Vignettes from Gala Dalí’s Wardrobe
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Introduction
Gala Dalí (1894–1982, b. Kazan, Russia, d. Portlligat, Spain) was a charismatic, modern woman who possessed a sharp intellect, tenacity, and a creative eye. She was stylish, enjoyed fashion, and, as painted portraits and photographs reveal, she wore clothes well. From at least 1927, Gala dressed in luxurious haute couture and ready-to-wear garments bearing the labels of international fashion’s most cutting-edge designers. From the time she fell in love with Salvador Dalí, she preserved for posterity masses of material that recorded their daily lives and art, including a large group of garments they’d both worn. 
Gala was revered as model and muse to major artists Man Ray, Max Ernst, and Giorgio de Chirico, as well as Salvador Dalí, and she was one, of just two or three, women accepted into Surrealism’s masculine inner circle. Throughout her adult life, Gala also actively supported the creative endeavours, careers, and income generation of her two critically acclaimed husbands – the surrealist poet Paul Éluard (1895–1952) and Dalí. Rightly, she desired individual recognition.
Fashion is but one means of individualising the self; it is one that Gala employed with characteristic aplomb. I surmise that both of her husbands also harnessed fashion to determine how they wanted her to look.
This essay features a series of vignettes which explore the design, materiality, and fashion contexts of selected garments worn by Gala. It also ponders the absent dress. The ambition is to amplify existing dress historical knowledge and to glean insights into the construction of Gala’s dressed appearance (which embraces grooming and demeanour as well as material garments), identity, personal taste, and lived experience.
Beforehand, a brief introduction to Gala’s dress collection and personal style is provided, and the scene is set for the fashion gifts Gala received from men.
 
Gala Dalí’s Wardrobe and Personal Style
Gala preserved about 400 items of her own dress; I variously refer to this grouping as her collection, archive, or wardrobe.[endnoteRef:1] She put aside items of everyday outerwear, underwear, swimwear, and accessories, as well as luxury fashion. This suggests that she was sensitive to the unique potential for dress – all types of dress – to function as a holder of memory, souvenir, and/or legacy, as well as appreciating its design and craft merits. [1:  See my introductory chapter on the specificities of collecting dress, published in the special edition of Fashion Theory on collecting dress which I guest edited, vol. 22, nos. 4–5 (2018).] 

The garments featured in this exhibition comprise – with one exception – examples of international haute couture (from Paris), couture and fashionable ready-to-wear, and mostly smart day and evening clothes.
During the 1930s, Gala wore designs by top Paris houses Chanel and Schiaparelli; sadly, none of her Chanel garments or costume jewellery survive. During the Second World War, when the international city of fashion was invaded by Nazi forces, the Dalí’s travelled to America where Gala ordered, and later preserved, a glamorous gown by Hollywood designer Howard Greer. 
Later in the 1940s, she had two summer daywear ensembles made using fabrics featuring printed designs by Dalí. In Paris, Gala ordered luxurious evening wear from Christian Dior, Jean Dessès, Hubert de Givenchy, and Cristobal Balenciaga. A full-skirted, bright red, silk evening gown by Dessès, dating from 1956, is well worn, suggesting it was a firm favourite (cat. I.56).
Circa 1947, whilst in New York, Gala bought a dark red, silk velvet jacket with thick metallic gold lace ornamentation across the shoulders from Arthur Falkenstein, a designer popular amongst ‘arty’ dressers. The following year top fashion photographer Horst P. Horst photographed her modelling it for Vogue magazine. In several snapshots, dating from about 1958 and through the 1960s, she can be seen wearing a blouse, with an embroidered eye-like design, by Oleg Cassini, who was also based in New York.
Gala kept a 1963 1967 pink silk and lamé daywear ensemble from Pierre Cardin (cat. I.62) and a long silk dress in moody colours, with a bohemian feel, by Marc Bohan at Dior dating from about 1970 (cat. I.66). She also shopped at Italian fashion houses Emilio Pucci and Gucci. One of the last items she preserved is an early 1970s long red evening gown, with gold thread patterning, by New York designer and beauty empire owner Helena Rubinstein.
Summer snapshots taken in the South of France and Spain during the 1920s and 1930s capture Gala wearing fashionable garçonne-style sportswear. They also portray the couple wearing near-matching outfits. Their clothes are modern, but otherwise unremarkable; posed together they look – as intended – entirely striking (fig. 1, cat. II.13). A rare early item of fashionable casual dress in Gala’s collection is a white silk vest with a deep V-neck accentuated by golden yellow silk, which resembles Patou’s modernist daywear styles.
From the later 1920s the ‘Riviera set’ augmented their fashionable resort wear with an ‘authentic’ nautical uniform. Gala preserved her sailor’s jumper, with its distinctive square shawl collar, made in white duck (a heavy cotton) with blue trim, dating from the 1950s (cat. I.57). 	Comment by SKIRA: Could you confirm that this is the exhibited work?	Comment by Amy de la Haye: I don’t know, please ask Judith Clark
In Spain, she ordered fashion clothing from the Barcelona-based house El Dique Flotante (cat. I.59), and she preserved a golden-yellow, ready-to-wear trouser suit, dated about 1972, by American designer Ken Scott for the Madrid-based luxury fashion house Loewe. 
Snapshots taken in colder climes picture Gala clad in fur coats, thick wool tailored skirts, and sometimes trouser suits whose jackets were nipped in at the waist. Apart from beach sandals, she generally wore sturdy leather shoes or strappy evening sandals with mid-height heels. 
Evaluated as a group it becomes clear that, with reference to her ‘special’ clothes worn in public spaces, Gala had a penchant for wearing bright red, golden-yellow, orange, pink, and coral colour tones; animal prints; glistening lamé fabrics and gold foil embroidery. And, she loved combining red and gold, matador, ecclesiastical, and monarchic styles. But first and foremost, she drew attention to her face and mesmeric, obsidian eyes. She favoured garments with ornate necklines and wore striking costume jewellery necklaces designed by Chanel, Schiaparelli, Mimi di Niscemi, and Kenneth Jay Lane, as well as pearls. She had her hair cut short or styled away from her face and generally chose hats with small or upturned brims or no brim.
When Gala died in 1982, most of the clothes she’d preserved were stored in the house at Portlligat. Recently worn items remained at Púbol Castle. In 1996, hers and Dalí’s clothes were brought together, catalogued, and moved to new storage facilities at the Gala-Salvador Dalí Foundation. Dali wrote about fashion and the clothes the couple wore; Gala did not – although she did actively support Dali with his writing.
More recently, the foundation has drawn attention to Gala’s life and achievements by writing about and exhibiting items from her archives. The Awakening of the Myth: Gala Dalí (2025–2026), cocurated by Bea Crespo, curator at the Centre for Dalinian Studies, and Noelia Collado, deputy content director at La Roca Village, with artistic direction from Montse Aguer, director of the Dalí Museums, featured fashionable dress from Gala’s collection.
 
Gala Éluard’s Gifted Fashion Experience
In 1927 Paul Éluard, received an inheritance from his father. One of her biographers, Tim McGirk, states that ‘as a surprise he filled Gala’s wardrobes with new dresses from the most artful couturiers’, but he does not elaborate.[endnoteRef:2] Éluard’s mother was a dressmaker. He grew up engaged with fashion practices and appears to have felt confident choosing for Gala. [2:  Tim McGirk, Wicked Lady: Salvador Dali’s Muse (London: Hutchinson, 1989), 55.] 

As haute couture is fitted on the client’s body, it is possible that Gala had previously placed orders with the respective Paris houses, whose tailoring and dressmaking atelier would have held records of her measurements. But, because the couple were not incredibly wealthy, this seems unlikely. Under any circumstances, this was an exceptional gift. And as such, it might be argued that Éluard denied Gala the opportunity of the pleasures of personal experience, choice, and expression. 
Surely, Gala would have loved to make an appointment to visit these luxury fashion houses, to sip a drink while viewing their collections, make her final selections, and then request any small personal adjustments. Gala had a strong sense of self; she could be gregarious, was intrepid, and her ferocity was renowned. Ultimately Éluard determined how he wanted her to look. It would be fascinating to know how she experienced this and future fashion gifts. 

A Tigress in a Little Black Hairbow: Gala and Chanel 
As Gabrielle ‘Coco’ Chanel’s (1883–1971) label was in fashion’s vanguard and mixed in the same artistic social circles as the Éluards, it is likely that orders were placed at her Paris house.
Contradicting McGirk’s narrative, another biographer, Michèle Gerber Klein, notes, ‘Nothing appears to have been spent on clothes during this period, although Chanel, to whom Éluard had sent a signed copy of Mourir de ne pas mourir, probably began lending Gala outfits as early as 1930’.[endnoteRef:3] Certainly, Gala wore Chanel dress and accessories from this period through to the 1960s. [3:  Michèle Gerber Klein, Surreal: The Extraordinary Life of Gala Dali (London: Virago, 2025), 112.] 

Chanel always served as her own best fashion model and chose professional mannequins, friends, and clients whose looks resembled her own to promote her label. That is, women who were lithe, dark eyed, with dark bobbed hair, and innately stylish. Women just like Gala. Klein writes that Chanel ‘knew a winner when she saw one and certainly recognized the angular Mme Éluard’s value as an informal ambassadress for Chanel haute couture’.[endnoteRef:4] Both women reframed what it meant to be female, modern, and fashionable. [4:  Klein, Surreal, 112–113.] 

And their similarities extended further. Gala and Chanel both experienced early life hardships; they were immensely talented and tenacious; possessed autocratic, uncompromising personalities; and strove for the social freedoms that financial independence could bring. They were also superstitious, drawn to wheat, which symbolises prosperity and luck. Gala wore a Schiaparelli evening jacket embroidered with a design of wheat, and she placed, in her dressing room at Púbol Castle, a spray of wheat in a small, curved vase near the mirror for good luck.[endnoteRef:5] Chanel incorporated wheat motifs into her fashion designs and interior furnishings. [5:  Klein, Surreal, 242.] 

In 1942 Dalí declared, in writing, that Chanel was his best friend.[endnoteRef:6] He gifted her his small painting titled Épi de blé (1947); a small portrait of a single ear of wheat on a black ground. He pronounced, ‘Above all Chanel was the being possessing the best dressed “body and soul” on earth’.[endnoteRef:7] Rumours abounded they were having an affair, which is unlikely, and he visited her into old age.[endnoteRef:8] Naturally, little warmth existed between the two women. [6:  Salvador Dalí, The Secret Life of Salvador Dalí (New York: Dover, 1993), 369.]  [7:  Dalí, Secret Life, 383.]  [8:  Pierre Galante, Mademoiselle Chanel (New York: Henry Regnery Company, 1973), 257.] 

From around 1937 Gala wore a black silk hair bow designed by Chanel. It was a style that, from about 1960, became so entwined with Gala’s sense of self that she asked to be buried wearing one, along with her cherished red silk velvet gown designed by Christian Dior.[endnoteRef:9] The history of black ribbon hair bows can be traced back to 17th-century female equestrian attire and to mid-to-late 18th-century fashionable menswear. Both design sources, along with the use of black, became hallmarks of Chanel’s style. [9:  Klein, Surreal, 268. Klein was advised by Maria Albaretto, who bought some of Dalí’s paintings.] 

In 1938 the Dalís spent four months as guests at Chanel’s home ‘La Pausa’, perched on the hilltop at Roquebrune-Cap-Martin, near Monaco. Snapshots capture Gala wearing ‘Chanel style’ vest tops, loose trousers, shorts, and sandals in white and light-coloured fabrics. Klein notes, ‘The dress code was elegant but very relaxed. Chanel favored her signature chic, tight sweaters over flared navy trousers and red rubber-soled espadrilles. Ever provocative, Gala dressed in Schiaparelli clothing she had either inspired or helped design’.[endnoteRef:10]	Comment by SKIRA: We see quite a few photos taken at La Pausa, but we are not sure whether any of them can be matched precisely.	Comment by Amy de la Haye: No, they can’t. These snapshots evidence the summer casual dress that does not survive. [10:  Klein, Surreal, 143.] 

McGirk observes, ‘For an artist he [Dalí] was rich but that did not stop Gala from badgering Chanel to give her gowns at bargain prices or, preferably, for free. Gala would wear these creations until they literally disintegrated, twenty years later’.[endnoteRef:11] This may partly explain the absence of Chanel garments in the archive. [11:  McGirk, Wicked Lady, 98.] 

Following the Second World War, Gala recognised that to remain commercially successful, Dalí would have to adapt to shifting international art markets and arranged for him to lecture in New York on the death of Surrealism. Klein states, ‘Gala, who was as much as a performer as her husband, had designed the moment in detail; Salvador would be wearing an immaculate pin-striped suit. She would stand behind him enigmatically, dressed in dove-gray Chanel’.[endnoteRef:12] On this occasion, Gala employed understatement to make a statement. [12:  Klein, Surreal, 154.] 

From the 1960s she regularly wore flattering black ribbon hair bows to clasp her hair at the back. The archive houses an example from an American firm called Lazo and a navy-blue silk velvet bow attached to a hair comb (cat. I.76). Gala also preserved a 1930s hat with a black silk velvet bow and hair veil designed by milliner Suzanne Rémy and another similar design by Herman Patrick Tappé dating from the 1940s.
In 1979 Robert Descharnes, who often worked with the couple, photographed Gala from behind as a study record for Dalí’s painting Battle in the Clouds (c. 1979). She sits cross-legged on top of a rustic brick wall, modelling her moiré velvet weavetaffeta weave blazer with a tiger-stripe pattern, designed by the Parisian boutique designer Maurice Renoma, known for dressing rock and art royalty (fig. 2, cat. I.68). From this perspective, her perky Chanel hair bow, worn decoratively on the top of her head, resembles feline ears. Hopefully, Gala wore her little black hair bow, designed by Chanel, into her afterlife too.	Comment by Cinzia Morisco: The descriptions of the garments in the essay do not always match the captions. Here, for example, the text refers to taffeta, while the caption reads moiré velvet. We suggest to make it consistent follwing what is said in the caption.	Comment by Amy de la Haye: Thank-you. I agree and they clearly know.  But, as velvet is a weave technique and not a fabric, please can they specify if it is silk or cotton.

Bold Red and a Shoe on Her Head: Gala Wears Schiaparelli
From the mid-1930s Gala wore designs by the Italian born, Paris-based, haute couturière Elsa Schiaparelli (1890–1973). Born in Rome to an intellectual family, Schiaparelli was self-taught in art and fashion, she mixed socially and collaborated with artists, collected modern art, and embedded art historical references into her work.
Sociopolitically, the 1930s were a tumultuous decade in which many fashion designers and their clients sought refuge in the past, fantasy, and escapism. The more decorative aspects of Surrealism fed into this – mostly evening wear – fashion milieu. Dalí’s cocreative work with Schiaparelli, undertaken from the mid-to-late 1930s, resulted in some of fashion’s all-time, most innovative, profound, and witty designs. Their importance and originality was, from the outset, recognised in print media and by collectors, academics, and curators. Ever contrary Dalí, who also designed fashion advertisements and famously opined that, ‘Nothing is in fact more tragic and vain than fashion’.[endnoteRef:13]	Comment by India Gray: We have deleted “contributed to” because it seems that a word is missing after it.	Comment by Amy de la Haye: Thank-you! [13:  Dalí, Secret Life, 339.] 

Gala’s collection includes a long, bright red, wool evening coat with gold-braided buttons from Schiaparelli’s, military-themed, Autumn/Winter 1935 collection (fig. 3, cat. I.48). At this time, wool was generally deemed too informal for evening wear. In her study of red in fashion, Dr. Valerie Steele explores how the colour is associated with heat, female sexuality, revolution, and radical politics. And, that in the animal world it functions as attraction and warning.[endnoteRef:14] A caption for a similar evening coat, published in the October 1935 issue of British Vogue, eulogised that it was ‘a coat that brought the house down. Strong revolutionary red. Horse-guard’s cloth, thick as felt, cut as relentlessly as for an army man. Brass buttons. Straight sleeves. It’s the smartest swing left of the decade’. The buttonholes of Gala’s coat are surrounded by dull metallic gold braid sewn to resemble the silhouette of an eye; once fastened the round buttons resemble eyeballs. [14:  Valerie Steele, The Red Dress (New York: Rizzoli International Publications, 2001).] 

From 1936 to 1939 Edward James (1907–1984), the British poet and preeminent surrealist collector, became Dalí’s foremost patron. As part of their business arrangement, and through his growing friendship with the couple, James sent Gala gifts of Schiaparelli haute couture. A letter in James’s archive (written in French and translated into English) from Salvador to Edward dated 9 December 1935, reads, ‘Gala adores and cries with joy over the evening dress you chose for her; I don’t think it could have been bettered either’. Five days later James responds, ‘Thank you to Gala for her message on your letter . . . Schiaparelli writes to me that the red velour dress suits her very well’.[endnoteRef:15] [15:  Email correspondence with Simon Coleman, archivist at West Dean, 11 March 2026.] 

Another letter, undated from the later 1930s, from Edward to Salvador reminds Dalí of his promise to illustrate a book for him, ‘in return for the evening dress which you charged on my account at Schiaparelli’s’ (Gala was not the only female recipient of his gifts). James was irked that Dalí had ordered the dress prior to his arrival in Paris; he wanted to help choose it. Furthermore, Dalí had picked the most highly priced one in the collection (costing 20,000 francs it represents £25–30,000 in 2026). As such, James proposed they jointly gift it to Gala for Christmas. James also references another dress that he gave Gala two years earlier – ‘a brown velvet one’.[endnoteRef:16]	Comment by India Gray: Could we explicit who gave the coat?
	Comment by Amy de la Haye: The outcome was not evidenced 	Comment by Amy de la Haye: Missing word - apologies. I’ve now added it, ‘he’ [16:  Email with Coleman.] 

A gift from a friend is of course their prerogative. But, it could be argued that Dalí, like Éluard, demonstrated exclusionary and controlling behaviours concerning how Gala dressed in public. Apart from the shoe hat, described below, she does not appear to have owned other radical designs, such as a lobster or tear-print evening dress.
In 1933 Gala took a snapshot of Dalí balancing a pair of her slippers, one atop his head and the other on one shoulder. Dalí wrote, ‘All my life I have been preoccupied by shoes, which I have utilized in several surrealist objects and pictures, to the point of making a kind of divinity of them. In 1936 I went so far as to put shoes on heads: and Elsa Schiaparelli created a hat after my idea’.[endnoteRef:17] The couple attended Schiaparelli’s autumn/winter 1937–1938 Paris show where the shoe hat was modelled. It was offered in two colourways, solid black silk velvet and black with the high, curved, conical heel in shocking pink.  [17:  Dalí, Secret Life, fn 122.] 

André Caillet photographed Gala wearing the black model with a sleek black evening ensemble featuring an erotic embroidered lip design, based on the contours of Hollywood star Mae West’s lips (fig. 4, cat. II.26), on the jacket’s pocket openings. Adjacent to Gala, a wax mannequin bust, with pronounced breast forms, dons a similar black shoe hat. Betwixt is sited a large model of an orchid, which is a very particular flowering plant. It’s nomenclature stems from the Greek word for ‘testicle’, and its lower petal flower structure resembles female genitalia. In 1947 Gala gifted her black shoe hat to her daughter Cécile Éluard; in 2013 it became part of the collections of Palais Galliera.	Comment by Cinzia Morisco: This photo is also fig. 8 in McKever’s essay, where, incidentally, it says that the mannequin is a work by Dalí. Decide where to leave.
In 1939 the Dalí’s were photographed informally by Herbert Gehr; they are standing with Jane and Kenneth Clark, art patron and art historian/critic, at the event celebrating the opening of the Museum of Modern Art in New York. Gala wears a dark red silk velvet jacket, ornamented with an embroidered gold foil and silk thread design depicting ears of wheat and pink and blue flower heads, also from Schiaparelli’s Autumn/Winter 1937–1938 collection, with a long dress. Gala was given the dress that matched the jacket but didn’t keep it. Another Schiaparelli receipt sent to James, dated 16 June 1938, reads:

embroidered velvet jacket (4200 francs), dark red evening dress (3800) – both purchased on 29 Oct. 1937
red silk dress exchanged (3800 francs) – purchased on 25 Jan. 1938.[endnoteRef:18] [18:  Email with Coleman. ] 


This reveals that, while the dress was made to fit Gala’s petite body and would have been hard to resell, she – exceptionally – was permitted to exchange it.


Flower Heads and Brick Walls: Printed Dress Fabrics
During the later 1940s Gala wore a matching skirt and jacket ensemble, made in white rayon crêpe featuring Dalí’s Flower Ballet print (fig. 5, cat. I.53). This is a repeat design of a series of lyrical and phantasmic dancing, treelike figures printed in forest green and outlined with sketchy black lines. Their heads comprise a profusion of pink and yellow flowers, also outlined in black. Females figures with floriferous heads featured in Dalí’s artwork from 1935 to 1981 and formed the title of his paintings Woman with a Head of Roses (1935) and Woman with a Flower Head (1937). In 1939 American Vogue commissioned the artist to re-present this theme for the cover of their 1 June issue (cat. II.42). The length and width of the skirt, which are longer and fuller than wartime styles, indicate it was made around 1948.
A high-waisted, halter-neck, mid-length summer dress with matching tailored jacket, also dating around 1948 1947, is made from a very different Dalí-designed fabric (cat. I.52). The trompe l’oeil print design depicts multiple, irregularly shaped apertures, within which sections of red brickwork are outlined in black. These appear to float on a Schiaparelli shocking pink-coloured ground. In true surreal style, Dalí explores tensions between light and heavy; buildings and the body as human containers; and it elevates the banal. Similar brickwork features in one of the artist’s double portrait Madonna of Port Lligat (1949/1950) and his 1946 Bryans stocking advertisement. Dalí understood the nature of dress fabric. His designs are effectively printed onto pliant fabrics that are tailored and draped on the female body. Neither outfit is labelled; presumably they were made to Gala’s specifications by a dressmaker.	Comment by SKIRA: If we have changed a date, it is because our captions use a different date.	Comment by Amy de la Haye: fine	Comment by SKIRA: In the catalogue, there is more than one advertisement for these socks, but we can’t find the exact match.	Comment by Amy de la Haye: I found it online
Gala also preserved a beautiful cocktail ensemble designed by the Parisian couturier Jean Dessès (1904–1970). Dating around 1960, it was made of silk and printed with a Dalí lithograph design from the series Pages choisies de Don Quichotte de la Manche (1957) (cat. I.38). She wore it often and it is now very fragile.

Hollywood Glamour: Gala Wears Howard Greer
During the 1930s, the design of Hollywood film costumes exerted a powerful influence on fashion at all market levels. In 1941, when the Dalís visited the house of Greer in Beverly Hills. Howard Greer (1896–1974) was a household name, famous for costuming film stars Joan Crawford, Greta Garbo, Marlene Dietrich, and Katherine Hepburn. He opened his first fashion house in 1927, where his glamorous evening gowns attracted Hollywood’s glitterati. 
In his business memoir, Designing Male (195154), Greer recalls how Gala declared– after ensuring he was fully aware of who the Dalís were – that she ‘would like something very chic and outré to wear’ for the vernissage of an exhibition of Dalí’s paintings in just three days’ time. After selecting a ‘draped décolleté number of gold brocade’,[endnoteRef:19] Gala informed him that ‘everyone’ in Paris gave her a great discount, elaborating how ‘Madame Schiaparelli dresses me for nothing, because my husband give to her the idea of draws opening on the chest. What do you do for me?’ When Greer willingly agreed to exchange the gown for one of Dalí’s paintings, even a very small one, Gala retorted, ‘We pay cash. And what you ask!’[endnoteRef:20] She was notorious for commanding the highest – often outlandish – prices for Dalí’s work, and this would not have been to their financial advantage. She later preserved the curvilinear, pale pink-and-gold brocaded  brocaded silk evening gown that Greer crafted for her, at very short notice, to wear to this high-profile event (fig. 6, cat. I.50).	Comment by SKIRA: Attention: here it says 1954, while the note gives 1942, but I found that the first edition is from 1951. May you confirm? 	Comment by Amy de la Haye: Thank-you. Apologies - my error. You are fabulously thorough!!!
  My British edition notes it was first published in 1952. So 1951 in the US makes sense. My quote is from the British edition first published by Robert Hale Limited in 1952.	Comment by Cinzia Morisco: Here, too, the fabric description does not match.	Comment by Amy de la Haye: I have removed brocaded - does that now correspond?	Comment by Amy de la Haye: It says brocade in caption so reinstated [19:  Howard Greer, Designing Male (New York: G. P. Putnam’s Sons, 1942), 213.]  [20:  Greer, Designing Male, 214.] 


The Dalís and Christian Dior
For fashion comes from a dream and the dream is an escape from reality.
—Christian Dior, Talking about Fashion
As a young man, Christian Dior (1905–1957) co-owned a small avant garde art gallery in Paris, opening in 1928, which specialised in abstraction and Surrealism and sold Dalí’s work. Dior became an immediate fan and collector, and the two men became friends and later worked creatively together.
In homage to Dalí, Dior named a gold-brocaded black silk evening ensemble, from his Autumn/Winter 1949–1950 ‘Milieu du Siècle’ collection, after the artist. The Anna Wintour Costume Institute at the Metropolitan Museum of Art houses an example of this model. In 1950, Dior and Dalí codesigned the futuristic Costume of the Year 2045, which now forms part of the collections at the Museum of Art of São Paulo Assis Chateaubriand. And, in 1951, with Gala they created their ‘Phantoms of Venice’ costumes for Carlos de Beistegui’s legendary 1951 ‘Bal du Siecle’. This relationship was explored in the exhibition, curated by Bea Crespo and Clara Silvestre, titled Gala/Dalí /Dior: Of Art and Fashion (2020–2021) held at Púbol Castle.
Dior shared Dalí’s preoccupation with ‘flowerlike’ women (a cultural theme that recurrently arises, notably at times when men most fear the ‘woman question’). Dior was an anthophile (a person obsessed with flowers) and a talented gardener. His Spring/Summer 1949 ‘Trompe l’oeil line’ was one of his most floriate and finest collections. The designer explored volume, form, and illusion via innovative cutting techniques, fabric manipulation, layered detailing, and masses of floral ornamentation. 
Gala eschewed the more conventionally romantic models in favour of an ‘edgy’, white silk cocktail gown, emblazoned with a black, ‘dark’ fairy-tale-like, interwoven floral and foliate design embroidered in thick velvety wool chenille threads. The fabric surface twinkles with a scattering of sequins, rhinestones, and green gemstones. With its neat, rounded blouse, collar, and short sleeves, the dress is simultaneously modern and modest. Dior named the model ‘Musée du Louvre’(fig. 8, cat. I.54). Gala wore it many times, often to attend events in New York. 
From the same collection Gala ordered and preserved a bright red silk twill evening coat, named ‘Saint Ouen’, presumably after the robes worn by the prominent 7th-century Frankish bishop and/or Le Marché aux Puces de Saint-Ouen’s famous vintage market. It is a waisted garment with full skirt, angular neckline, fine black piping, and black cuffs; it fastens with a single black passementerie strap and has an unusual, petal-like, fluted front bodice. The central back skirt seam is split to the waist. Comparative analysis with sketches and photographs of the original design reveal that – at some point – Gala had alterations made. These include the removal of the collar lapels and flap pocket sited over each breast (fig. 7). Dior would have been greatly displeased by this intervention. Gala would have cut a dashing figure wearing the coat in both iterations.

An Eye on a Blouse: Gala Wears Oleg Cassini
Several surviving snapshots picture Gala wearing a blouse designed by Oleg Cassini (1913– 2006), who shared her Russian heritage and whose matriarchal line was Italian. Cassini spent much of his youth living in Florence and opened his first fashion house in Rome, where his mother worked as a fashion designer copying Paris models.
From 1939 to 1942 he designed film costumes for Paramount in Hollywood, where he mixed in the finest circles and was briefly engaged to Grace Kelly. He opened his high-end ready-to-wear house on New York’s Seventh Avenue in 1952.
Around 1958 Gala bought a long-sleeved, white cotton blouse with soft round collar, embroidered on the front with a design of eye shapes in mid-blue threads from Cassini’s boutique. The design and palette bear resemblance to Dali’s The Eye of Time jewel (1949) (cat. I.41). Gala teamed the blouse with various pairs of Capri pants; some made in plain fabrics, others in a glistening fabric with a circular pattern or geometric designs (fig. 9). 
In 1960 Cassini received fashion’s greatest accolade when he was appointed as Jacqueline Kennedy’s personal couturier. 

Italian Style: Pucci and Gucci
By the 1950s, Florence and Rome had become independent fashion cities, celebrated for their youthful chic, fine leathers, and innovative textiles. Gala preserved two garments by top Florentine houses Emilio Pucci (1914–1992) and Gucci (est. 1921). At Pucci, she chose a tunic and skirt ensemble, with string waist tie, made in silk printed with a bold, fantasy jungle-like, foliate design in mustard, dark orange, and brown colour tones on a white ground (cat. I.58). It is markedly different from the kaleidoscopic, psychedelic textile designs, printed in vibrant colours, that Pucci became famous for. Dating from the early 1970s is a double-breasted red suede coat with curved lapels and mid-blue striped trim around the cuffs, belt, and patch pockets (cat. I.69). 
Gala’s wardrobe, and photographs of her taken later in her life, reveal that she continued to derive pleasure from fashion and made stylish choices that ensured she stood out. 



<PICTURES (I need more information, once secured I can finalise caption texts>	Comment by India Gray:  We tried to insert the callouts with "Fig." within the text but we ask for your confirmation and help

1. Gala and Salvador Dalí at L’Hotel du Portugal at Vernet-les-Bains, 193. GD Foundation image: 14978 (cat. II.13)      	Comment by Amy de la Haye: The full date is not written - 193...
[image: image]
2. Gala in Chanel hair bow posing for Dalí’s Battle in the Clouds, 1979. Photo: Robert Descharnes © Descharnes & Descharnes sarl (cat. I.68)	Comment by Cinzia Morisco: The descriptions of the garments in the essay do not always match the captions. Here, for example, the text refers to taffeta, while the caption reads moiré velvet. We suggest to make it consistent follwing what is said in the caption.	Comment by Amy de la Haye: Please use the Foundation analyses	Comment by Amy de la Haye: Please can I also have the photograph to illustrate my text,  as it is important to my vignette title and concluding remarks?
[image: ] 

3. Schiaparelli, red wool and gold braid coat, Autumn/Winter 1935. Fundació Gala-Salvador Dalí (cat. I.48)
[image: ] 

4. André Caillet photograph of Gala wearing the Schiaparelli/Dali shoe hat shoe hat, 1938. Dali Foundation (cat. II.26)
[image: ] 

5. Dressmaker made ensemble in rayon crêpe printed with Salvador Dali’s Flower Ballet design. Fundació Gala-Salvador Dalí (cat. I.53)
[image: ] 
6. Howard Greer, silk brocade evening gown, 1941. Fundació Gala-Salvador Dalí (cat. I.50)
[image: ] 

7. Christian Dior, silk twill evening coat, Spring/Summer 1949 ‘Trompe l’oeil line’, altered by Gala Dalí. Fundació Gala-Salvador Dalí
From Fundació Gala-Salvador Dalí?






8. Christian Dior house mannequin modelling silk cocktail dress with wool chenille embroidery from the Spring/Summer 1949 ‘Trompe l’oeil line’. © Association Willy Maywald/ADAGP, Paris 2025 & Collection Dior Héritage (cat. I.54)
[image: ] 

9. Robert Descharnes photographic portrait of Gala and Salvador Dali; Gala is wearing her embroidered blouse designed by Oleg Cassini. 1958. Photo: Robert Descharnes / © Descharnes & Descharnes sarl
From Fundació Gala-Salvador Dalí? Is it correct?	Comment by Amy de la Haye: Perfect - thank-you!
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Notes	Comment by SKIRA: We have rearranged the references to their sources in notes 16–19; please confirm that the sequence is correct.	Comment by Amy de la Haye: Please note that 19 is quoted from my British 1952 edition. The pages of the US copy may not correspond	Comment by Amy de la Haye: Quotes/ ref numbers are correct - thank-you.
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