller. Center, a black
and white and green check of the
same fresh, spring stuff, Saks-
Fifth Avenue. And right, o talored
black and white check in the check
of old-fashioned surshs, with an
orgendie collar and tie. Best.
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THE DEFINITIVE
SOURCEBOOK

Charlotte Fiell
Introduction by Emmanuelle Difix





