Please note: I use the term QE2 as not sure how to vary correct form 
Blue highlights are queries/to be followed up. I would welcome Caroline’s input concerning accuracy and tone please.
I think I may need to rework the final 3-4 paragraphs. I have not spent so long on them and – as they are less relevant re British fashion may have rather skimped. Would welcome feedback please.
Title: Queen Elizabeth ll and British Fashion (working title)
(3,633 words inc. captions and notes re images)
[PICS 1/2]
Norman Hartnell Silver and Gold, 1955
London fashion designer Norman Hartnell, appointed Dressmaker to the Queen in 1957, designed the dustcover of his fashion memoir using royal imagery. He became so interested in royal dress that he wrote an historical account, Royal Courts of Fashion (Cassell 1971).
Pic QE2 attending Scottish Industries fair 1950 Note Queen’s dress and accessories if we get image

This chapter places examples of dress worn by the Her late Majesty Queen Elizabeth ll within in the context of the British fashion industry – accessories, textiles and clothing – and in relation to aspects of Britishness and British fashion identity. It focuses on garments that the Queen chose to keep and which now form part of the Royal Collection. As both Princess and Queen, Elizabeth was always stylish and, particularly in her youth, fashionable, but never overtly so, which as this would have been deemed inappropriate for a British Queen of her generation. Indeed, the pleasures she derived from choosing and wearing clothes – for her many public roles and for leisure pursuits – have often been downplayed,, a peculiarly British attitude.	Comment by Kate Owen: Check with Caroline re correct phrasing here – part of the public side of the RC, not private?

Like her grandmother, Queen Mary, (1867–1953) and mother, Queen Elizabeth The Queen Mother (1900–2002), before her, QE2 Queen Elizabeth II championed Britain’s fashion and clothing tradesBritish trade. Recipients of her Royal Warrant enjoyed immense business prestige at home and abroad and her favourite London couturiers, Norman Hartnell (1901–79) and , Hardy Amies,  (1909–2003), Ian Thomas (1929–93), and Stewart Parvin (b. 1966), were additionally appointed Knights Commanders of the Royal Victorian Order. In 1977, ( Hartnell (label est. 1923) was the first dress designer to be thus honoured, in 1977). 	Comment by Kate Owen: Or British (in context of this para)?	Comment by Kate Owen: Again, need to decide where such info is best presented – interrupts narrative of main text here?	Comment by Faye Parton: FR: See note above - I am suggesting it is all relegated to endmatter.
It was not only the Queen’s choice of clothes and the highly publicised awards she bestowed, but also her attendance at textile and fashion events that generated vital publicity for the British fashion industry. In 2018, The Queen Elizabeth ll Award for British Design Award was initiated to recognise emerging designers of exceptional talent who can also demonstrate strong community engagement and sustainable practices. The inaugural winner, selected by the British Fashion Council, was Richard Quinn (b. 1990; label est. 2016), a designer famous for body-moulding hugging garments and masks made from floral, printed fabrics. Flowers are a fashion mainstay; they are also a quintessential expression of British fashion. The design of the trophy for the Award was inspired by the ‘Queen Elizabeth’ rose, the rose being a flower that, as well as being the national flower of England, has long been symbolically associated with ideas of peace and beauty and has featured in the embroidery of many a royal gown.	Comment by Kate Owen: All a bit clunky as now suggested so should be rewritten to get over basic idea of cultural associations with the English rose and its place in the decoration of royal dresses	Comment by Amy De La Haye: Its just the word count is so tight….	Comment by Amy De La Haye: 	Comment by Faye Parton: FR: The revised version (?) seems good to me..	Comment by Amy de la Haye: Lovely - me too!
Britain was the first country in the Western world to industrialise and thereafter, to romanticise the rural environment as an idyll whichs has fed into British fashion identity ever since.  first country to romanticise the rural environment.t was also Also to the first to  extol the virtues, and consequent demise, of craft practices, many of them dress related. For her christening in May 1926, the infant Princess Elizabeth was swathed in the Spitalfields silk and Honiton lace of the royal christening gown. Commissioned by the Pprincess’s great-great grandmother, Queen Victoria, it was first used at the christening of her eldest daughter, Princess Victoria, in 1841 and subsequently worn by 62 royal babies, until it became too fragile and was replaced in 2004 by an exact replica.  In order to help revive Britain’s hand-crafted lace industry,   Her grandmother Queen Victoria had(1819 –1901) ordered commissioned her bridal lace from Honiton. Following the sudden death of her husband, Albert of Saxe-Coburg and Gotha (1819 –61), the heart-broken Queen wore black mourning dress for the rest of life. In so doing, she created a cult of mourning dress which became a British trade speciality, including matte crape fabric, black artificial flowers and jet jewellery, which has subsequently fed into British high fashion and subcultural dress styles. As a final romantic gesture, the Queen was buried wearing theher precious white lace bridal veil she  preserved for over half a century..  (where is the lace now?). 	Comment by Faye Parton: ‘First country, thereafter, to romanticise the rural environment as an idyll, constantly at risk of destruction’ or similar? I think this has to be historically specific in some way, as romanticising rurality is an ancient concept?	Comment by Faye Parton: I will need an RCT person to check if this should be ‘Victoria, Princess Royal’...
Marcus Adams, silver gelatin print, The Princesses Elizabeth and Margaret Rose wearing matching dresses designed by Molyneux, 1935. [PIC 3]
Surviving photographs reveal that, as children, Elizabeth and her sister, Margaret Rose (1930–2002), were regularly dressed alike. Their everyday wear typically consisted of woollen hand-knits, cotton blouses and kilts, worn with knee-length socks and sturdy brown leather lace-up shoes, all British-made. Many of their frocks – some made using Liberty’s T(est. 1875) Tana Lawn fine cotton with scattered floral prints – were made by a Miss Ford, who had formerly been employed by the leading London court dressmaker, Madame Handley-Seymour (1867 –1948; active 1910–40). Madame Handley-Seymour was a favourite dressmaker of Queen Mary and Queen Elizabeth (later The Queen Mother), whose cCoronation gown she designed in 1937. 	Comment by Kate Owen: Move elsewhere? A bit intrusive here?	Comment by Faye Parton: I have gone with lower-case ‘coronation’ throughout..
It was from Mayfair’s coterie of court dressmakers that London’s designer industry initially evolved from, then co-existed with, and finally, by the 1940s, succeeded Mayfair’s coterie of court dressmakers. As the name suggests, in addition to providing fashionable clothes, court dressmakers created etiquette-correct dress for the elite British social life that revolved around the monarchy and ‘Season’ (traditionally covering the months from May to the end of July). .  Participants required a vast number of formal clothes for a wide range of social occasions, from the presentation of déebutantes to the monarch at Court, through luncheons, parties and balls, to attendance at garden parties and sporting events. , 
The autumn and winter months were given over to country-house hunting, shooting and fishing parties. From the late nineteenth century, some menswear tailors provided sportswear, including equestrian attire, and the new, fashionable, tailored daywear costumes (skirt and jacket or coat) for women. Redfern (est. 1840s, who dressed Queen Victoria) was amongst the exclusive tailors who expanded their business to join the female-dominated, court dressmaking circle whose designs – exceptionally - were reviewed as original and modern.. At this time, Paris led international fashion trends, and it was widely accepted that the court dressmakers could adapt the haute couturieers’1 designs for the social lives of their British clientele. 2
 	Comment by Kate Owen: Decide on whether to use notes or not?	Comment by Faye Parton: FR: I suggest yes, for now, pending Caroline’s advice..
From the early 1920s, London’s first-generation couturiers designed court dress but also distinguished themselves by asserting their own fashion creativity, which presented a considerable challenge. Indeed, Hartnell, who had trained with Redfern and Lucile - the latter whose designs – like those by Redfern -  were reviewed as distinctive and who had a Paris branch  Lucile and Redfern - , bemoaned how ‘I suffered from the unforgivable disadvantage of being English in England.’.3 By the 1930s, London’s couture industry was well established, although Paris retained its directional fashion style leadership. 	Comment by Faye Parton: So the challenge was being accepted by an English clientele, who wanted their creativity from Paris and their ‘everyday’/etiquette-correct dress from England?
In 1935, special- occasion dresses were ordered for the young princesses from Molyneux, the fashion house of Captain Edward Molyneux (1891–1974). After working as a sketch artist for Lucile, he established a Paris haute couture house in 1919, where he enjoyed immediate acclaim. By the time he opened a London salon, in 1932, he possessed a highly desirable Parisian cachéet. Society portrait photographer Marcus Adams (1875–1959) recorded the two sisters wearing their matching, flounced silk dresses, each accented with small, exquisitely crafted artificial flowers (fig. 3). 
Fabric flowers, hyacinth, lily and orange blossom. Probably worn to accessorise a summer hat or as a corsage. Is the orange blossom from her bridal costume? [PIC 4]
Some houses crafted flowers within their own workshops, while others placed orders with specialist flower-making firms. As in Paris, London’s couture industry was supported by a raft of ancillary trades that provided pleating, embroidery, buttons, feathers and ribbons. Although many of these firms have long since closed, some remaincontinue in business today;, for example, S. Lock & Company (est. 1767), ‘Embroiderers and Suppliers of Military Accoutrements’, still serves many London fashion houses and ceremonial dress makers to this day.	Comment by Kate Owen: Need to explain name check of this company
During the Second World War (1939–45), national labour and material resources were redirected to war-related activities. From 1941, the quantity of fabric used to make a garment was restricted by rationing, and in the following year, cut and style became subject to Utility regulations. (Britain is known as a nation of hat wearers, and women’s hats were considered so essential to national morale they were not regulated.) In 1942, London’s couturiers formed the Incorporated Society of London Fashion Designers (INCSOC) to design Utility-prototype models and promote their shared interests. Whilest the royal family had enjoyed extensive pre-war wardrobes, they – like the rest of the population – were patriotic and complied with wartime regulations. 	Comment by Faye Parton: Shall we add a sentence listing the members, or at least the key ones?	Comment by Amy De La Haye: I have written a bio entry on INCSOC, but have only mentioned Hartnell and Amies. I can easily add them to the bio?
In her memoir of her time spent as nanny to the two princesses, published in 1950, Marion Crawford related how, when planning a deer stalking trip, ‘as usual the clothes question was acute. There were no coupons to spare for sporting garments, and in the end Lilibet wore the plus-fours of one of her father’s suits.’4 
In their book The Queen’s Clothes, the fashion illustrator known as Robb and the fashion journalist Anne Edwards advised: ‘She has never until very recently been much interested in clothes. “She is too intelligent,” says one of her designers, “to be a fanatic about fashion.”’5 This – and many similar published statements – provides an insight into Britain’s deep-rooted Protestant ethic, whichthat has (unlike many other nations) traditionally militated against – even their Queen – being seen as indulging, and investing capital, in luxury fashion. (In this, we are unlike many other nations.) Indeed, when members of the British royal family wear repurposed garments, and sports and country clothes that have clearly seen long service and been repaired, their parsimony is lauded. But, when it comes to state occasions, notably royal weddings and coronations, nothing less than unbridled splendour is expected. 
Photo Queen on wedding day/or emb detail[PIC5]
When the marriage between Her Royal Highness The Princess Elizabeth and Lieutenant Philip Mountbatten (1921–2021) was announced in July 1947, rationing was still in place (it was not lifted until 1949). To ensure a truly magnificent gown, the gGovernment allowed the Princess an additional 200 clothing coupons (at this time a woman’s long-sleeved woollen dress required 11 coupons). Thousands of tiny pearl and crystal beads were applied to the gown by highly skilled hands onto the gown, forming a design of white roses of York (as worn by the House of York during the War of the Roses), orange blossom (a symbol of purity and fertility) and ears of wheat, a cereal grain first grown in Britain around 5,000 years ago, also symbolising fertility. It took 350 women, each sworn to upmost secrecy, to realise Hartnell’s design, over a period of two months. 	Comment by Amy de la Haye: Lower case g?	Comment by Amy de la Haye: Is it ok that the symbolism of 2 plants are bracketed and the last one not?
Princesses wearing New Look/or NL garment velvet coat 1947[PIC6]
The spring of 1947 saw the post-war revival of Britain’s social season and the presentation by the Parisian haute couturier Christian Dior (1905–57) of his seminal, ultra-feminine and extremely full-skirted New Look collection. While Britain’s Board of Trade condemned its flagrant excess and some women considered the style anachronistic, others – including the pprincesses – were enchanted. Princess Margaret ordered direct from Dior, but Elizabeth – who had the nation’s eyes upon her – went to Hartnell, who ingeniously created, within the regulations, a similar balletic silhouette by padding out the hip pockets.
Hardy Amies tailored costume tbc[PIC 7]
In 1950, when the American Fashion Group invited INCSOC members to show alongside American and Parisian designers, it was requested that participants include designs for Scottish and country weekends;, mornings in town;, Ascot; and court presentations –, areas in which British fashion was seen to lead. These were not their only offerings, however; in 1951, Queen Elizabeth and Princess Elizabeth attended a fashion show at London’s Dorchester hotel, presenting cotton dress styles (‘models’ in this context) designed by INCSOC members. From 1951, Hardy Amies (est. 1945) and Hartnell both dressed the Queen. Amies had the tailoring edge, but romantic gowns were Hartnell’s forté and he was invited to design the Queen’s coronation gown. 
Oliver Messel, printed silk coronation scarf, Jacqmar, 1953.  In 1977 This romantic design was reproduced in silver by Berne Silks for the Silver Jubilee in 1977. [PIC 8]
Britain’s designers and clothing companies created special designs to commemorate and capitalise upon the impending coronation. In 1952, Hartnell employed art school-trained designer Ian Thomas as his assistant designer. Later to become Dressmaker to the Queen in his own right, Thomas worked on the royal robe.
Jacqmar (est. 1932) –, having offered a printed silk scarf, based upon a portrait of the Queen painted by Welsh artist Margaret Lindsay Williams – (1888–1960), commissioned Oliver Messel (1904–78), then Britain’s foremost theatre designer, to design another. Messel also designed a range of brocaded silk dress fabrics for Sekers (West Cumberland Silk Millss, est. 1938), which several London couturiers, including John Cavanagh (1914–2003; est. 1952) and Victor Stiebel (1907–76; est. 1932), ordered for their own coronation collections. The Spring / Summer 1953 collections featured evening gowns with sashes, garlanded flowers and the crinoline-revival style that went on to be soso closely associated with Hartnell, the Her Majesty Queen Elizabeth The Queen Mother and Queen Elizabeth ll during the 1950s. 	Comment by Faye Parton: To the royal household?
Dorothy Wilding, photographic portrait of Queen Elizabeth ll 1953. To accessorise this elegant black silk taffeta gown – affectionately known as the ‘cabbage dress’ – the Queen wore the magnificent diamond necklace presented to her as a wedding gift by the Nizam of Hyderabad. [PIC 9]
Queen Elizabeth ll entered her reign dressed in mourning. By the 1950s, black had become the height of chic for fashionable tailored daywear and evening gowns, but, henceforth, with very few exceptions, tthe Queen reserved black for when it was the appropriate etiquette. One such occasion was her sState vVisit to the Vatican in 1961 to meet Pope John XXIII, when Hardy Amies designed an elegant black silk dress overlaid with black lace (fig. 9). 
[bookmark: _Hlk195691962]Queen Elizabeth ll adored and wore hats designed by many milliners; they became an intrinsic part of her style.. Relatively infrequently worn and easy to store as compared with garments, a veritable variety of these essential accessories are housed in the Royal Collection. Britain enjoys a reputation as a nation of hat wearers and most Most notably, hats form the fashion focus at the Royal Ascot races, held in June each year. Milliners work with London’s designers to form an ensembles and create highly imaginative statement hats. Chosen judiciously, hats can also serve multiple occasions. As Vogue advised itstheir readers in April 1954, ‘A change of hat and it lunches out in town, another switch and it’s quietly correct at the local Horse Show.’6 Queen Elizabeth ll adored and wore hats designed by many milliners. Compared with garments and often infrequently worn, and relatively () easy to store, the Royal Collection houses a veritable variety of these essential accessories that became an intrinsic part of the style of the Queen. 	Comment by Kate Owen: sic or ‘it’s’?
Norman Parkinson, The Queen and Duke of Edinburgh onboard SS Gothic, 1953 [PIC 10]
The Queen is wearing a yellow-and-white striped sun dress with a matching short-sleeved bolero, made by the British textile company Horrockses. Like her father, QE2 was a keen amateur photographer and was often pictured with her camera, wearing its leather case around her neck, during her time off-duty.
FromThroughout the 1950s, for informal spring and summer daywear, QE2 the Queen regularly wore fresh enjoyed wearing stylish and practical frocks made using cotton frocks, printed in floral or striped designs, manufactured by Horrockses Fashions (est. 1946). Did they make bespoke for QE2? Horrockses formed part of the London Model House Group (est. 1950 and renamed the Fashion House Group of London in 1958), whose members produced mid- to upper-market- level, ready-made, fashions. (Since 1983 the industry has been supported by the British Fashion Council.) In 1951 Queen Elizabeth and Princess Elizabeth attended a fashion show at London’s Dorchester hotel, presenting cotton models designed by INCSOC members. As the cotton plant, like cashmere goats, requires a warm climate, British manufacturers import the raw fibres. However, most of her wardrobe comprised garments made from more luxurious materials, notably silk and fine wool.	Comment by Faye Parton: Could maybe say a little more here about the suitability of cotton for a young monarch, often travelling? And then end with something that connects to the ‘wool’ section, i.e. that it was the latter with which the Queen would be most associated?	Comment by Kate Owen: Not sure of significance of this: did the BFC replace the LMHG?	Comment by Kate Owen: Need to relate this statement to previous text: the occasion was designed to showcase the use by British manufacturers of (imported) cotton?


(IMAGES tbc  – Driscoll tweed hacking (?) jackets, 1950s. Mr Driscoll had worked for Hartnell before setting up his own business in 19??. Because of their extensive wear, blouses worn with tailored separates are rarely preserved and the Royal Collection is no exception. Photo with tweed suit, wool stockings and wellies – with Charles as boy Tweed)[PIC/S 11]
A nation’s landscape and climate are instrumental in determining the textiles, yarns and garments that it produces. In Britain, these characteristics are allconditions are conducive to sheep farming. Wool provides the yarn that is woven to create the fine woollen cloth used by the country’s acclaimed tailoring trades, classic clothing brands and knitwear companies, as well as supplying the high fashion sector. Many textile manufacturers who were awarded a Royal Warrant by the Queen during her reign were established during the mid-nineteenth century. Simultaneously, many firms now described as ‘classic’ brands, and specialist shops offering protective clothing for country wear, including hunting, shooting and fishing attire, were formed. Many of their retail outlets were, and remain, congregated in London’s Piccadilly area, close to Mayfair and Savile Row’s globally revered menswear tailors. 
In his lecture ‘Wool in Fashion’, organised by the International Wool Secretariat (est. 1937) and held at the Royal Society of Arts in 1954, Hardy Amies observed: ‘The English woman usually has some feel of the country about her clothes. I think that until six o’clock she likes to look like a woman who has come up from the country for the day and does not live in London. That is in contrast to the French woman who likes to look as though she was born and bred in Paris and would be awfully bored if she had to leave it.’7 Linton Tweeds (est. 1912) invested in the establishment of Amies’ business; such a symbiotic relationship is surprisingly rare within British fashion. 
Tweed, a class of rough wool fabric with a somewhat hairy surface and soft flexible texture, has long been associated with the British royal family and aristocracy. It originated in Scotland and Ireland , however, during the nineteenth century, as a warm, robust and protective fabric for land workers. The use of natural dyes created an earthy- coloured cloth that blended with the rural environment. Queen Elizabeth II2 was a talented horsewoman, passionate about breeding and racing horses, and her equestrian attire, including tweed hacking jackets, also fed into the British fashion identity.
[bookmark: _Hlk195979811]From the 1950s, tweed was no longer reserved for country wear. In September 1951, the American fashion magazine Harper’s Bazaar highlighted how ‘The tradition for beautiful tweeds, impeccably cut and almost everlasting, is one of the glories of London.’8 For Autumn/Winter 1954, the magazine evoked the fashionable tweed palette as ‘predominantly ”pebbly2, in black and white or trout stream colours.’9 Tweeds became increasinglywent on to be increasingly woven in brighter colours and mixed fibres, more suitable for urban wear. 	Comment by Faye Parton: Stray typos here - please review?	Comment by Amy De La Haye: Sorr - random 2 crept in
Photo with headscarf, pearls, twinset and Barbour ?[PIC 12]
It is perhaps Queen Elizabeth IIQE2’s distinctive country and sporting events style that has been most widely emulated: notably her tweed suits, knitted twinsets by Pringle of Scotland (est. 1815), rubber boots and protective outerwear, and not least the printed silk headscarves she wore knotted neatly under her chin. This ‘look’, which is recognised globally, became an intrinsic part of the nation’s fashion identity and has inspired both British and international designers and stylists, who have variously revered and subverted it. 
Balmoral tartan ADD [PIC 13]
As an adult, QE2 the Queen did not wear kilts, but she did wear tartan, a woollen cloth woven in various patterns (known as setts) and known to have been worn in Scotland since at least the 3rd century. for centuries,. The Balmoral design, believed to have been designed by Prince Albert in 1853, is worn exclusively by members of the British royal family and staff working on the Balmoral Estate. It is woven by Kinloch Anderson (est. 1868), Scotland’s leading kilt makers and cCustodians of the Royal Ttartans. British brands and fashion designers have consistently used tartan-patterned fabrics, both in a refined manner and as an act of provocation.
Riding boots and hacking jackets Schneider Boots Inc W & H Gidden bootmakers and saddlers Hurer Boot Ltd? 
John Lobb, brogues, brown leather, DATE? Over the years, the Queen ordered multiple pairs of shoes in this style and wore them in different states of wear depending upon her activities. Bespoke shoemaker John Lobb (est. 1849), who also makes men’s shoes, has had premises in its current St James’s Street location, just steps away from St James’s Palace, since 1866. [PICS 14/15]
Leather is among other materials strongly associated with both Britishness and our royal family’s dress habits. Cattle have been farmed on the British Isles since the nNeolithic period and cowhide – which is durable and strong – continues to be used extensively for saddles, bridles and harnesses, as well as for shoes and fashion accessories, including bags and belts. By the Middle Ages, most towns and villages had their own tanneries, and by the mid-nineteenth century, leather, along with wool, was an economic cornerstone of the country’s wealth. Today, however, there are just some 23 tanneries in Britain making world-class luxury leather products.10 
QE2 in Burberry cape and photo wearing Burberry with headscarf etc. Will add caption if secured.[PIC 16]
Britain is notorious for its chilly and damp climate, and it is no coincidence that the country became market leaders in rainwear. Queen Elizabeth IIE2 regularly ordered coats and capes from Burberry (est. 1856, Hampshire), whose founder, Thomas Burberry, explored the resilience of local farmers’ smocks to develop a waterproof fabric. The Queen also wore the signature waxed cotton and quilted coats and jackets produced by Barbour (est. 1894). In recent years these companies have repositioned themselves as heritage fashion brands, while retaining their existing traditional markets. In her later years, the Queen acquired a collection of transparent PVC umbrellas with various coloured trims that matched her outfits and ensured that she could be seen by bystanders during inclement weather. 	Comment by Faye Parton: These are favoured brands throughout her life?
Hardy Amies unusual modernistic rainwear garment…DATE?
Psychedelic flower dress Floaty ‘boho’ dress in orange, pink and gold 220182 – who designed it?[PICS 17/18]
While the focus of this part of the Queen’s fashion story precludes discussion of her ceremonial state robes, it is pertinent to note that in 1952 – rather than commissioning a time-honoured robe-making firm – QE2 Queen Elizabeth II invited the British fashion designer Marion Foale (b. 1939), while then a student at London’sthe Royal College of Art, to design her mantle of the Order of the British Empire.  Rather unusually, Foale’s design combined a zipped-up overdress with the mantle attached. The robe was made by royal robe makers Ede and Ravenscroft.  In 1952, Ken Fleetwood (1930–96), who had trained as a fashion designer at St Martin’s School of Art in London, joined Hardy Amies in 1952 and ; in 1974, he was appointed dDesign dDirector of the company. Fleetwood was then also responsible for many of the tailored costumes and grand gowns, the latter a particular speciality, worn by the Queen. 	Comment by Kate Owen: Needs to be restructured – a bit of a non sequitur at the moment	Comment by Amy De La Haye: I will take your advice on this...
By the mid-1960s, London had developed its dual fashion identity, with trail-blazing, often art-school-  (rather than industry-) trained, radical and occasionally visionary ready-to-wear designers operating alongside the more formal and traditional couture houses. The Queen necessarily navigated this divergence carefully. During the 1960s she wore her hemlines slightly shorter; ordered suits and coats from **, made using the modern structured triple gabardine fabric and towards the end of the decade commissioned a number of informal long ‘floaty’ dresses, some in very bright and psychedelic inspired woven and printed textiles which she wore on the Royal Yacht Britannia, and WHAT ELSE . Not surprisingly, the Queen avoided dramatic fashion statements and continued both to patronise London’s couturiers and to order from the classic brands.	Comment by Faye Parton: Needs to be expanded.
 ADD PIC Ian Thomas design for QE2 write detailed caption to elucidate his style
ADD S. Parvin & Angela Kelly colour blocking[PICS 19/20]
Having worked as a personal assistant to Norman Hartnell from 1953 to 1970, Ian Thomas established his own couture label in 1969. He dressed the Queen from 1970 and was awarded the Royal Warrant as Dressmaker in 1973. Thomas’s core contribution to the Queen’s dressed appearance was one of elegant restraint. From 2007, Stewart Parvin (b. 1966) designed the Queen’s clothes, creating a series of coat and dress ensembles, often made in each of which was given a name for identification reasons. double wool crêpe and evening gowns in styles often described as ‘classic.’	Comment by Faye Parton: So Parvin took over from Thomas?
Parvin worked closely with fashion designer, dressmaker and milliner Angela Kelly (b. 1957), who served as Personal Assistant, Adviser and Curator to Her Majesty The Queen from 1994 until the Queen’s death in September 2022. Together they developed the simpler, tailored silhouette and the vibrant colour blocking that proved so successful in the Queen’s later years and which was emulated by many older women for whom high fashion trends felt less relevant. In 2006 the Queen appointed Kelly a Member of the Royal Victorian Order for distinguished personal service and promoted her Lieutenant in 2012, at the time of her Diamond Jubilee;  Kelly she was appointed  was appointed a Commander of the Order by King Charles III in 2023. Among the many outfits housed in the Royal Collections is the green Loden coat designed by Kelly that the Queen wore when walking her dogs and on the final occasion when she was pictured riding her beloved horse, Emma .	Comment by Kate Owen: Maybe condense to jus mention the award of ‘Commander’	Comment by Faye Parton: I don’t know - this to me emphasises the ongoing relationship between the two, and with the wider royal family?	Comment by Kate Owen: Check this is correct
Perhaps more than any other media, dress can serve as a holder of deeply personal meanings and memories. Hanging on an archive rail, amidst among Queen Elizabeth II2’s own clothes, is a jacket worn by her father, accompanied by a hand-written note advising it is being kept ‘for sentimental reasons’. It was not until six months before her own death, that the Queen relinquished her mother’s clothes to the Royal Collection. It seems very likely that the items of her own dress she chose to preserve may also have been redolent for her with personal as well as state associations. Which That is what makes this study of her surviving garments, and representations of them, within the narrative of British fashion history, even more compelling. 	Comment by Kate Owen: Requesting / instructing?	Comment by Kate Owen: Check with Caroline


NOTES	Comment by Kate Owen: NB Need to be put in RC house style (i.e. Harvard system in notes, full reference in Bibliography), if notes are retained.	Comment by Faye Parton: FR: I suggest we retain the notes and, to that end, have formatted the notes/created a bibliography in line with RCT style. A few queries to resolve..
1. The term ‘haute couture’, from the French for ‘fine sewing’ or ‘dressmaking’, is a legally protected term that can only be used by fashion houses designated by – at the time – theFédération de la Haute Couture et de la Mode?’ (in 1945, the Chambre Syndicale de la Couture Parisienne (now the French Ministry of Industry). The term ‘couture’ is used to describe London designers who worked along similar lines.	Comment by Kate Owen: Check correct name.

Add date of first designation – 1945?
2. Madame Handley-Seymour annotated her sketches with noting – for the benefit of potential clients – the name of which illustrious haute couturièrere had inspired each model. Her paper archive is held at the Victoria and Albert Museum, London. 
3. Hartnell , Norman (1955), Silver and Gold:, p. 14.
4. Crawford , Marion (1950), The Little Princesses. The Story of the Queen’s Childhood by her Nanny, Marion Crawford: , pp. 159– –60).
5. Robb and Edwards , Anne (1977), The Queen’s Clothes: p. 21.
6. Vogue, April 1954, p. 12.	Comment by Faye Parton: Amy, see the bibliography - we require some additional details, if possible, re. this source. I can then update the notes. Same for notes 8 and 9 below..	Comment by Amy de la Haye: I will find them and send separately -
7. Amies , Hardy (1954), Wool in Fashion, Dept of Education of the International Wool Secretariat:, p. 3.
8. Harper’s Bazaar September 1951,: p. 67.
9. Harper’s Bazaar, January 1954,: p. 125.
10. Over the course of the mid-to-late nineteen19th century many workers chose better paid work ay and working environments and moved to the cities. The mass production of cheap, light weight and resilient synthetic fibres and cheaper leather imports fuelled the further demise of Britain’s leather industry. From the 1960s, when cheap synthetic materials became widely available, along with lower- price imports, it fell into further decline.



Add/delete these images and captions: 
Aran cardigan photo  – 
The Aran (or Arran) knitted sweater takes its name from the Aran Islands, a group of three islands that lie off the west coast of Ireland and was first worn in the local fishing communities there. The classic Aran sweater as worn by the Queen is still made today, using unbleached wool and featuring traditional stitches, each of which have a symbolic meaning: the honeycomb, for example, represents the diligent labour of the bee, while basket stitch was considered lucky for a good fishing haul.
Norman Hartnell evening gown, embroidered silk satin, designed for the Royal Tour of Canada in 1957. 
Many ceremonial and evening gowns were crafted in shades of white, ivory and cream silk to accommodate the coloured Orders conventionally worn on the occasion of State Visits. The Queen had to be visible from all angles, and accordingly Hartnell covered the back of the dress with the same three-dimensional beading that appeared on the front. This made the skirt so heavy that two interior waistbands (made from grosgrain) were required to support it. The Queen commented to her confidantes how uncomfortable it was to wear the dress while seated.

