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Dinner dress of blue gros-grain and pink faille, trimmed with Valenciennes lace
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PREFACE

feature. These are derived from various sources. Contemporary fashion-

plates are informative, but should be accepted as being slightly

diagrammatical and also as somewhat ahead of the current modes.
During most of the century they were of French origin, so that they are not,
by themselves, reliable guides to English fashions. I have tried to correct
the balance by adding a certain number of contemporary portraits and
photographs. These tend to be somewhat behind the fashions of the day and
are often vague in their details. The colour-plates are from specimens in my
collection which have been photographed in colour by Mr. P. Sansalvadore,
to whom I am greatly indebted for the infinite trouble taken to obtain the

results shown in them. *

I should like to express my best thanks to Miss Mary Gardiner for her
accurate drawings from specimens in my collection, to illustrate technical
details which are not usually shown in fashion-plates.

The illustrations of headgear have been drawn by my wife, basing her
designs on contemporary plates. She is also responsible for the notes on that
branch of the subject.

I am much obliged to the proprietors of ‘The Queen’, ‘The Lady’ and
Messrs. Weldon for permission to use certain illustrations from their
respective publications.

There are many others to whom my grateful thanks are due for help in
preparing this book, in particular my secretary, Miss D. E. Coleman, by
whose patient labours numerous imperfections have been removed and
omissions repaired. By the courtesy of Messrs. Liberty & Co., Messrs.
Burberry Ltd., and others, much useful information has been put at my
disposal. The curators of museums throughout the country have been most
kind in allowing me to examine the specimens in their charge, and many
private individuals have likewise let me study their heirlooms.

But I am conscious that there is one whose claims to my gratitude are
beyond all others. Characteristically she has preserved a ladylike
anonymity; indeed to be publicly named would have shocked her nice

IN a work of this nature the illustrations are necessarily an important



standard of conduct; I will not therefore commit that outrage. But I must
hint that it was she, my unnamed benefactress, who, in a material fashion,
supplied not only the subject of this book, but also the objects about which
it deals. It was her personality they once adorned. They reflect not merely
her impression of passing events, but in a subtle way they indicate her
criticism. They are dumb witnesses against—God help him!—the man of
her times, for they were moulded according to the standards he ordained. It
1s his ideals, therefore, which these cast clouts of hers reveal. How
cunningly they display the nature of the man in concealing that of the
woman! How precisely she always measured the length of his foot! It was
by such weapons that the Unknown Warrior of the nineteenth century won
countless victories. In admiration of her peculiar genius, then, it is surely
proper to dedicate this book to the immortal memory of the Victorian Lady.

*These plates are reproduced in black and white in the present edition.
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Evening dress of embroidered silk gauze; sarcenet slip



ILLUSTRATIONS

COLOURED ILLUSTRATIONS *

The photographs in colour are by Piero Sansalvadore from specimens in
author’s collection

1874 Dinner dress of blue gros-grain and pink faille, trimmed with
Valenciennes lace

1818 Evening dress of embroidered silk gauze; sarcenet slip

1826 Day dress of heavy silk with chiné satin stripe

1833 Day dress of flowered de laine

1841 Day dress of striped alpaca with Pompadour sprig

;852* Summer dress of muslin printed en disposition

1864 Carriage dress of tartan glacé

1871 Afternoon dress of striped Jap silk

1886 Dinner dress of satin: tablier of uncut velvet with pearls on net
1892 Dinner dress of brocaded satin and faille; chiffon drapery

COLLOTYPE ILLUSTRATIONS *

ABBREVIATIONS FOR THE COLLOTYPE ILLUSTRATIONS

G. of F. Gallery of Fashion

L.P. Fashions of London & Paris (Phillips)
B.A. La Belle Assemblée

C. Author’s Collection

A. Akerman’s depository

Mus. Lady’s Museum

L.M. Lady s Magazine

H.B.B. Heath's Book of Beauty

W. World of Fashion

N.B.M. Nouveau beau Monde



L.GF. Ladies’ Gazette of Fashion

Court. Court Magazine

L. Cab. Ladies’ Cabinet

L. & PM. London & Paris Magazine of Fashions
J. des M. Journal des Modes

LT Ladies’ Treasury

S.J. Sylvia s Journal

G. Gentlewoman

B. & W. Black and White

H. & H. Hearth & Home

L.R. Ladies’ Realm

Lady The Lady

Gaz. of F. Gazette of Fashion

Cont. Phot. Contemporary Photographs

R.L.M. Royal Ladies’ Magazine

1800 Morning dress: round gown; yellow spotted muslin; epaulettes white
muslin; union hat. Morning dress: petticoat plain muslin, jacket of
same; short sleeves, gauze veil fastened as mantle. Morning dress:
round gown; fine muslin; bag bonnet, striped sarcenet. Morning dress:
round gown of figured muslin; pink handkerchief across breast (G of
F)

1801 Evening dress: robe of Salisbury drugget, petticoat of white muslin
trimmed with gold lace. Evening dress: robe of black velvet, trimmed
with gold lace, high tucker trimmed with lace; petticoat of white
muslin (G of F)

1802 Two evening dresses of sprigged muslin; buffonts of lace over the
bosom. Day dress of lilac silk with white satin sleeves, edged with
lace. Morning dress of cambric muslin with ruff. Walking dress of
white muslin; white lace veil (LP)

1803 Full evening dress: short tunic of white crepe over white sarcenet.
Full evening dress: patent net worked with gold; narrow lace tucker
(LP)

1804 Promenade dress: morning dress of fine cambric, trained. Promenade
dress: round dress of white muslin (LP)



1805

1806
1807

1808

1809

1810
1811

1812

1813

1814
1815

1816

1817

1819
1820

1821

1822

1823

Full evening dress, York tan gloves. Three promenade dresses
showing Tyrolese cloak; lace borders (LP)

Day dress with boa. Full evening dress with long tunic (LP)

Two evening dresses made as frocks; of muslin over coloured slips
(LP)

White muslin walking dress with spencer of lilac sarcenet. Muslin
dress over white cambric; waistcoat bosom. Cambric frock buttoned
behind; Spanish vest of blue sarcenet (BA)

Full evening dress of India muslin worked with gilt spangles; separate
train from the shoulders (C)

Two prints by Gilray of fashionable lady dressing

Morning carriage dress of corded muslin; lilac satin shawl. Evening
dress of seagreen crepe vandyked round the petticoat (BA)
Promenade dress of cambric muslin with waggoner’s sleeve; cottage
vest of green sarcenet laced across the bosom (A)

Walking dress of jacconet muslin embroidered up the front; cottage
mantle of grey cloth, lined with pink silk (BA)

Ball dress of French gauze, open behind, over pink silk slip (BA)

Walking dress of white cambric muslin, flounced, green sarcenet
pelisse (A)

Full evening dress of white gauze striped with blue; Austrian cap of
satin and blonde. Walking or riding dress of jacconet muslin with
deep flounce and ruff; lemon cloth pelisse (Mus)

Carriage dress of white poplin, deep blonde flounce; blue levantine
pelisse edged with floss silk; blonde ruff; ermine muff (A)

Morning walking dress of white muslin; white muslin pelisse (LM)
Evening dress of patent net over white satin. Walking dress of
jacconet muslin; three flounces; purple gros de Naples spencer (Mus)
Summer carriage dress of India muslin bordered with bouillon of
muslin; antique stomacher of pink satin across the bust with
embroidered robings; double lace ruff; village hat (BA)

Ball dress of tulle over white satin. Promenade pelisse of blue gros de
Naples ornamented with trefoils; vandyked mancherons; triple ruff
(LM)

Walking dress: pelisse of blue gros de Naples trimmed with satin



1824

1825

1826

1827
1828

1829

1830

1831

1832

1833

1834

1836

1837

rouleaux; patent lace ruff; Robinette hat with cornette under (LM)
Ball dress of tulle over pink gros de Naples, the leaf ornaments in
pink satin; the body of pink gros de Naples ornamented with pearls
(LM)

Carriage dress: lavender gros de Naples pelisse with pelerine-cape;
India muslin cape; Lyonnese hat over lace cornette (BA)

Evening dress of patent lace over white satin slip; satin corsage; blue
barege scarf (LM)

Caricature by R. Cruikshank: ‘Monstrosities of 1827’

Evening dress of grey gros des Indes bordered with points en
sabretache; bodice a la vierge. Pelisse of fawn gros de Naples; satin
lapels. Evening dress of celestial blue tabinet bordered with stiff satin
scrolls; Sevigné corsage; Marie sleeves of white aerophane (W)
Evening dress: blue crepe over white satin embroidered with floss
silk: Anglo-Greek body and falling tucker (LM)

Carriage dress of violet silk; Donna Maria sleeves; black velvet
pelerine, fringed. Dinner dress of crimson figured silk, en tablier;
lapel robings; Marino Faliéro sleeves. Promenade dress of pink gros
de Naples, the body en gerbe; cloak of drab cachemire embroidered in
floss silk (BA)

Morning dress of lilac gros de Naples with pelerine en mantille;
sleeves a la chevaliére; capote anglaise. Riding dress of terre d’Egypte
cloth with pelerine of black terry velvet; green veil. Morning visiting
dress of citron foulard de laine; blonde cap (W)

Carriage dress: pink striped jacconet pelisse over jacconet muslin
dress. Carriage dress of green printed chaley with satin trimmings; net
pelerine (RLM)

Seaside dress of jacconet muslin; mantlet of pink gros de Naples.
Seaside dress: pelisse of green silk; double pelerine of white muslin
worn over jacconet muslin dress (Court)

Evening dress of figured muslin with bows of gauze ribbon; blonde
stomacher body; gigot sleeves (W)

Brown satin cloak and velvet cape; velvet undersleeves; satin
oversleeves. Green cashmere morning dress (Court)

Morning dress of black figured poult de soie. Promenade dress of
white India muslin; mantlet of green gros de Naples. Carriage dress of



1838
1839

1840

1841
1841
1841

1843

1844

1845

1846

1847

1848

pink satinet, en pelisse; fichu a la paysanne (W)
(circa) Portrait of Baroness Le Despencer (HBB)

Carriage dress of grey gros de Naples with draped flounce; green
velvet shawl. Evening dress of white satin trimmed with feather
fringe. Morning dress of fawn silk, figured; bishop sleeves (W)

Public promenade dress: short silk pelisse-robe, ornamented en
tablier. Riding costume (as worn by Her Majesty) of brown cloth;
black silk cravat; black beaver hat; white veil. Morning visiting dress
of dustcoloured silk en demi-redingote (W)

(circa) Portrait of Lady Elizabeth Villiers (HBB)

(circa) Portrait of Miss Dormer (HBB)

Full length: Morning dress of striped silk trimmed with rows of
reversed pleatings. Evening dress of straw-coloured silk, corsage a la
grecque. Evening dress of pink striped silk, trimmed with tucks. Half
length: Back of centre figure. Walking dress with sleeve puffed at the
elbow. Evening dress, the corsage in folds (W)

Evening dress of blue and white Pekin silk, trimmed en tablier with
passementerie. Ball dress of pink tulle over satin. Ball dress of satin
broché with festooned lace flounces en tablier. Evening dress of white
satin trimmed with lace en pelerine and lace flounces (BA)
Promenade dress of dark striped Pekin silk; black satin pardessus with
cape; gimp edging. Carriage dress of green satin under a Polish
pelisse of black satin, ermine trimmed. Walking dress of plum-
coloured satin with column of fancy trimming on each side (W)

Opera dress of white satin, with two broad lace flounces; dark velvet
sortie de bal. Promenade dress of brown satin under a mantle of bright
purple satin. Carriage dress of dark green velvet; palatine and muff of
ermine (W)

Walking dress of grey silk with double revers in festoons. Dinner
dress of grey silk trimmed en tablier with black lace. Young lady’s
dress of tarlatan; the skirt trimmed with rows of puffing. Dinner dress
of glacé silk; the skirt en tablier (NBM)

Ball dress: petticoat of green satin under a lace dress a trois jupes.
Evening dress of pink satin with lace flounce. Ball dress of pale
yellow satin, the skirt trimmed with tulle fullings (W)

Bridal dress of white satin trimmed with blonde and ribbons. Carriage



1849

1850

1851

1852

1852

1854

1856

1857

1858

1859

1861

dress: a pelisse-robe of figured satin, trimmed with black lace. Ball
dress of pale blue crepe; overskirt of lace. Ball dress of white satin,
the overskirt looped up with ribbons (LGF)

Carriage costume of pink mousselaine de soie; white silk paletot.
Promenade costume of green moir¢; mantilla of pink silk. Carriage
costume of pale blue glacé (W)

Visiting dress: green silk; three fringed flounces. Promenade dress: en
redingote, of lavender taffeta. Dress of white barége; vandyked
flounces; pink silk pardessus (W)

Morning dress: black satin; small jacket. Evening dress of pink silk
barége. Evening dress of figured mousselaine de soie (W)

Promenade dress of figured barége; basquine bodice; pagoda sleeves.
Day dress of white organdi edged with pink stripes. Morning dress of
checked lilac silk; caraco body and waistcoat (W)

Carriage dress of taffeta; the four flounces with wreaths of stamped
velvet; white satin embroidered waistcoat. Ball dress of white satin;
tulle bouillons above the hem. Carriage dress of satin with velvet
bands; casaweck body; jean waistcoat. Promenade dress of glacé;
black velvet mantle (L & PM)

Day dress in lilac barege, the flounce bordered with quilled ribbons.
Day dress of green barege with Pompadour pattern (L Cab)

Evening dress of pink satin with lace flounce. Evening dress of lilac
taffeta; skirt trimmed with puffings. Evening dress of white moiré
brocaded with blue; white cashmere sortie de bal (W)

Morning dress of green silk; Marie Antoinette fichu. Carriage dress of
violet silk; double skirt; jacket body (W)

Robe of lilac taffeta trimmed with black velvet. Robe of green taffeta;
double skirt (BA)

Home dress of grey silk; double skirt; mandarin sleeves. Dress of
brown silk; trimmed with ruching. Dress of blue poplin cut en
princesse (W)

Contemporary photographs of the ’50’s

Contemporary photographs of the ’60’s

Ball dress of sea-green glacé; a Greek pattern in pink taffeta above
tulle puffing. Ball dress of apricot silk with lace bertha and flounce.



1866

1867

1870

1872

1875

1878

1879

1880

1882

1883

Ball dress of white tarlatan; double skirts flounced with black lace
(W)
Contemporary photographs of the *60’s

Ball dress of grey satin; tablier of pink satin with lace chevrons. Ball
dress: underskirt of white silk flounced with black lace; overskirt of
blue silk open on left side. Ball dress of white satin; green ribbon sash
(W)

Contemporary photographs of the ’60’s

Evening dress: upper skirt of green velvet en princesse; underskirt of
white satin with rows of puffing. Ball dress of pink silk; two skirts.
Ball dress: upper skirt of blue silk cut with the body en princesse (W)
Dress of amber satin with puftings; opera cape of cashmere. Evening
dress of mauve gros-grain and black blonde. Evening dress of blue
poult de soie (L & PM)

Contemporary photographs of the *70’s

Evening dress of blue satin with overskirt of blue gauze. Evening
dress: of pink poult de soie; tunic and bodice of straw-coloured faille
(G)

Indoor costume of plain and striped materials; cuirasse bodice.
Promenade dress of plain beige and check; cuirasse bodice (J de M)
Evening dress of pink faille en princesse with simulated cuirasse;
gauze drapery. Evening dress of eau de Nil silk, the back en princesse
(LT)

Dinner dress (Swan and Edgar) of grenat satin with gauged and
puffed front; satin scarves and drapery; sides of embroidered velvet;
satin corsage; velvet waistcoat. Outdoor dress (Swan and Edgar) of
blue pekin laine trimmed with striped satin and fringe; laced
waistcoat; ruby velvet collar and cuffs (Gaz. of F). Apparently the
earliest photograph of English mannequins.

Handkerchief dress of moss-green batiste with red and pink border
Handkerchief dress of batiste; cuirasse bodice (SJ)

Evening dress (front and back) of blue satin trimmed with coloured
embroidery on lace; flounced lace tablier; crepe panniers (G)
Contemporary photographs of the *80’s

Promenade dress of terracotta silk powdered with wafers of
wallflowerred plush, and of plain faille. Promenade dress of rifle-



1892

1893

1893

1891

1894

1896

1896

1897

1898
1898

1899

green vicuna trimmed with plush, with silk skirt; waterfall back (G)
Contemporary photographs of the *80’s

Contemporary photographs of the *80’s and *90’s

Contemporary photographs of the ’90’s

Ball dress (Dickins and Jones): pale blue silk open over underskirt
striped with satin and silk, and embroidered with pearls and sequins.
Ball dress (Dickins and Jones): sea-green mirror velvet with velvet
under-dress; sable edging. Ball dress: empire style; of yellow crepe
(G)

Costume of dark petunia ondine silk; green velvet epaulettes.
Costume of black ondine silk; vest of pink shot velvet covered with
chenille network (G)

Dinner dress of pale mauve duchesse satin; fichu folds of Eminence
mirror velvet (G)

Teagown (Dickins and Jones) of pink silk with chiffon draperies; the
revers embroidered in mauve, green and pink

Contemporary photographs of the *90’s

Coat and skirt of summer tweed lined with scarlet silk; revers faced
with black moiré. Short mantle of net covered with jet and steel
beads. Costume of navy blue serge; trimmed with wide black braid
edged with scarlet. Golf cape with straps, lined with plaid (Lady)

Tea jacket (Woolland Bros). Princess gown trimmed with velvet
bands (G)

Evening dress of black accordion-pleated tulle over pink (Peter
Robinson). Evening dress of white satin and black velvet (G)

Gown of grey cloth with sac jacket and tucked skirt. Evening dress of
spotted net, flounced (B & W)

Pelisse of black velvet with chinchilla and lace (H & H)

Dinner dress of white glacé; overskirt of spangled net, flounced and
ruched (H & H)

Dinner gown (Peter Robinson): four skirts; pink peau de soie under
accordion-pleated chiffon under plain chiffon and lace; swathed
bodice. Cloth gown (Lewis and Allenby) of pale grey with black
velvet (LR)



BLACK AND WHITE ILLUSTRATIONS IN THE TEXT

ABBREVIATIONS FOR THE BLACK AND WHITE ILLUSTRATIONS

C. Drawings by Miss Mary Gardiner from the Author’s Collection

H. Drawings by Mrs. Cunnington from contemporary magazines
(various)

W. World of Fashion

P. & L. From Pictorial Times and Ladies’ Newspaper

L. Ladies’ Newspaper

LM.I. La Mode Illustre

L.T. Ladies’ Treasury

S. Frontispiece of a contemporary song

Y.L.G.B. Young Ladies of Great Britain

E.D.M. Englishwoman's Domestic Magazine

V. Various contemporary magazines

Q. The Queen

G.F. Gazette of Fashion

S.J.  Sylvia’s Journal

Lady The Lady

L.W. Ladys World

Lib. Catalogue of Messrs. Liberty & Co.

G.  Gentlewoman

Wel. Weldon's Home Dressmaker

1800-21  Bodices of the Vertical epoch (C) facing page
1800—-10  Accessories (C)

1800-21  Bodices of the Vertical epoch (C)

18034 Construction of high stomacher dress (C)
180526  (circa) Pelisses (C)

1805—-17  (circa) Spencers (C)

1817-20  Spencer (C)

1800-9 Headgear (H)

1810-19  Headgear (H)

1815-20  Gored petticoat with attached bodice (C)
The 1820’s Bodices (C)

The 1820’s Bodices (C)

1817-25  Skirt borders (C)



1820-29
1830-39

Headgear (H)
Headgear (H)

Early 1830°s Bodices (C)
Early 1830°s Bodices (C)

1832-37
184143
184249
1847

1847
1847
1849

1849
1849
184049
181040
1852
1853

1854
1855

1855
1855

1856

1857
1857

1857
1850-59
1862

1862

Accessories (W)

Silk day dress showing close gauging (C)

Outdoor garments (P & L)

Pelerine with necktie of coloured ribbon. Lace mantlet. Net
pelerine. Lace bertha (L)

Pink glacé pardessus (L)

Cloak of garnet velvet lined with quilted sarcenet (L)
Undersleeve. Cuff for mourning. White crape collar. Victorine
(L)

Muslin pardessus. Black silk visite (L)

Muff in purple velvet, lined with quilted white silk (L)
Headgear (H)

(circa) Boots and shoes (C)

Three mantles (W)

Summer mantle of embroidered muslin. Taffeta bertha. Jacket
body of embroidered muslin (W)

Lace canezou. Lace jacket with quillings of ribbon (W)
Canezou for low dress. Muslin braces with ribbon quillings
(W)

Morning sleeves. Two morning fichus. Two day sleeves (W)
Muslin fichu for open dress. Sortie de bai. Evening sleeves.
Muslin canezou. Lace sleeves (W)

Shawl-mantle. Sortie de bal. Cashmere mantle. Velvet cloak
(W)

Fichu of spotted muslin edged with lace (W)

White tulle canezou. Morning sleeve. Evening canezou.
Evening sleeve (W)

Morning fichu. Lace canezou trimmed with pink ribbon (W)
Headgear (H)
Tulleundersleeve(W).Tulleundersleevewithlaceandinsertion(L
MI)

Chemisette with collar of lace and insertion. Habit-shirt of
muslin and lace (LMI)



1862

1863

1865

1865

1866

1868
1869
1869
1869
1850-72
1860-69
1858-62
1863-73
1810-76
186872
1871
1872

1872

1872
1872
1874
1879
1879-80
1879
1879
1870-79
1880
1880

Blouse with bishop sleeves. Chemisette trimmed with ribbon
and insertion (LMI)

Dress of brown moir¢ antique with Figaro jacket and Genoa
velvet mantle. House dinner dress of green silk with semi-
Figaro jacket (LT)

White muslin canezou over pink silk foundation. White muslin
senorita for dinner dress (W)

White muslin canezou trimmed with Valenciennes and
insertion (W)

Sortie de bal. Evening dress with Peplum. Paletot with Peplum
basque (W)

The Grecian bend (S)

New double skirt (YLGB)

Pannier skirt—front. Pannier skirt—back (YLGB)

Two ball dresses (EDM)

Boots and shoes (V)

Headgear (H)

Crinolines (LMI)

Crinolines (Q)

Bustles and train for ball dress (C & V)

Skirt trimmings (Q)

Dolly Varden costume (S)

Promenade dress, Francis I polonaise of black satin embossed
with velvet, trimmed ostrich feather (Q)

Skating costume: polonaise and skirt of waterproof tweed;
military trimming (Q)

Lingerie fichus and berthas (EDM)

Widow’s first mourning (Messrs. Jay) (Q)

Two ball dresses (Q)

Ball dress: princess robe in satin with overskirt of gauze (GF)
Afternoon or dinner dress (C)

Jersey tennis costume (Messrs. Jay) (GF)

Stylish mantles (LT)

Headgear (H)

Aesthetic dress (Liberty & Co.) (SJ)

Mantlet visite and dolman visite (Q)



1881

1881
1882
1884

1884
1886
1886

1887
1887
1888

1888

1889

1889
1880-89
1878-98

Indoor costume of olive-green cashmere. House dress of
bronzebeige with satin kilting—front and back (Q)

Spring pelisse of satin or cashmere (Q)

Mourning costume (Q)

Seaside costume: skirt and plastron of cream serge trimmed
with rows of blue mohair braid; vest and tunic of blue serge (Q)
Carriage mantle trimmed with passementerie (Q)

Dress with polonaise and panniers (C)

Summer tailor-mades (Messrs. Redfern). Dressy polonaise of
cashmere with velvet skirt. Teagown in foulard with pleated
muslin front (Lady)

Lawn-tennis dress (Peter Robinson) (LW)

Jubilee ball dresses (LW)

Teagown in black velvet and crepe de chine (Peter Robinson).
Greek costume embroidered in gold (Peter Robinson) (Q)
Dinner dress in pearl grey satin with appliqués of plush (Peter
Robinson) (Q)

Costume in navy tweed studded with red and white checks;
waistcoat, collar and cuffs of red silk. Directoire costume in
réseda cloth with black appliqué trimming. Dinner dress with
demi-train in buttercup coloured brocade; front of gold-
coloured net and pearls. Costume in lettuce-green cashmere,
trimmed with velvet and gold braid. Costume in celadon-green
striped with ribbon of different widths (Q)

Evening dress in eau de Nil broché satin (Q)

Headgear (H)

Underclothes (V)

The ’80°s °90°s  Bust bodices and bustles (C & V)
The 1890°s Sleeves (C)

1890
1890

1890
1891

1891
1891

A Liberty‘Empire’ costume (Lib)

Dolman mantle of black velvet trimmed with passementerie
(G)

Circular mantle of grey blanket cloth (G)

Summer dress of rose pink foulard with broad stripe of white;
bodice gathered on to a yoke of white lace (G)

A gown of foulard with festooned flounce of lace (G)

Evening dress of striped black and coral (G)



1892
1891-98
1887-93
1893
1894
1894
1894
1894
1895
1895

1895
1895

1897
1897
1897

Cambric shirt (Wel)

Skirts (Wel)

Boots and shoes (V)

Dinner dress of pale mauve duchess satin (G)

Morning blouse (Wel)

Princess teagown for matron of crepon and lace (Wel)

Lace trimmed crepon teagown (Messrs. Harrods) (Wel)

Golf Cape (Wel)

Two blouses (Wel)

Garden-party dress: skirt in maroon crepon; bodice of pink
crepe de chine (Peter Robinson) (G)

Evening blouse (Wel)

Dinner gown in pink broché, shot with réseda; panels of pink
satin, embroidered (Peter Robinson) (G)

Coat in black velours du Nord, lined with green satin (Q)
Liberty teagown in satin and soft silk (Q)

Mantle in velours du Nord, lined with quilted satin (Q)

1867-90’s Bathing costumes (C)

1890-99
1844-96

Headgear (H)
Corsets (V)

All regular black-and-white halftones in the present edition.



CHAPTER I
INTRODUCTION

English Lady during the nineteenth century.
During that period the term ‘lady’ became progressively more and
more generous in its embrace, so that ultimately it denoted not only an
inheritance but an acquired status, even including some who earned their
living. But always it implied a special attitude of mind, of which correct
conduct was the outward expression. This was largely symbolised by her
costume, the study of which, therefore, becomes for us a guide to her
mentality.

It was a century in which this mental outlook changed more rapidly than
in any other, but the rate of change was by no means uniform; the rate of
change in fashions always corresponded. When, as in the ’40’s, feminine
outlook seemed in a state of arrest the fashions followed suit; when, as in the
’60’s, the social horizon was first disturbed by the beginnings of feminine
emancipation fashions changed with alarming rapidity. In fact,
dissatisfaction with existing fashions has always implied a corresponding
dissatisfaction with existing social conditions.

The nineteenth century affords us the best materials for the study of the
theory of fashions, partly because of such changes and partly because ample
material still exists. The social group comprising the ‘Lady’ was then, unlike
previous centuries, a large one; while the group had not yet become, as to-
day, unrecognisable as an entity.

It will be seen that during the greater part of the century, that is to say
after the disturbing effects of the Napoleonic Wars had subsided, the design
of woman’s dress was governed by a principle which I have called ‘Gothic’.
Essentially it was the principle of disguising the shape of the body by
clothing.

Art evolved new shapes for woman, or revived those which had been
forgotten by the generation accustomed to the classical revelations seen
during the first twenty years of the century, and gradually from having been
a picture frame, the dress developed into a picture itself of which the human

THE aim of this book is to describe and explain the clothing of the



body was merely the invisible support. The dress and the wearer had, in a
sense, exchanged functions.

This conception of dress survived, more or less, for the rest of the
century and indeed after. It had this obvious merit: it gave the dress-designer
limitless scope for her imagination, seeing that she could assume her
mannequin to have any shape she chose. When the body had almost no
relation to the form of the dress physical imperfections were no great
drawback. It was possible for a lady to buy as much beauty as she could
afford, for she herself would be almost invisible.

She was free to adopt any form that art or fancy could suggest; at one
time the Great Pyramid was her model; at another, a camel, or a wasp. The
only shape that was forbidden her was that of a woman. In order to sustain
the role of a Victorian Lady the art of dressing became an arduous business,
extending far beyond the three or four hundred families which in the ’40’s
comprised ‘society’; the growing prosperity of the merchant class supplied
an increasing number of women to whom ‘dress’ was a principal function in
life. It became the outward symbol of social rank and the finer shades were
closely observed. An elaborate ritual developed; a costume suitable for one
moment of the day would be considered wholly unsuitable for another. The
bonnet sufficiently gay for the Park would be flippant in church. Certain
materials might be worn up to Easter, but not after; and at the close of the
season there were special modes adapted for Cheltenham or Harrogate, for it
seems one took the waters in subdued tones. On the other hand the sea-
breezes of Brighton evoked a peculiar degree of exuberance. And always
there was the haunting fear lest she should be slightly behind the fashion
(and therefore dowdy) or in front of it (and therefore fast). An infinite
sensitiveness was needed to preserve the balance.

Always the dress must conform to the feelings considered correct at the
moment; the art of expressing grief for departed relatives was closely
studied. The finer shades of mourning were a test of the Perfect Lady, the

depth of whose sorrow was a matter of measurement in inches of crepe.!

We may marvel at the labour involved in the ceremony of dressing like a
lady; we may criticise the expenditure of time, thought, and money, and
perhaps shudder a little at the discomfort. But at least we must grant her the
essential quality of genius: an infinite capacity for taking—and tolerating—
pains.



The technical aspect of nineteenth century fashions has an interest of its
own. There was, of course, the extraordinary progress made in manufactures
with the advancing change from the hand-made to the ready-made article. As
a result the lowering of price and the increasing output enabled women of
only moderate means to follow the fashions of the day and become
enmeshed by their fascination. The domination of fashion became thereby
still more widespread, reaching its height in the *70’s. During the last quarter
of the century the march of democracy tended to make all fashions universal
and therefore ‘common’, so that they at once lost their social significance.

The change from the hand-made to the machine-made article affected
first the cotton industry in the ’30’s and then the woollen in the ’40’s.
Australian wool began to be imported in 1835 and the jute industry started in
the ’40’s. Silk weaving retained its hold in Spitalfields, Macclesfield, and
Coventry (famous for its ribbons), but foreign silks were increasingly used in
this country, especially after the lowered duties in 1826. Eastern muslin
fabrics found a serious rival in the French transparent textiles such as barege,
and printed designs copied from Indian and Persian fabrics provided a cheap
substitute for the original woven article. The shoe industry, on the other
hand, was not disturbed by machinery until the second half of the century.

An influence which greatly affected feminine fashions from 1830
onwards was the development of railways, providing not only facilities for
travel but also for the spread of new goods. The removal of the tax on papers
in 1854 produced an ever-increasing number of fashion magazines at cheap
prices bringing the latest modes to the knowledge of the multitude.

Fashions have never been slow in utilising new social conveniences, and
the progressive improvement in domestic lighting by gas in the ’40’s and
electric light in the *90°s had their effect on the use of colours in dress. We
find, too, how quickly India-rubber (in the form of ‘elastic’) became adopted
for such articles as garters, corsets and goloshes.

The various innovations in textiles are described elsewhere in this book,
together with such important inventions as chemical dyes and the sewing-
machine.

A feature of dress which may more easily escape notice is the various
methods of fastenings. These are, in the main, by strings, hooks and eyes,
and buttons. The first was the principal method used in the first quarter of
the century; from then until the middle of the century hooks and eyes were
relied upon; while the *60’s and *70’s formed the great button era. It may be



noted that the stud, as a fastening agent, was left in man’s possession until
the ‘advanced woman’ of the second half of the century started to loot the
masculine wardrobe for novelties. (The enthusiastic Freudian must decide
whether the theft had any symbolic significance.)

From the prices given in the annual summaries, even after allowing for
the altered value of money, the impression is derived that throughout the
century the average woman’s wardrobe steadily increased in cost, until the
economic depression of the ’80’s. It was almost necessary that this should
have been so, for it was the distinguishing feature by which the Victorian
Lady marked herself off from the social ranks beneath her. She practised the
art of fine dressing with increasing difficulty until, finally, she became
swamped by the rising tide of democracy.

The change is fundamental; the modern woman clothes herself; the
Victorian Lady dressed.

The making of this book has entailed a good deal of research, revealing
much conflicting evidence. Information has been obtained almost entirely
from contemporary sources, a list of which is given; in particular from
fashion magazines, books of the toilet, newspapers, illustrations and
photographs, as well as memoirs and novels of the period; above all, of
course, from examining actual specimens of contemporary clothing. I have
been able to inspect over two thousand dresses, including some five hundred
in my own collection, together with a large number of other articles of
wearing apparel. It is unnecessary, perhaps, to say that the actual clothes
reveal a mass of information which cannot be obtained from fashion books;
especially is this the case with the early part of the century when such books
were few and usually poorly illustrated. Moreover, fashion-plates, besides
their exaggeration, have the disadvantage of portraying costumes in the flat;
it is essential to compare them with the actual dresses which should, if
possible, be seen worn. I have been able to do this with most of the
specimens in my collection, learning thereby that many styles which appear
grotesque in a drawing are by no means so on the living model. Flat
illustrations also fail to give a sense of fexture or ‘hang’.

I have also derived a good deal of information from my collection of
contemporary photographs, amounting to many hundreds. These, of course,
only cover the second half of the century. They help to show how the dresses
actually appeared when worn, and an analysis reveals which styles were the
more popular and which were favoured by particular classes. They are



invaluable as a means of checking the statements of the fashion article.
Unfortunately we have nothing to rival the photograph in accuracy for the
first half of the century; the portrait painter’s habit of idealising and omitting
inartistic details does not tend to accurate knowledge.

As regards information, the early magazines are sparing of details and
omit much that we need to know. Moreover, they reveal, on careful scrutiny,
a habit of borrowing from each other, sometimes with designs slightly
modified so as to conceal the theft; and many of these ‘fashion articles’ were
thinly disguised advertisements of particular dressmakers, while others were
evidently supplied broadcast to English papers from a French source. The
evidence of such witnesses therefore needs corroboration before it can be
accepted as reliable, especially as many French fashions were by no means
identical with English. A number, though advertised in the magazines, never,
in fact, succeeded in crossing the Channel, while English variations certainly
existed which do not appear in print.

As regards the coloured fashion-plates, it must be noted that many were
crudely coloured by hand, often inaccurately and from a limited palette, so
that they cannot be accepted as reliable. On the other hand the dresses
themselves show remarkably little fading, especially those of the first half of
the century when only vegetable dyes were used; these are therefore much
more accurate indications of the colours employed.

It was not until the second half of the century that the magazines
attempted to describe details of construction, such as can be learnt from the
dresses themselves, or supply information as to underclothing. On the latter
point, books of The Toilet prove useful. A certain number of dresses, etc.,
survive, of which the original date is known, and these are, of course,
especially valuable, but curious tricks of memory may mislead the owners of
ancestral costumes; even now there exist as cherished heirlooms more
dresses said to have been worn at the Waterloo Ball than there were dancers
on that historic occasion, and some are machine-sewn. Even museums are
not infallible....

We find that specimens made in provincial towns were often a couple of
years behind the London fashions (especially in the days before railways),
and homemade examples would carry on traditional features long after they
had fallen into disuse by professional dressmakers.

This book is intended to meet the requirements of those who wish to
know what was the correct costume for a given date, and also of those who



wish to ascertain the date of a particular specimen. For the former the
ordinary styles are described and illustrated in detail for each year; for the
latter, all those small details of construction by which specimens can be
dated are given whenever accurate information is obtainable. It would
burden the text to give every reference for such points, but I have
endeavoured to avoid making assumptions on insufficient evidence. It is not
necessary to describe the mere freaks of fashion which had but a momentary
vogue, or unimportant costumes such as ‘Court dresses’ which concerned
only a very small section of the community.

The subject of women’s clothing can be viewed from various aspects: the
historic, the scientific, the aesthetic, and the technical. As mere ‘things of
beauty’ antique costume has received ample attention; but with that aspect I
am not greatly concerned, for a personal opinion is irrelevant to the purpose
of this book. It is not very important, after all, that an author does—or does
not—admire a particular style; it is unlikely that his opinion will govern the
judgment of posterity. It is more important to note that almost every fashion
has been admired, in its day, and that its primary object has always been not
to be beautiful but ‘attractive’; the mere fact that an obsolete fashion does
not happen to attract the present generation would not have greatly disturbed
the original wearers of it. It is well, too, to remember that the taste of to-day
is always condemned to-morrow, and this is specially true of feminine
fashions. Our instinctive contempt for our parents seems to extend even to
their clothes, while those of our more remote ancestors, who are too far off
to inspire dislike, may be allowed to possess the charm of distance.

It 1s more interesting to trace the causes of fashion, and in my book
Feminine Attitudes in the Nineteenth Century 1 have discussed the
psychology of the subject, giving reasons for regarding fashions in women’s
dress as an unconscious expression of the prevailing mental attitude. Hence
changes of fashion are consequential and not vicarious. They should
therefore be capable of scientific classification as are other phenomena
produced by ascertainable causes.

That this 1s by no means a simple task is due to a variety of reasons.
Contemporary descriptions lack precision; the fashion-writers with artistic—
or at least commercial—enthusiasm, will invariably laud the oncoming and
scorn the receding mode, than which nothing seems to them more
contemptible. In their eagerness to proclaim the merits of a novelty they may
overlook the fact that it is but a revival of some former vogue. Those writers



of fashion articles in the nineteenth century invented a technical jargon—
dressmaker’s French—which was apt to change its terms and their meanings
every few years, so that a standard phrase-book would rapidly become
obsolete. But it is the business of one who attempts to explore those
forgotten regions to acquire at least a smattering of the dressmaking dialects
of the day, and to render them intelligible to modern readers. On the other
hand certain obsolete terms have a flavour of their own. How much less
convincing would ‘long stays are entirely exploded’ be in a translation! And
there is no modern equivalent for ‘fichu-robings’, ‘stomacher front’ and
‘imbecile sleeves’.

Dress-designers (at least in the nineteenth century) seemed to have
lacked not only precision, but even perception, for they would give two
names to one thing or one name to two things, and forget to describe some
integral matters at all, so that the student flees from their loose verbiage to a
study of the dresses themselves; they at least are not misinforming. It seems
appropriate, however, that fashion articles instructing women in the
technique of sex-attraction should be written in a spirit of deadly
playfulness, ranging from the arch to the inane. An attempt to reduce, for the
first time, this welter to order cannot hope to be completely successful. The
needful elimination of ‘sports’ in order to elucidate the ‘norm’ may in one
case be carried too far, and in another not far enough. Out of masses of
models we have to decide which were, in fact, accepted at the time as
fashionable, and this applies not only to illustrations, but to specimens in
collections. And always we have to discriminate between fashions purely
French and those which were accepted in this country.

To make the subject intelligible to the modern reader a good deal of
simplification is required so that the types and not the individuals shall stand
out. On the other hand the owner of a specimen which he is trying to date is
concerned to find the type to which his example belongs; possibly there is
none, for it may be a ‘sport’. He needs, therefore, some information about
the less usual forms which occasionally crop up. It must be admitted that
certain types, much spoken of in contemporary fashion books, have
apparently left no survivors; it is rare to see a specimen of the early ’30’s
with ‘fichu-robings’; there is not even an illustration existing of the ‘divorce
corset’ of 1820. Where there are contemporary descriptions of such extinct
monsters [ have quoted them textually, but where our ignorance is complete
I have thought it best to say so.



For those using the Annual Notes as a guide in identifying and dating
specimens it may be well to emphasise that innumerable varieties of the
conventional types abounded. After all, the taste of the wearer was an
influencing factor, especially when every dress was made to measure. Thus,
a specimen may appear to be a compromise between two nearly
contemporary types as regards its details. The later of the two will give the
approximate date. If the details differ by more than a year or two in their
apparent date the specimen was probably home-made; if all the details seem
exactly contemporary in style, the specimen may be considered to have been
‘fashionable’, in which case it should be possible to date it certainly within
two years. At least in museums the label ‘Early Victorian’ (used to describe
specimens from 1820 to 1860) might now be reconsidered.

The world of underclothing, in the first half of the century, is for us
almost a terra incognita; a certain number of specimens, fortunately marked
with a date by their original owners, have come to light, and these in a
measure help to fill the gaps. Our knowledge of these intimate matters may
sometimes be enriched by the indiscretions of Gilray, Cruikshank, Heath and
others, who drew in the days when artistic licence was a term liberally
interpreted. And we owe a debt of gratitude to the advertisement columns of
the ladies’ papers, for they will betray curious secrets of the toilet. They also
supply us with current prices; °‘silk dresses from 30/-> is perhaps
inconclusive, but ‘corsets from 18 inches upwards’ tells us a good deal.

The examples of prices included in the Annual Notes serve to illustrate
not only the cost of clothes, but the materials in greatest demand. It should
also be remembered that these trade advertisements were presumably used
for articles with ‘popular prices’. The most expensive are not usually
proclaimed in such outspoken terms.

When considering the prices quoted in the Annual Notes it is necessary,
of course, to bear in mind the current purchasing power of money. For this
purpose the following figures may be taken as a guide:

The purchasing power of the £ sterling was equivalent, in terms of to-
day’s value—

in 1800 to £3 17s. 0d.,
in 1825 to £2 16s. 4d.,
in 1850 to £1 15s. 2d.,
in 1875 to £2 1s. 10d.,
in 1900 to £1 13s. 0d.



(For these figures [ am indebted to the London School of Economics.)

It is mainly the first half of the century upon which information is
scanty; during the second the enormous increase in the number of fashion
magazines and papers (due, of course, to the removal of the paper duty), and
the greater amount of detail given in them provides an abundance of
information.

The first step in reducing the heterogeneous mass of material into order
is to classify fashions. But what principle should we select for this purpose?
If fashions were merely a series of accidental occurrences it would be
impossible to do more than describe them seriatim as they chanced to
appear, and any system of classification would be arbitrary and unreal. But
inasmuch as fashions were symbolic expressions of the prevailing mentality
of the nation (which in its turn was the outcome of ascertainable conditions,
mainly economic) it is possible to subdivide the century into epochs, each
characterised by a prevailing attitude of mind, and each expressing itself by
a distinct mode of art.

Thus we find that the first twenty-one years were characterised by an
unsentimental attitude of mind, and a taste for classical modes of art, and the
fashions showed a marked emphasis on vertical lines. For our purpose we
may call this the Vertical Epoch.

With a gradual return, from 1822 onwards, to the normal sentimentalism
of the nation there was a return to Gothic forms of art, and in fashion an
emphasis on angles and curves. From 1822 to 1864 the Gothic influence was
undiluted, and angles prevailed; from 1865 until the end of the century the
relation of the sexes was undergoing a profound readjustment, as women
were being forced to discover other careers than marriage; the instinct of
sex-attraction, being in a measure hampered by economic restrictions,
showed itself unconsciously by a taste for curves in fashions.

We have, then, three epochs: the Vertical, the pure Gothic (with angles),
and the debased Gothic (with curves). The table at the end of this chapter
shows how each epoch can be subdivided, and indicates the mental attitude
prevailing in each.

The psychological causes which I have discussed elsewhere may, of
course, be disputed, but it can hardly be denied, as an historical fact, that
fashions did fall into distinct epochs such as I have described and named. It
cannot be disputed, for instance, that a vertical emphasis marked the
fashions of the first twenty-one years, and that it then, as a universal style,



vanished for nearly a century (until, in fact, after the next great war). It is
impossible to suppose that this was due to chance or the vagaries of dress-
designers. There have been, no doubt, minor waves of vertical taste when the
‘Empire Style’—so called—had brief revivals in very much modified forms,
sometimes associated with minor degrees of economic depression,
sometimes—apparently—the result of political sympathy; but if we cannot
with certainty discover the cause of these, we at least may note how
superficial was their influence and how quickly the ‘Empire’ features were
modified, and argue there-from that the basic cause (whatever it may have
been) could not have been a profound one. It cannot be a mere coincidence
that whenever the nation grows prosperous there is always a revival of
Gothic tastes in art generally and in women’s dress in particular.

If it 1s correct that feminine fashions are unconscious reflections of the
current mentality the study of the former becomes a scientific method of
ascertaining the latter. Fashions, like fossils, reveal the habits of extinct
beings.

One could picture an archaeologist examining, say, a dress of the *40’s
and deducing from its structure that the creature who once inhabited it must
have been almost incapable of movement; that she could not have got in or
out of it unaided, and that therefore a lady’s maid was a necessity, in which
case domestics must have been abundant. The shape of the dress would
prove that breathing had become an atrophied function, whence he would
conclude that health and circulation were poor and the extremities always
cold. By logical deduction he would hypothecate the use of flannel
petticoats, and arguing from these data he would assume the lower limbs to
have become ‘vestigial organs’. She would be classified—at least by the
scientist—as a degenerate variant of the female ~omo sapiens with acquired
affinities to the Crustaceae.

After all, he would not be more astray than the artist who, arguing on
aesthetic grounds, exclaims that the being who wore such exquisite gowns,
revealing a perfect knowledge of the laws of harmony in colour, must
necessarily have possessed a polished mind, and have graced an epoch of
high art.

Whereas the only safe deduction to be made from those obsolete
fashions is that they must have appealed to the man of their day. They were
not intended to be anything more than ‘attractive’. It is, indeed, the word
applied to every new mode. It is designed to attract the male. So-that we



learn from past fashions what were the features that attracted the man of that
time, and get insight into man’s mentality from a study of women’s clothes.

We discover, for example, that at one time he was allured by
exhibitionism and at another repelled by it; that the doll-like and the
dignified, the simple and the artificial, each have had their charm for him
according to his scheme of life, for the average woman has always adapted
herself to the standard demanded of her by man; we must suppose that a sex
gifted with such elastic properties of mind and body can, in fact, have no
absolute standard of taste. Even a definable shape is doubtful, and for that
reason feminine fashions have always aroused man’s speculative
imagination. During most of the nineteenth century he was perpetually
allured by the unknown. As an expert in the art of sex-attraction the woman
of last century was without rival. It was a period when good dressing was the
practice not of a small section of the community only, as in former centuries,
but of a very large one; to the woman of the upper and middle class the
subject was of vital importance; her future largely depended on her powers
of sex-attraction, for during most of the century marriage was the only career
available to her. It was natural, therefore, that she should have devoted all
her intelligence and imagination to the task of rendering herself ‘attractive’.
Most of us to-day owe our existence to her success.

From the aesthetic point of view woman’s dress presents three principal
features, each of which in the hands of fashion can be made to dominate the
picture. These are form, texture and colour.

FORM

The distinctive feature in a woman’s shape is the disproportionate width
of the hip-line, producing an inward slope to the legs, so that in the erect
posture the outline of the body is wide at the middle and tapering towards
the extremities. Such a shape imparts to the eye a sense of unbalance.
Indeed, if the bias of sex-attraction could be set aside, such a shape would be
unpleasing, because we have an instinctive dislike of objects that look top-
heavy. Instinctively woman is conscious of this, and from the earliest times
has attempted to conceal her hip-line. We are told that her first effort was by
an apron of fig leaves, applied, no doubt, for that reason. Since then the main
function of woman’s dress has been to conceal the bad proportions of her
body.



That such attempts are not merely a form of sexual protection is
indicated by the methods used; in primitive states the apron-like covering is
a disguise and not a protection; in civilisations where chastity has been
despised, nevertheless, a garment was worn to conceal the breadth of the
woman’s hips. And when the skirt is worn too tight to conceal the obnoxious
feature, attempts are made to reduce it by ‘slimming’. From the same instinct
a woman who is being photographed will unconsciously slew her body
sideways or stand with tilted pelvis to reduce its apparent width.

The broad hip has, of course, been admired by men, but only for its
symbolism of the ‘maternal’ type of woman, at times when that particular
type was ‘attractive’ to them.

In European culture the methods used to conceal or disguise the breadth
of the hip have been two. Either the device of pretending that the ‘waistline’
1s somewhere up on the thorax, so that the extra length of skirt, hanging in
loose folds, entirely conceals the hips, which are therefore assumed by the
spectator to be at the narrow line of the real waist; or else by widening the
bottom of the skirt, which produces such a broad base-line that the hips seem
by comparison narrow, especially if this optical illusion is assisted by tight-
lacing to give the skirt a triangular shape. The former method is the essential
feature of the ‘Classical’ style of dress, and the latter of the ‘Gothic’.

Whereas the shape of a woman’s body is composed entirely of curves,
the form of her dress, from time immemorial, has been composed of a
mixture of lines, angles and curves; and fashion has a way of picking out one
or other of these three features and exaggerating it.

In the nineteenth century during the first twenty-one years,
approximately, woman’s dress was designed with a marked emphasis on
vertical lines. This is, of course, the essential feature of the so-called
‘classical style’. During the rest of the century her dress emphasised angles
and curves. These are the features of the Gothic style.

These distinctive points were emphasised not only in the shape of the
dress itself, but also in its accessories and the manner in which they were
used.

As the Gothic period was approached a mixture of styles appeared,
evolving, in the later ’20’s, into definite angularity of form.

At first the angular effect was indecisive and in a measure concealed by
billowy materials; but essentially, the skirt was triangular; the wide shoulder
line rendered the shape of the upper half of the body that of an inverted



triangle; while the enormous width of the hat produced a similar result. In
effect, in the dress of 1830, the outline, in spite of ballooned sleeves, was
that of three superimposed triangles, the upper two being inverted.

As the Victorian Gothic movement rose to its height, the ever-growing
skirt became more and more triangular, dominating the whole outline, with a
pointed bodice shaped like an inverted church window of the ‘Early English’
period; presently the triangle shot upwards and seemed to swallow the
bodice so that, from the apex of her spoon bonnet to the hem of her crinoline
skirt, a woman of fashion in 1860-64 resembled a huge equilateral triangle.
It would be difficult to select a geometrical figure less like that of a woman.
It represented the climax of the Gothic impulse.

With its gradual decline, which can be dated from the middle *60’s, the
angulation of dress became steadily modified by the introduction of curves.
It was a sort of ‘decorated Gothic’ period. Curves were, so to say, a
refreshing change from the uncompromising rigidity of angles, and in the
early ’70’s they ran riot. Every corner was smoothed over; new curves were
added to a body already amply endowed with them; existing curves were
exploited until a woman of fashion resembled an enormous bundle of
balloons. And yet the angle was only disguised; if the outline were enclosed
by straight lines the essential triangle with its wide base would have been
found still present.

The singular interlude from 1876-1882, known as the ‘Aesthetic Period’,
is discussed in the chapter on the *70’s. It formed a minor and half-hearted
return to the classical form without the psychological impulse needed to
render it a complete expression of the vertical mode.

A more equal blend of angles and curves denoted the shape of the dress
of the ’80’s, with, once more, a pointed bodice, and in the last decade of the
century angles had recovered their charm, but instead of the old equilateral
triangle a narrow isosceles was aimed at. The hips, which had become
almost legendary after so long a submergence, now rose to the surface, in
spite of all efforts to restrain them in stiff gored skirts.

The Gothic method of disguise, which had answered admirably in a more
sedentary age, was no longer practicable. The more active woman became,
the more urgent the problem of the hip-line. To the nineteenth century there
seemed no solution.

Such were the changes of form of the dress which, it will be seen, always
adapted itself to the artistic style in vogue at different periods throughout the



century.

Although at first sight the number of types of dress seem innumerable,
yet on analysis they can be reduced to a few.

1. The single garment.

The upper and lower half of the body was enclosed in a cylindrical
garment from the neck to the feet. If of uniform material it was called a
‘gown’. If the opening was at the back it was called a ‘frock’. (It must be
admitted that the exact meanings of these terms are now hopelessly
confused, but during the greater part of last century there was still an effort
to preserve their distinctive significance.)

2. The double garment.

Over the under-dress was worn a loose upper garment, reaching a certain
length below the waist. If this upper garment was closed it was called a
‘tunic’. If it was open in front and of a length to reach to the ground behind,
it was called a ‘robe’. (Obviously derived from a loose ‘overcoat’ worn
originally as an outdoor covering above the dress.)

The robe admits of great elaboration; thus the upper part might be
fastened across the bosom and the lower part cut away to reveal the petticoat
or under-dress (a familiar form in the eighteenth century) or the front
opening may be merely simulated by lines of trimming (a common form in
the middle of the nineteenth century); or, again, the back of the tunic might
be caught up to produce a ‘bouffante’ effect (such was the ‘polonaise’ of the
’70’s and ’80’s).

A further change in the tunic was popular in the period of curves; its
upper portion above the waist disappeared and its lower portion developed
into a short ‘overskirt’, applied separately, and open either in front or behind.
The old name of ‘tunic’ still clung to it. We find that the simplest types of
dress, namely the gown and the frock, were used equally all through the
century, with trimming, etc., in keeping with the style of the day. The
original tunic dress, being a ‘classical’ form, was confined mainly to the
Vertical Epoch. The transformed ‘tunic’ of the *70’s and ’80’s was only a
tunic in name.

On the other hand, the robe was essentially a garment of the Gothic
Epoch and the original form of it was a feature of the first or ‘pure Gothic’
phase. Its more fantastic form, the polonaise, belonged to the ‘debased
Gothic’ period.



In this generalisation we are speaking only of fashions. At all times the
individual might choose to wear unfashionable styles of dress, and such
specimens may be found, or even seen in illustrations.

Owing to mechanical developments, and the increasing cost of labour, it
was inevitable that ready-made dresses would presently be put on the
market; even in the ’50’s there were advertised ready-made skirts ‘with
material for the bodice’. As long as the bodice had to be tight-fitting the
ready-made article, which would fit no one exactly, was not favoured. But in
the ’80’s the ‘ready-made’ for morning use, supplied the needs of the
economical. It was an innovation bitterly opposed by the dressmaker, and it
had but a limited range up to the end of the century. Drapers’
advertisements, earlier in the century, offering dresses at so much ‘the full
dress’ meant, of course, the dress length of material. The dresses of the first
half of the century, being necessarily all hand-made, have the charm and
interest inherent in hand work, and seem to possess some of the personality
of the original wearers in a way that the ‘ready-made’ can never have, for
they were made to fit the character as well as the frame. Many specimens
which still survive were evidently ‘homemade’; these show varying degrees
of technical inability to master the intricacies of the more complicated
modes. The cut of the huge sleeve of the early *30’s may have been evaded
altogether; in about 1850 basquins may have been attached as separate
pieces instead of being cut in one piece with the bodice. Occasionally we see
what was evidently an old dress of a former generation remodelled, in which
case the nature of the material may be puzzling; a specimen in my collection,
in the style of 1850, is of an eighteenth century figured silk, no doubt a
grandmother’s dress modernised. But even in the home-made article the
amount of work put in is never scamped; concealed portions are as carefully
sewn as the rest. There is never undue economy of material. Embroidery is
laboriously perfect in its detail. The finer work began to disappear about the
middle of the century when the custom of buying ready-made embroidery
and trimmings was well established, but the art of the dressmaker showed no
decline; indeed, the gored skirt of the 90°s was, in a technical sense, a
masterpiece.

The Victorian dress had of necessity to be a perfect fit, but the device of
goring the material for this purpose was one never wholly congenial to the
English spirit. It is true that it was introduced from time to time, as a novelty
from France, but after being employed for a few years it was gladly



abandoned 1n this country. The tendency to soften the outline of a gored
bodice by added trimmings, or in the skirt to use gores at the sides only, and
these concealed from view by additional drapery, as in the ’80’s, was
doubtless instinctive. There was a Gallic touch about the definite precision
which goring gave to the shape; the Englishwoman seemed to prefer a
vaguer outline as more in harmony with her natural evasion of hard facts.

It 1s interesting to compare the three great periods of the gored skirt, the
’20’s, the later *60’s, and the middle *90’s. In each a powerful influence was
dying out and a new one was seeking practical expression; the gored skirt
served as a sort of stepping-stone between the old and the new. A foreign
device was accepted tentatively, experimented with for a time and presently
abandoned as soon as a more congenial style emerged. In the *20’s the gored
skirt was embarrassed by the load of heavy trimming round the bottom;
when viewed on the living model in motion such a skirt tends to shackle the
feet and destroy lightness of movement. In the later 60’s goring enabled the
bulk of the material to be shifted towards the back, thus freeing the feet in
walking, but the mass behind dragged heavily until the crinolette and bustle
came to the rescue. While in the *90’s the gored skirt was ill-adapted to suit
the growing taste for outdoor activity.

Nor was the Englishwoman ever quite successful in styles displaying
solid masses of unbroken surface; it was the complaint of French critics
during the Second Empire that no Englishwoman knew how to wear a
crinoline; the dress always would look rumpled (as may be seen in
contemporary photographs)! On the other hand we should expect, as a nation
inherently romantic and sentimental, that Englishwomen would have found
in the styles of the ’30’s and ’40’s modes exactly congenial to their nature,
and, in fact, the dresses surviving from that time are almost all pleasing to
English taste, while portraits of that period suggest a race of beauties.

TEXTURE

The texture of a dress is chiefly a matter of material, and the various
materials used at different epochs will be described in the chapters dealing
with them; here it is enough to remind the reader that all through the century
there was a steady technical advance in the manufacture of textiles,
especially in the mixing of two materials, such as cotton and wool, cotton
and silk, wool and silk, and the giving of new surface values to them. We
must note that the use of two different materials in one dress was an



innovation of the ’70’s. It had, of course, been not unusual to use one
material over another, as a trimming or separate garment.

The appearance of texture depends largely on whether a material absorbs
or reflects light; until 1840 the interior of the English home, by night,
depended for illumination on lamps and candles; gas was the usual form of
lighting from then until the *90’s; in both cases the illumination was much
yellower and much dimmer than to-day. The effect was to require for
evening dresses materials of the highest possible refractory power, these
being silks and satins, and the colours could afford to be of a somewhat
bluer tone to neutralise the yellow. The fashion for yellow, in evening dress,
a feature of the 90’s, may have been encouraged by the new electric light.

The pre-gas period was noted for a lavish use of metal ornaments by
night; gold and silver lamé and cut steel, and, of course, precious stones as
jewellery would have had their glitter considerably toned down by the poor
quality of illumination. Similarly, some allowance must be made for the
jewellery, feathers, etc., worn in the early years of gas lighting, permitting a
degree of display which would seem intolerable in modern conditions.

A glossary of the principal materials used in the century is given at the
end of the book, defining, so far as possible, their composition and
appearance.

COLOUR

The general use of colours in nineteenth-century fashions is a subject of
some importance.

It is not by any means easy, in all cases, to ascertain the precise tints
employed; the surviving specimens may have undergone fading, while
fashion-plates, especially in the earlier years, were apt to be crudely
coloured, and therefore are unreliable guides. Moreover, the terms used in
the fashion jargon of the day are frequently merely fantastic, or names of
colours now given a somewhat different meaning. ‘Terre d’Egypte’, so
popular in the *20’s and ’30’s, appears to have been more red than brown,
and the mid-Victorian ‘Lavender’ was much bluer than would be acceptable
to-day; the modern eye might be puzzled to distinguish between ‘London
dust’ and ‘dust of ruins’, while ‘the flame of Mount Vesuvius’ and ‘the flame
of burnt brandy’ seem needlessly meticulous.

A table is appended giving a list of obsolete colour names used. Against
each is given the modern equivalent as depicted in the Dictionary of Colours



issued by the British Colour Council, with its official colour number. I
gratefully acknowledge the help I have derived from that admirable work.
By this means it will be easy for anyone faced by one of those obsolete
colour terms to know what tint is meant.

In the fashions of last century colour was used in the following ways:

1. As an ornament, such as an intense contrasting colour applied in detail
against a background of a neutral or subdued colour. This mode prevailed
largely during the Vertical Epoch, when primary colours were extremely
fashionable.

2. The equal distribution of two sympathetic colours; either by intricate
patterns in detail (as in the ’30’s) or by ‘shot’ materials (as in the ’40’s); in
both cases producing at a certain distance the effect of a blend of the two.
This was the taste of the ‘pure Gothic’ period. We find in the *40’s elaborate
experiments with complementary colours applied as additional garments to
the dress: a mixture permissible only when each forms a different layer, e.g.
a mantle of rose-pink on a dress of apple-green, but the two would not be
used on the same surface as in the dress itself.

3. An intense colour used as a background mass, with a subdued colour
for ornament, a style gradually developing into the monochrome type of
dress. Such was the principle employed during the second half of the ‘pure
Gothic’ period from the end of the *40’s till the middle of the ’60’s.

4. The use of two intense but harmonising colours. The rapidly
increasing number of aniline dyes, following their invention in 1859,
permitted a host of experiments in this direction during the later *60’s and
>70’s.

5. The use of two or even of three intense colours, often contrasting,
gave rise to the peculiar style of the *80’s, being frequently employed in “all
over’ masses.

In the *90’s this system tended to be modified into separate masses for
the upper and the lower half of the dress, and the use of a darker colour for
the upper with a lighter colour for the lower. (When the wearing of a
coloured spencer was in vogue, about the ’20’s, the skirt was white, which
hardly ranked as a colour.)

Nothing in fashion changes so markedly as the popular taste in colour. A
collection of specimens representing a century shows that the subject was
regarded with intense interest at one period and almost with indifference at
another; when exactitude of form is all-essential colour is often allowed to



fend for itself; when form is elusive colour becomes the essential feature. It
seems impossible for fashion to attend to both at the same time. We see how
during the height of the crinoline period when form was all-important, the
colours tended towards a monotonous monochrome, but in the *70’s, when
the billowy shape of the dress varied with every movement it was associated
with an extraordinary riot of colours.

We find in the Vertical Epoch a marked taste for primary colours, which
in the Gothic Epoch were considered somewhat vulgar. If we examine the
books of etiquette and ‘Guides to Good Taste in Dress’ which appeared in
such numbers all through the century, we learn from them how precise were
the rules of colour in force during each epoch. We also learn that the good
taste of one period was the bad taste of another. Without claiming that
confident judgment which enables some writers to criticise the taste of our
ancestors, we are content to draw attention to the remarkable colour sense
displayed by the fashions of the *70’s. A careful study of them shows that
originality was shown far more in colour than in form.

In the use of colours for particular parts of the dress an intense colour
would unconsciously be used for that region to which special attention was
desired, either as an alternative to exaggeration of form, or even as an extra
emphasis (e.g. sleeves of a different colour from the bodice, in order to make
the latter stand out, a common practice in the ’90’s). Or, as a device of
prudery, the intense colour may be used to emphasise some innocuous part,
such as the arms; special attention drawn to an unimportant region suggests,
of course, an over-consciousness of some other more vital part. In either case
the localisation of intense colour to one region implies the wish, conscious
or not, that the observer would kindly look this way.

It is notorious that there have been and are fashions in colours. That this
is not due simply to chance is shown by the fact that a particular colour may
go out of fashion for a generation and then return for no technical or
economic reason. Yellow, for example, was popular during the first half of
last century and then unpopular until the *90’s. Its disapproval in the *70’s
may perhaps be gathered from a writer in that sex-ridden decade, who says:
‘Red asserts a strong will and provokes observation, while green can only
awaken amiable and gentle thoughts. Blue is an expression of purity and
does not yet suit, or it no longer suits the time of Love.” Orange and the
more aggressive yellows were regarded with disfavour; they seemed to
imply a degree of animal passion which the pure ought not to possess. It may



be noted that the richer tints of yellow (which suit brunettes) often figured in
French fashions (e.g. in the *70’s) without becoming popular in this country,
the majority of whose women are blonde.

As a broad generalisation we may say that the colour sense of the
century indicates a preference for harmony in the first two-thirds and for
contrast in the last third. To say that this necessarily implies bad taste is to
beg the question. We may argue with some show of reason that a taste for
simple harmony in colour (or, indeed, in art generally) suggests an
harmonious mental attitude; and that the growing sense of dissatisfaction
evidenced by women during the last third of the century was, perhaps,
responsible for the change; they were beginning to find themselves no longer
in harmony with their mental environment, and they expressed mental
conflict by a taste for discordant colours. To describe this as bad taste and to
dismiss the art of that period as degenerate would be to misinterpret what
was, in reality, a symptom of progress. Indeed, if a widespread taste for
disharmonies in art is evidence of a widespread dissatisfaction with things as
they are, then we may regard the periods of bad taste in our history with a
certain feeling of gratitude.

THE USE OF WHITE

The use of white materials for women’s clothing was remarkably
prevalent all through the century, and may be attributed to various causes. As
regards the dress and outer garments, that is to say the portion of the clothing
intended to be seen, its widespread use in the Vertical Epoch has been noted
elsewhere as inspired by the wish to produce the ‘marble statue’ effect of
classical styles.

During the rest of the century, however, white served other purposes; it
was considered specially suitable for summer-time and as a symbol of
virginal purity. The preference for white dresses in hot weather might be
attributed simply to a desire for coolness were it not that there have been
seasons when, in spite of hot weather, white has not been fashionable.
During the crinoline period, for example, an enormous surface of absolute
white was felt to be too overwhelming, for white tends to increase the
apparent size, just as black appears to diminish it. (Hence the use of black
for mourning when the grief-stricken shrinks from observation.) The liking
for white in summer is due, rather, to the wish to be conspicuous, but when
enormous dresses are in vogue an apparent exaggeration in size might well



be disadvantageous. The symbolic significance of white i1s well known and
of great antiquity; we may note, however, that while a girl’s first ball dress
was generally white, the bridal dress was by no means invariably so. In the
crinoline period, for example, a less glaring colour was not uncommon. In
my collection wedding dresses of 1813,1842, 1880,1895 are cream-
coloured; a specimen of 1871 is of grey silk, having been worn by a bride,
aged 23, who was considered ‘too old to wear white’. So hard was it, even in
the °70’s, to deserve at that mature age the white flower of a blameless life.

The use of white materials for underclothing has been described
elsewhere; that its selection was symbolic rather than hygienic in origin is
indicated by the fact that it was by no means accompanied by a high
standard of bodily cleanliness; when the daily bath became the rule women
began to adopt coloured underclothing. The excessive use of white implied
that the wearer was of the leisured class who would have no occasion to
exert herself, just as the masculine starched collar shows that the proud
owner does not have to earn his living by the sweat of his neck.

White underclothing, therefore, indicated not only purity of the mind, but
also that frequent ablutions were unnecessary. It was the growth of
athleticism for women which eventually destroyed the illusion. The extreme
visibility of white permitted the petticoat to be used discreetly as a
provocative agent, which was abandoned only with reluctance in the present
century.

THE USE OF BLACK

The use of black in women’s dress calls for some comment. It served two
distinct purposes, as a symbol of grief, and as a means of accentuating other
colours.

For deep mourning the intensity of black is increased by giving the
material a lustreless surface so that it reflects no light; this was admirably
served by crape and similar fabrics. It may be mentioned that mourning
dresses of the nineteenth century are now rare; it was, of course, unlucky to
keep crape in the house. I have been able to find only one specimen of a
widow’s costume, and only one black dress of the Vertical Epoch. Half-
mourning, of materials with a black pin-stripe or black and white, are fairly
common.

All through the century black with a lustre surface (such as satin) was
fashionable for visiting or evening toilette, except for a few years after the



execution of the murderess Mrs. Manning, who was hanged in black satin.
Black, as a background, tends, of course, to diminish the apparent size and
helps to conceal a defective shape, so that its use would naturally appeal to
the ‘no longer young’. On the other hand, a black skirt with a light bodice
would seem to accentuate the charms of the perfect figure, an effect equally
obtained in a decollet¢ evening gown of black material. The fortunate
possessor of pearls and diamonds was quite aware that there is no finer
background for those gems than black velvet. In a word, black would be
used in order to concentrate attention to some particular feature, while white
would be used to emphasise the fout ensemble.

All through the Victorian era the ‘black silk dress’ was regarded as an
invaluable standby, denoting respectability without undue pride, and was
much used, therefore, on ceremonious occasions, in the presence of ‘our
betters’, or death, or similar superior forces.

REVIVAL OF FASHIONS

The student of history discovers in the fashions of the nineteenth century
a number of features reminiscent of former ages, and will sometimes assume
that fashions repeat themselves. In reality they never do so. It should be
impossible to mistake a typical costume of one period in history for that of
another. But as the conditions, psychological and economic, of one period
may have a resemblance to those occurring at another, so their fashions may
present similar features, but each will have its distinctive marks. Even when,
as in the mid-nineties, dress-designers proclaimed a revival of the ‘leg-of-
mutton sleeve of the *30°s’ they produced only a frozen commodity stiff with
propriety.

Or, to go still further back, we find that after the devastating Wars of the
Roses a style of costume, aptly called the ‘conventual’, with severe vertical
lines, developed instinctively; we perceive that the spirit of that style was in
many respects comparable to that of the Vertical Epoch in the nineteenth
century, as we should expect; but the manner of expression in each case
differed enormously. The theme was the same, but the treatment of it was in
the hands of different composers.

Obviously experiences may be similar, but can never be identical, and
the fashions symbolising them can therefore never be identical. For that
reason it i1s misleading to name certain styles of dress after some former
epoch, tracing them back to the limit of our historical knowledge. When we



label a style as ‘Tudor’ it only betrays that we have not heard of the Middle
Ages. The slashed sleeve, for example: are we to call it ‘Spanish’ as they did
in the early nineteenth century, or ‘German’ or ‘Swiss’, depending on the
extent of our researches? Yet it seems to have been used even in the fifteenth
century. It is not so much on that account that I should prefer to call it
Gothic, as that it has the spirit of the Gothic about it. It is simpler to
recognise that certain features seem in keeping with classical and others with
Gothic forms of art; that a feature which tends to reveal belongs to the
former, and that one which tends to disguise belongs to the latter. For Gothic
art is always reluctant to reveal the naked truth.

After all, it does not matter very much which nation first discovered that
a woman’s arm 1s more beautiful when it is made to resemble a leg of
mutton; what does matter is that the classical age would not have believed it.

TECHNICAL INVENTIONS

From the purely technical standpoint past fashions have their interest,
especially those of last century, the great age of technical improvements.
Two in particular stand out, the introduction of the sewing machine, and the
discovery of aniline dyes.

The sewing machine, though invented earlier, did not begin to be used by
the public until early in the *50’s; chain-stitch by machine may be found in
dresses of 1854-55; lock-stitching some five or six years later, but for many
years subsequent to that time hand-sewing was commonly employed. It is
rare, however, to find a good class of dress hand-sewn after 1865.

About 1862 the first of the aniline dyes, solferino and magenta, came
into use, and very rapidly from that year onwards a host of new chemical
dyes were put on to the market, leading to a bewildering variety of new
coloured materials. It may be noted that the dyed fabrics of that period have
still retained their original hue without fading. In this relation it is interesting
that Violetta Thurston, while advocating the wider use of vegetable dyes
admits that ‘a really fast chemical dye cannot be surpassed by any vegetable
dye’. It was natural that shot textiles (woven of two differently coloured
materials) became displaced by the cheaper printed fabrics, and also that a
good many tints were tried which would offend the modern eye.

MATERIALS



A study of the materials used has a particular interest, hampered by the
fact that numbers of fabrics are now obsolete or bore unrecognisable names.
I have inserted a glossary defining as many as can be identified. The gradual
decline of silk for day use marked the decline in prosperity of the leisured
class, while its lavish use in the period 1840 to 1870 is significant of the rise.
The most striking revolution in materials occurred in the ’70’s, and is
discussed in the chapter on that decade. The economic condition of a class is
always indicated by the cost of its clothing. We detect the insidious use of
inferior materials in those parts of a dress which would be invisible to
spectators, as a new device appearing in the late *70’s when the rentier class
was severely stricken; it became almost habitual in the ’90’s, when, in
addition, scamped workmanship hidden by elaborate machine-made
trimmings supplied a cheap substitute for the real thing. In the *70’s began
the practice of dressing silks with chemicals to increase their weight, a
practice which was found at the time to produce splitting; it was not until the
end of the century that the artificial dressing became so destructive that
specimens only thirty years old now crumble like burnt paper. Fortunately
the dresses of the early nineteenth century are more lasting.

UNDERCLOTHING

During most of the century the underclothing, although varying from
epoch to epoch, displayed a persistent feature; it was curiously plain in
design and material, even when immense pains were being taken over the
dress. Only those portions of undergarments which were likely to be seen
received any ornamentation. Thus the hem of the petticoat would be
elaborately embroidered while the chemise would be entirely unadorned;
and it was common for the stocking to be beautifully worked on the ankle
with the rest quite plain, and silk feet with cotton tops was a subterfuge very
popular in the *80°s and *90’s. It was not until the last quarter of the century
that ‘artistic’ underclothing was attempted in fashionable circles, a venture
which gave rise to a good deal of misgiving in the bourgeois mind. As a
magazine in the ’90’s informed its readers, ‘No nice-minded lady would
think of wearing expensive underclothing.” The modern notion that
underclothes should be ‘amusing’ would have been regarded as a tactical
error. They supplied an air of mystery essential to sex-attraction which the
Victorian woman employed with skill.



Until the ’80’s it was the general rule that garments next the skin should
be white, to conform with the purity of the mind; ‘wool next the skin’ was an
old precept seldom practised by the fashionable until the end of the *70’s,
when woollen combinations (with, as an additional protection against chills,
drawers of chamois leather) came into use. About the same time coloured
vests and purple plush drawers struck a cheerful note. From the crinoline
period onwards the red flannel petticoat was an outstanding landmark
whenever visibility was good; the colour was not only patriotic, but an
assured preventative of rheumatism.

Corsets were worn all through the century and tight lacing was the rule,
except during the height of the crinoline period. It was perhaps most
excessive in the ’40’s, the *70’s and the *90°s.

The bulk of underclothing considered necessary varied widely from
period to period; from the thin chemise and single petticoat of the Vertical
Epoch and the almost equally scanty Aesthetic Period, to the half-dozen
petticoats (of which in winter two were of flannel) in the ’40’s; or to the less
numerous but more ponderous garments of the ’80’s, when woollen
combinations and a wadded petticoat formed a protection against winter
draughts. It was natural, of course, that during the ‘silk’ period with
expanded skirts (’40’s to *60°s) more underclothing was required than during
the ‘woollen’ period following.

But all through the century there was no pretence that the underclothing
worn was comfortable. The voluminous chemise, cramped into wrinkles by
the tight corset: the multitude of layers surrounding the legs, with
innumerable strings and buttons and hooks and tapes, were not meant for
pleasure, and the cost of washing them was far from economical. Nor was
that complexity of scaffolding even utilitarian in function; on the contrary; it
must therefore have been adopted for some peculiar moral significance of its
own. The burden of so much unprepossessing ballast was designed to check
those hasty impulses which may assail the feminine mind; in that sense
Victorian underclothing was admirably adapted for the purpose in view. It
was not intended that such devices of a wholly private nature should be
made public; men, it was hoped, would not suspect the existence of either
the restraint or its need. The whole subject became a social taboo which
must never be referred to lest it recalled anatomical facts, and those (as a
Victorian lady so admirably expressed it) ‘are not things, my dear, that we
speak of; indeed we try not even to think of them’.



Underclothing was for the most part inherited from preceding centuries
with the important addition of the drawers. Up to about 1800 these had been
a purely masculine or children’s garment, and the adoption of them by
women was at first regarded as savouring of depravity, even abroad.
‘Excepté les actrices les Parisiennes ne portent point de calecon’ (Mercier,
1783). The theft of masculine garments has always been considered at first
fast, then fashionable, and finally common.

It is equally strange that on foundations of so dubious a nature there
should have grown a veritable symbol of Victorian propriety; for such we
may regard the Victorian drawers: an ever-present influence, unseen but
potent, fortifying the restraint and rectitude of the epoch, and expressing in
dumb show a Puritan fear of the flesh. To it we must attribute some, at least,
of the moral qualities of the age, so that we may almost detect in its
uncompromising features a religious force.... And if Victorian dress was a
monument to Victorian morals, this humble garment formed, as it were, the
very keystone of the arch.

Its moral progress may be gathered from a letter to her daughter by Lady
Chesterfield, about 1850 (erased from subsequent editions): ‘... skirts that
ended one inch above my ancles showing the vandyked or frilled edges of
those comfortable garments which we have borrowed from the other sex,
and which all of us wear but none of us talk about.’

That the English were pioneers of the fashion may be gathered from an
unexpected source—a despatch from our ambassador in Paris on the visit of
King Victor Emmanuel in 1855; Lord Cowley (vide Memoirs) reported that
at a state reception a lady-in-waiting had the misfortune to trip over her
crinoline skirt and tumble headlong in view of the Imperial party, whereupon
the King exclaimed with enthusiasm to the Empress: ‘I am delighted to see,
Madame, that your ladies do not wear les calegons, and that the gates of
Paradise are always open.” The despatch revealing this ‘secret d’Etat’ was
anxiously considered at a cabinet meeting in view of Il Re Galant’ Uomo’s
approaching visit to Windsor, when Queen Victoria found his conversation
‘startling in the extreme’ and decorated him with—the Garter.

On the other hand, in 1859, the Hon. Eleanor Stanley, a lady-in-waiting
to Queen Victoria, writes: ‘I hear the last new “fast™ ladies’ fashion is said to
be wearing “knickerbockers” ’, and she describes how the Duchess of
Manchester, in getting too hastily over a stile ‘caught a hoop of her cage in it
and went regularly head over heels lighting on her feet with her cage and



whole petticoats remaining above, above her head. They say there was never
such a thing seen—and the other ladies hardly knew whether to be thankful
or not that a part of her underclothing consisted in a pair of scarlet tartan
knickerbockers (the things Charlie shoots in)}—which were revealed to the
view of all the world in general and the Duc de Malakoff in particular’—
whose subsequent description, ‘ma chere, c’etait diabolique!’ seems
inadequate.

By the ’60’s drawers were accepted by the middle classes as a necessary
adjunct to the crinoline, but they were not generally used by the lower orders
until the *80’s.

In a psychological sense the garment may be regarded as the most
important of the Victorian wardrobe. Did it not express that Gothic instinct
to conceal or at least disguise reality at all costs? Its place in the scheme of
things seemed so in keeping with that guarded reticence which distinguished
the Victorian lady.

Unfortunately the baser sex, perhaps in revenge for the theft from their
wardrobe, discovered in it an endless source for ridicule and jest, so that the
nice-minded woman would blush at the mere mention of the word. A vast
literature was devoted to the subject (vide Le Pantalon feminin, Paris, 1906).
It became a staple joke for comic papers and music-hall artists. Fashion
papers shrank from exhibiting the garment except in a folded-up state. When
at the close of the century the bicycle had compelled women to admit that
they were to some extent bipeds, synonyms for the horrid thing were
introduced, and even to-day the taboo exists, and euphemisms such as
‘panties’ and ‘slip-ons’ try to conceal the fact that a woman draws on a
covering for her legs. May we ascribe her reluctance to the pricks of
conscience?

ON THE USE OF GLOVES DURING THE NINETEENTH
CENTURY

During most of the century gloves were almost as much an indoor
accessory to the toilet as outdoor, at least among ladies of the leisured class.
Out of doors, at any rate in a town, the etiquette was extremely strict. As late
as the ’90’s a lady commented, as an extraordinary event, that ‘she had seen
a friend coming out of her house in London before she had finished
buttoning up her gloves’, and in the earlier part of the century such careless
behaviour on the part of a lady would have been an act of gross indelicacy.



In the ’50’s, for example, we read of a young lady rebuked by her mother
for having unbuttoned her gloves in church. ‘But, Mama, what is one to do if
one’s hands perspire?” ‘My love, the perfect lady does not perspire.” The
question whether removal of the gloves in a sacred edifice was or was not
quite respectful to the Almighty was still being discussed in the *70’s. (See
Annual Notes for 1876.)

Gloves were, of course, worn in the evening, being removed only at the
table, but it is important to realise that they were also worn indoors during
the day. At large house-parties ladies came down to breakfast in gloves, and
we read of white kid gloves being worn during family prayers before that
meal. At luncheon and tea parties, and in fact whenever there was much
shaking of hands to be done, the ladies of the house usually wore gloves
without bonnets or hats. A great Victorian nobleman was accustomed to go
out shooting in his Blue Ribbon, and he required his housemaids to wear
white kid gloves when they made his bed.

An etiquette book of the *40’s states that ‘gloves should always be worn
out of doors and are always graceful for a lady in the house except at meals’;
while a similar book some dozen years later states ‘the fashion of wearing
gloves indoors, or even mittens, has much died away lately’. Nevertheless,
in the ’60’s and ’70’s girls were expected to do their lessons in gloves and
old ladies were proud of their skill in crotcheting while wearing them.

There is, in fact, abundance of evidence that until the last twenty years of
the century a lady of refinement regarded her hand as a part of her body
which was not lightly to be displayed to members of the other sex. (I am
indebted to a correspondent for a collection of evidence on these points.)

NOTE ON THE USE OF THE TERM ‘GOTHIC’

Some explanation of the rather wide use, in this book, of the word
‘Gothic’ may perhaps anticipate and even disarm possible criticism. As an
architectural term ‘Gothic’ is familiar enough, and in that limited sense
Gothic architecture has been defined, by Francis Bond, as ‘the art of
constructing buttressed buildings’.

But, in a non-technical sense, there is an underlying spirit which may
equally be found in other forms of art as well; we recognise, for example, in
the period 1830 to 1850 a definite artistic movement, reaching far beyond
the architecture of that time, which is called ‘Victorian Gothic’. There was a
certain attitude of mind which simultaneously influenced a writer like



Dickens, a painter like Frith, a musician like Balfe, as well as an architect
like Pugin. The spirit of the time was common to them all, and it is
convenient that it should have a name, for it was also colouring the outlook
of the general public as well as that of the artist. To describe this, simply, as
‘romantic’ 1s unpsychological, for while that epithet may properly be applied
to the years 1822 to 1835, the period 1836 to 1849 would be more correctly
described as ‘sentimental’.

We need a term to denote both portions of the epoch and for this I have
used the word Gothic, intending it to imply more than a mode of art (which,
indeed, is but the reflection of a mental attitude). ‘Gothic’ denotes an
ingrained habit of mind, possessed more by some races and by some
individuals than others, which induces a person unconsciously to re-arrange
phenomena at the expense of truth in order to produce an emotional reaction.

This habit of adjusting reality, by mental selection, entails either the
drawing of a veil over some aspects or the magnification of other aspects of
truth, and both imply a preference for illusion (a characteristic in which the
English mind is specially rich). For that reason our nation, whenever
circumstances are not too strong, is inspired to cultivate the Gothic attitude
and Gothic forms of expression. We have a racial inclination to alter the
appearance of reality by distortion, decoration or a discreet veiling.

The romantic mind uses its emotions to distort, and the sentimental mind
uses its emotions to conceal reality. The former leans to flamboyant forms of
expression, while the latter seeks shelter by ‘turning all to favour and to
prettiness’. The Gothic attitude may therefore be either romantic or
sentimental, or indeed both.

The two are admirably illustrated by the costumes of 1830 and 1845: the
former with its clamorous demand for attention at the cost of extraordinary
distortion, the latter with its affectation of shrinking timidity. (Both are
equally effective, of course, in alluring the male.)

During the whole of the Gothic Epoch women’s fashions were largely
concerned with sex-attraction, fascinating either by their audacious attack, or
the apparent impregnability of defence.

It was characteristic that the romantic costume did not hesitate to take
full advantage of such anatomical features as helped to exploit the dress, and
it lavished its attention upon the bodice, producing a multitude of variations
in design. The romantic mind has no horror of exhibitionism as such, but



despises its cruder forms. The sentimental mind, however, shudders at bare
facts and modestly conceals them; corsets become a virtue and ankles a sin.

Yet we find that in the ball-room the primitive urge could not be
restrained, and the display of bare shoulders and bosoms was as generous in
the ’40’s as in the ’30’s. Indeed, all through the Victorian era the high
watermark of modesty would ebb after sunset some six inches, as though the
instinctive feeling that we are then less visible still survived.

It will be observed in the ensuing chapters that various forms of
ornamentation in dress design are attributed to ‘Gothic’ inspiration. The term
is not reserved only for such ornamentations as have their origin in the
Gothic architecture of the Middle Ages, but is also applied to any which
serve no other purpose than to mislead the eye, distract attention from or
draw undue attention to particular parts, creating thereby an illusory effect;
such devices are the product of the Gothic mind, which regards it as a
fundamental axiom that the body shall be subservient to the dress. It is the
effect of the latter which is all-important, and such portions of the body as
may be permitted to appear are but accessories. According to this notion it
becomes not merely permissible but even desirable that the crude defects of
Nature shall be remedied or concealed. It would be proper, therefore, to
restore the bloom of the fading rose, but on no account to gild the lily. Ars
est celare artem was the guiding principle.

It was characteristic of the Gothic Epoch in its most intense moment, at
the end of the first half of the century, that the body almost entirely vanished
from sight, at least by daylight. The face partly concealed by the hair, to say
nothing of the bonnet and veil; the hands by the gloves which were worn
even indoors; the shape of the trunk by the corsets, and the legs entirely by
the long skirt: art had surpassed itself in its insistence that the shape of a
Lady should have the least possible resemblance to that of a woman. It was
the logical outcome of the Gothic mind.

And as we view pictures of the perfectly dressed Lady in the heyday of
the Victorian era we perceive in a new light the accuracy of Francis Bond’s
definition—°‘the art of constructing buttressed buildings’.

FASHIONS AND SEX ATTRACTION

It will be observed that throughout this book I have regarded the instinct
of sex-attraction as the principal motive force in feminine fashions. My
reasons may be briefly stated.



Fashions are primarily designed to suit the youthful and would-be
youthful woman of the day; her elders reluctantly follow her example. As
soon as she has passed the age of attracting the opposite sex by her
appearance fashion ignores her. It has always been the claim of a fashion that
it is attractive. What, then, is the thing to be attracted but man?

A glance through any fashion article, ancient or modern, reveals the
same perpetual note being struck, the insistence that a mode or device is
bound to captivate or attract, fascinate, allure, provoke—or in modern
jargon, excite or at least amuse. These active verbs demand an object to
complete the sentence.

It is sometimes urged that women dress less to attract men than to outbid
the rivals of their own sex: to display their social superiority or greater
wealth or advantage in years. But are not such reasons disguised forms of
sex-attraction whereby a woman seeks to prove (to her rivals) that she can
attract or has attracted more successfully than they?

During most of last century the average woman depended on her powers
of sex-attraction for a career; she would have been extraordinarily foolish,
therefore, if she had not devoted her chief attention to the art. It is
improbable that civilisation will destroy an instinct which is the chief source
of human happiness, and therefore we may assume that feminine fashions
will continue to provoke the susceptibilities of the male sex, while those who
are too old to play will, as spectators, criticise the performers with approval
or disapproval, as the case may be.

I cannot hope, of course, to convince those who regard the sex-instinct as
a grave error of taste on the part of the Creator; but I am entitled to ask them
to formulate an alternate hypothesis which will explain the phenomena
better.
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! The word ‘crape’ was thus spelt until about 1840, when the French form ‘crepe’ came into general
usage, the English form being reserved for the black ‘crape’ of mourning. Throughout this book the
French form has been used, except where the English spelling appears in quoted passages.



CHAPTER II
THE VERTICAL EPOCH

nineteenth century produced in women’s dress a distinctive feature

lasting some twenty-one years; namely, an exaggerated emphasis on

vertical lines. It survived, in a modified form, for some years after the
classical wave had subsided in other art forms; so often is it the case that
women’s dress follows, rather than leads a movement, and only reluctantly
abandons the outward expression of it. But the extreme forms of a fashion are
revealed only at the height of such a movement; as soon as the mental attitude
begins to change, the symbolic form at once loses some of its energy and
becomes modified.

Thus, the pure Classical form of dress distinguishes the years 1800 to 1803;
from 1804 it accepts fanciful additions; gradually the form itself becomes less
‘classical’, with increasing Gothic additions until at length the position is
reversed; the form becomes Gothic with Classical remnants attached.

The vertical line survives as a sort of symbol which is ceasing to have much
meaning; having sustained the nation through a period of strain its ‘moral
support’ is no longer required, and in the early ’20’s it vanishes for a century.
The vertical influence and the principles of anatomical display which govern the
design of dress all through this epoch tend to produce a superficial similarity
confusing to the modern student, who is prone to describe all specimens of this
epoch as ‘Empire dresses’, on account of the shape and the (relatively) high
waist.

Actually the term ‘Empire style’ is unhistorical, at least as regards English
costume, as it appeared before and continued after the years of Napoleon’s
Empire (1804-1814). It is also misleading, as it suggests a close imitation of the
French fashions, ignoring the fact that English fashions had their own
distinctive features. The extremes of nudity, the damping of the dress to produce
a clinging effect, the hair ‘a la Titus’, the whitened face ‘a la Psyche’, were but
a few of the extravagances which never crossed the Channel. The term ‘Empire
style’, then, is better avoided in describing English fashions of this epoch.
‘Regency style’ is at least historical, though less descriptive than ‘vertical’.

Our sources of information concerning Englishwomen’s clothing at that
time are, unfortunately, few, inaccurate and sometimes contradictory; the

THE preference for ‘Classical’ forms of art at the beginning of the



‘fashion articles’ in the magazines are frequently imports from abroad, and their
statements need careful scrutiny; however, by checking them with dated
portraits of the period or with actual dresses of which the history is known, we
can arrive at some degree of accuracy. It should be remembered that at a time
when knowledge of new fashions must have travelled slowly, styles used in the
provinces were probably obsolete in the capital. It is therefore not unusual to
see a country dress, of which the date is known, some years behind the times in
style. On the other hand, we read ‘The Mail-coaches spread every kind of folly
throughout Great Britain and a village Milliner and Mantua-maker regularly
received the fashions from London, and dressed every creature they worked for,
whatever might be their condition, exactly alike.” In trying to date a specimen
the general impression is usually a safer guide than some isolated detail to
which undue importance can be attached.

Particularly is this the case with the precise level of the waistline. ‘Empire
dresses have all high waists’ is a very inaccurate summary of this epoch.
Individual tastes, then as always, have to be reckoned with. It is correct to say
that all through the Vertical Epoch the waistline of the dress was above the
natural level, but even so it fluctuated considerably between ‘very high’ and a
level only just above that of the true waist.

Between these limits we can distinguish three degrees which may
conveniently be described as ‘very high’, ‘medium high’, and ‘medium low’. In
this sense ‘very high’ is to be understood as a level immediately below the
breasts (which are usually pushed up by artificial means). ‘Medium high’ means
a level showing a perceptible gap between it and the lower margin of the breasts
(which are in the normal position). ‘Medium low’ is on the line of the lower
ribs; it is still slightly above the true waist level.

Contemporary fashion articles are apt to mislead in using such expressions
as ‘waists are frightfully increased in length’ (1809), when, in fact, they refer to
a change from ‘medium high’ to ‘medium low’. Still more bewildering to the
reader are those confident items of news which prove later to have been only
speculatory; when, for instance, we are told, in 1811, that ‘the short Grecian
waist is revived’, we have to wait some three years before the change becomes
really established. It appears that the anticipations of journalists are sometimes
slow in fulfilment.

In attempting to classify this epoch into sub-divisions, it is convenient to
distinguish between the form of the dress and its ornamentation. The following
table affords a rough guide to the changes taking place during the epoch:



PURE CLASSICAL PERIOD

1800 to 1803. Classical Form. Greek Ornament.
1804 to 1807. Classical Form. Egyptian and Etruscan Ornament.

DEBASED CLASSICAL PERIOD

1808 to 1810. Classical Form. Spanish Ornament.
1811 to 1813. Debased Classical Form. Slight Gothic Ornament.
1814 to 1817. Debased Classical Form. Increasing Gothic Ornament.

1818 to 1821. Diminishing Classical Form. Increasing Gothic Form.
Increasing Gothic Ornament.

One observes the gradual change from the Classical to the Gothic at first in
ornament (the vandyking, gores, puffed hem, flounces, etc.) and later in form
(the increasing width of the bottom of the skirt and the narrowing of the waist
producing angulation).

In the middle years of the epoch the two irreconcilable modes of artistic
expression are, somehow, reconciled, the Classical governing the essential
shape, the Gothic its ornamentation; gradually the Classical loses its grip and
the native Gothic more and more assumes command, until, as we shall see in a
later chapter, the situation is reversed and we are presented (in the middle *20°’s)
with a Gothic design having occasional Classical ornaments oddly inserted.

Throughout the epoch the vertical line is emphasised by the device of the
high waist, producing a disproportionately long skirt which is narrow, either
hanging in loose folds (1800—1803) or in stiff tubular form, while transverse
lines are suppressed or at least minimised and angular effects are avoided.
Accessories such as scarves are narrow and hang vertically, while sleeves, if
present, are moulded to the arms.

Moreover, the Classical principle, that the dress should reveal the beauty of
the body, is strictly sustained. Hence the paucity of underclothing and the taste
for dress materials of a thin transparent nature.

‘While expensive silks were worn they could not be attained by persons of
small means, but when a few shillings could purchase a Muslin gown quite in
the fashion every woman could command one.... Farmer’s daughters came to
market in white stockings and slippers, and sat on a sofa to receive company in
silver turbans and elegant muslins. The lowest maidservant refused to wear
Pattens and never went out without an umbrella. A pair of black worsted



stockings was only to be found in—the Poor House.” (Written retrospectively in
1818.)

In addition there are efforts, especially at the beginning of the epoch, in the
direction of nudity. (“When the first engravings of the Grecian costume—as
nudity was called—were brought to England, they shocked every modest
woman; and it was not thought proper to look at them in the presence of
gentlemen; how this delicacy wore away and how soon 1is truly surprising, but
certain it is that e’er many months had elapsed, originals exactly representing
the Prints, were seen in every public place.”) Sometimes a substantial area of the
back 1s exposed, sometimes of the bosom, and always the shape of the breasts is
emphasised, either by their being pushed up into prominence by mechanical
means, or by the lightest of coverings. The arms, even in the day, are often bare
to the shoulder. On the other hand, the legs are never exposed, but their outline
indicated by the clinging material of the dress.

The ‘classical statue’ effect aimed at chiefly in the beginning of the epoch is
accentuated by the preference for white muslins, to suggest a resemblance to
marble. This (and the high cost of silks during the war) explains their relative
abundance amongst those specimens of the Vertical Epoch which still survive.
In my own collection out of some fifty dresses and pelisses of this epoch, half
are pure white or have white grounds.
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The general effect of a woman’s dress was one of studied simplicity. It
aimed at drawing a transparent veil over the allurements of anatomy, and
charmed by revealing everything it concealed.

The supposition that such a style was but a reaction from one more artificial
and a praiseworthy approach to naturalism is belied by the fact that it was, in its
way, highly artificial and unnatural. As though woman’s dress has ever been
otherwise!



As a contrast to the dress the headgear, all through the epoch, was arresting
in shape and colour. Indeed, during the first ten years of the century when, as
was said in 1806, ‘a lady is not considered fashionable if she appears two
successive days in the same bonnet’, the variety of design was incredible.
Almost every form of hat or bonnet subsequently worn by women had its
prototype in that decade. They were of all sizes and shapes, and worn at all
angles; they seem to betray every mood except, perhaps, the demure. It was a
time when the face clamoured for attention.

Although the Napoleonic Wars lasted till 1814 (the subsequent Waterloo
campaign being too brief to affect the mentality of the nation), we must not
forget that the extreme nervous tension had been enormously relieved by the
victory of Trafalgar (1805), and the advance in the Peninsular (1809-10);
psychologically the sense of fear had passed and the innate Gothic impulses of
our nation, apt to be suspended in times of profound anxiety, began to reassert
themselves. Types of decoration dear to the Gothic mind became increasingly
applied to a dress still classical in form. The skirt must needs be edged with
narrow flounces engagingly pinked or scalloped. The narrow waistband
becomes an ornamental sash; the marble white muslin is warmed by a coloured
slip; its plain surface decorated by lines of rollio, coloured patterns, ornamental
buttons, Brandeburgs, or by sleeves of a different material. The Gothic angle
insinuated itself in the form of ‘vandyking’ almost from the beginning, a feature
becoming more aggressive from 1807 onwards. In effect, instead of a marble
statue we are given a coloured picture, in which the details matter more than the
mass.

Towards the close of the epoch more and more is attention drawn to the
bodice of the dress (always an indication of a reviving ‘romantic’ spirit). The
shoulder line expands; the upper sleeve dilates; the waist is more constricted,
while the width of the skirt increases. The Classical form is becoming Gothic.
All through the epoch, in fact, there is a perceptible inspiration at work
gradually effecting a transformation from one antithesis of style to another. It is
unfortunate that we cannot avoid the use of such terms as ‘epoch’ and ‘period’,
which convey the impression of a stationary phase, when in reality there is
constant progression.

During this epoch the following types of dress were the usual ones worn:

1. The Tunic Dress: essentially for evening. It consisted of an under-dress,
which was either round or trained, over which was worn a tunic, hanging loose
from the shoulders and extending either to just below the waist or nearly to the
ankles. The short tunic was rare after 1812; the long tunic rare before that date.



The tunic might be round or shaped, sloping away at the sides to a deeper
point at the back, or cut in points at the sides or at intervals round the body.
Sometimes it was open in front with or without loose fastenings.
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2. The Frock: that is to say, a dress with bodice and skirt in one, the bodice
fastening behind by buttons or strings, or, at the close of the epoch, by hooks
and eyes.

Of the frock there were various kinds:



(a) The plain high front with narrow or wide shoulder strap; the back being
high or low, and with or without attached collar. For day use.

(b) The plain low front, worn with or without a tucker or a habit-shirt above
its upper margin. The front may be shaped into a ‘V’ or square. For day or
evening use.

(c¢) The ornamented bodice, e.g. with insertions or embroidery sometimes
called ‘French work’ let into the front; or the ‘lozenge-front” with strips of net
and satin let in, slant-wise, forming a ‘V’ pattern. For day use.

(d) The bodice a I’enfant, the top of which is threaded with a string, en
coulisse, which when drawn produces the effect of gathering. For day and
evening use.

(e) The bodice en cceur.

(f) The ‘cased body’, or ‘the body with casings’; a term denoting a series of
transverse pleatings or gaugings running across the front.
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3. The ‘stomacher front’: occurring in both the untrained round dress and
also in the trained gown. This appears to have been the only method of front
opening used in the Vertical Epoch until the separate bodice and skirt was
introduced.

There are two types of stomacher front:

(a) The high stomacher, for day use. The upper third of the skirt is split
down the sides to the placket holes, thus forming an inverted flap; to this flap is



fastened the front of the bodice, which, after the dress is put on, is then pinned
or buttoned up to the shoulder level. A drawstring threaded through the flap at
the waist is tied behind. Frequently there are, in addition, side pieces to the
bodice which pin across the bosom beneath the stomacher.

(b) The low stomacher. Here the flap does not include a portion of the
bodice, but is tied round the waist by a string threaded en coulisse. With this
type the bodice is closed across the bosom by various methods:

(1) The ‘wrapping front’, for day or evening. The sides of the bodice fasten
in the cross-over fashion; if the front was cut to form a deep ‘V’ almost to the
waistline, with flat pleats or trimmings descending from the shoulders to meet
at the waist, it was known as the ‘robin front’.

(i1) The ‘cottage front’, for day use. Here the sides of the bodice do not
meet, but are laced across the bosom over a habit-shirt.

(i11) The ‘waistcoat bosom’, for day use, the bodice being buttoned down the
middle.

4. The Robe: a Gothic type of dress occasionally found in this epoch, when
it denoted a trained evening dress open in front over a petticoat; a term
frequently used to mean also any trained evening gown.

It may be added that the separate ‘bodice and skirt’ type of dress does not
appear before 1818, when a front fastening bodice over a skirt fastening behind,
and frequently of different materials and colours, begins to be used. It was a
logical development from the use of a coloured spencer over a white dress.

The construction of these dresses of the Vertical Epoch calls for some
further description. The skirt is drawn into the waist by small gathers all round;
when the strength of the material permits the skirt is gathered direct on to the
bodice or on to its lining; with flimsy materials a waistband, as narrow as
possible, is used, except towards the end of the epoch when the band may be as
wide as an inch. In the first two or three years of the epoch the skirt is often
pleated on each side of the waist, the gathering being confined to the back.

From 1815 onwards the skirt is often gored at the sides, with the fullness
carried to the back, where it is closely gathered. The skirt is always unlined; the
hem narrow at the beginning and deeper at the end of the epoch.

In the stomacher front type of dress the back of the bodice has characteristic
features. It 1s composed of a central piece, pentagonal in shape, with the corners
squared off forming an octagon; it is often surprisingly narrow, the sleeves
being set into its sides so as, in fact, to cover a portion of the back of the wearer.
All through the epoch the bodice is frequently lined with a cotton material. The
lining will be found to extend into the upper part of the sleeve.



Inside the dress, attached to the back of the waist, a small bustle may often
be found, either a minute roll or pad some three inches wide, in specimens from
the beginning of the epoch; or a long sausage-shaped roll in specimens from
1813 onwards. With its increase in size the bustle after 1815 is no longer
attached to the dress.
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1800. Morning dresses
Round Gown: yellow spotted muslin; epaulettes white muslin; union hat
Petticoat plain muslin, jacket of same: short sleeves, gauze veil fastened as mantle
Round Gown: fine muslin; bag bonnet, striped sarcenet
Round Gown of figured muslin; pink handkerchief across breast



1801. Evening dresses
Robe of Salisbury drugget, petticoat of white muslin trimmed with gold lace
Robe of black velvet, trimmed with gold lace, high tucker trimmed with lace;
petticoat of white muslin

The usual form of button is of hand-made linen thread worked diagonally
across a wire ring, a kind used as late as the early ’30’s. Sanders, of
Birmingham, however, invented in 1802 the ‘covered button’, consisting of two
discs of metal and one of millboard, the neck being japanned and the hollow
between it and the shell filled with millboard. Later his son invented a button
with a canvas tuft in place of the metal shank.

The alternative to the button was strings, en coulisse, the usual method of
fastening the backs of silk or satin dresses (hence the term ‘drawn back’),
whereas buttons were used only for cotton or muslin.



Small brooches were frequently employed for attaching the flaps of a
stomacher front, the shoulder points of a tunic, or the scarf, etc.

Hooks and eyes, hand-made of flattened copper sometimes tinned over,
appeared about 1814.

Gilt barrel-snaps, for fastening cloaks and pelisses, appear about 1810, and
were used for the next twenty years.

Pins with heads hammered round the shank were in use until about 1840.

NOTE: ‘Nursing Dress.” A curious variation of the high stomacher front dress
is occasionally found, in which the back of the bodice only is attached to the
skirt, the side seams are left unjoined, and the front is tied down over the skirt
by means of a drawstring. The flap thus formed could be easily turned up for
nursing purposes. A specimen of this is in my collection. (See advertisement,
1814. ‘New invented dress for Ladies who nurse their own children. It enables
Ladies to nourish their infants in the most delicate manner possible, when full
dressed.’)

Table summarising fashions of the Vertical Epoch:

PURE CLASSICAL PERIOD 1800 to 1807

1800 to 1803. Pure Classical form. Greek ornament

1800 to Medium low waist. Trains. Loose skirts. Greek decorations. Colours white or
1802 monochrome, especially primary colours.
1803. Waist medium high. Often tucks or single flounce. Colours white or two colours.

1804 to 1807. Pure Classical form. Egyptian and Etruscan ornament. Bare
backs and bosoms a marked feature

1804, Waist medium high. Tubular skirt. Dresses plain.

1805. Waist medium high. Square necks. Trains.

1806. Waist medium high. High split collars. Embroidered hems.

1807, Waist medium high. Gored skirt, often vandyked. Very low evening dresses.

DEBASED CLASSICAL PERIOD 1808 to 1821

1808 to 1810. Classical form. Spanish ornament

1808. Waist medium high. Shaped bodice (‘made with French gores’), cut very low.
1809, Waist medium high. Scalloped and vandyked hems.
1810, Waist medium low. ‘Worked’ bodice and sleeves.



1811 to 1813. Debased Classical form. Slight Gothic ornament

1811, Waist medium low. Shorter skirts. Still square necks. Fuller sleeves.
1812. Waist medium low. No trains. Tucks. Embroidery. Gothic decorations.
1813, Waist medium low. No square necks. Fuller sleeves. Vandyking.

1814 to 1817. Debased Classical form with increasing Gothic ornament

1814. Waist medium high. Short skirts. Several narrow flounces. Scalloping and vandyking. Colot
slips.

1815, Waist very high. Very short gored skirt. Two or three deep flounces. “V’ necks. Wider sleeve

1816. Waist very high. Vandyked and scalloped hem, and festoons of flowers.

1817. Waist very high. Fuller shoulders. Puffing above the hem. One deep flounce. Mixture of col

1818 to 1821. Classical form diminishing. Gothic form as well as ornament
increasing

1818, Waist very high. Fuller skirt. Satin rouleaux above hem; (evening) satin bodice with gauze s
Multiple flounces, scalloped or vandyked.

1819, Waist very high. Flounces or tucks up to the knees.
182(. Waist medium low. Puffed shoulders. Skirt elaborately trimmed with puffing, blonde lace, e

1821. Waist medium low. Round bodices. Capes. Excess of blonde lace. Skirt with two or three
rouleaux. Mixed colours.

OUTER GARMENTS

The Pelisse

An outdoor garment, sleeved or with armholes only, of any material, to be
worn over the dress. It differed from a coat in that it had no lapels. The name
originally indicated a garment of fur (cp. pelt, a skin). It was sometimes without
fastenings; sometimes made to button across the bosom; sometimes to button all
down the front. Tapes were attached at the back inside, to tie round the waist. It
was used all through the Vertical Epoch, developing in 1817 into the pelisse-
robe.

Materials: kerseymere, shot silk, velvet, muslin (plain, printed or painted),
satin, merino, cashmere, nankeen, twilled cotton, sarcenet, plush.

In the first ten years of the epoch the pelisse was generally short, demi or
three-quarter length; in the later part of the epoch always ankle-length.






SPEMNCERS

The summer pelisse was unlined; the winter pelisse lined (e.g. ‘black velvet
pelisse lined with pink plush’, 1821).

Both in the early and later years it was sometimes cut away in front so as to
slope off at the sides in the form of a robe; an odd variation was the Donnilette,
in which the bodice was open revealing a fichu, while the skirt was buttoned
down the front (1818). Another type was the wrapping pelisse, voluminous
enough to wrap across the body (1809 to 1819).



In the main the pelisse followed the various changes shown in the dress in
its cut and ornamentation. Eventually, by being closely buttoned down the front,
it developed into a new type of dress, the ‘pelisse-robe’, and its later variation,
the ‘redingote’.

Various forms of pelisse are given in the Annual Notes.

The Spencer

A short jacket worn over the dress, generally as an outdoor garment,
especially in summer as a substitute for the pelisse; occasionally as an indoor
ornamental garment for evening use. At the beginning of the epoch it was
sometimes sleeveless. Until 1804 it descended below the waistline, but
subsequently it terminated at the waistline and was cut round.

The spencer fastened up the front to the neck, which was sometimes made
with an open ‘V’, sometimes with a closed high collar.

Like the pelisse it acquired the marks of passing fashions, and eventually in
the early *20’s it merged into the ‘Fichu-Spencer’ and then into the ‘Canezou’.

It was essentially a garment to go with the high-waisted dress, and when the
waist-line finally descended the spencer fell into disuse; its decorative effect
was to emphasise the height of the waist-line.

Materials: muslin, lace, sarcenet, velvet, kerseymere, cloth, various silks
and satin.



The Cloak

A sleeveless outer garment, loose fitting and usually of three-quarter or full
length.

NOTE: The mantle is less full and slightly more shaped than the cloak, but the
terms are used without much discrimination.

The Shawl
The shawls of this epoch were, approximately, one yard square.

ANNUAL SUMMARY OF FASHIONS

1800

DRESSES

Trained or round. Medium low waist.

Day

Types: wrapping front, stomacher front, dress a 1’enfant or en cceur. Cord and
tassel round waist. With high neck a chemise tucker (or habit-shirt), or neck
handkerchief, passing round the shoulders, loosely crossing the bosom and tied
round the waist at the back. Sleeves long, or elbow length with short over-
sleeve, or long ‘with full tops’.

Materials: muslin (white, sprigged or coloured), sarcenet, cambric.

Evening

Types: tunic dress, or robe, with ‘V’ or round neck. Often a ‘velvet corset
body’. Shoulder sleeves, puffed. ‘Afternoon dresses’ are of the semi-evening
type, with hair full dressed, diamond necklace, fan, etc. Often a muslin apron
descending below the knees and tied behind with silver cords and tassels.
‘Queen Elizabeth’ ruff of point lace round the neck.

Materials: generally muslins, white or yellow.

OUTDOOR GARMENTS

Spencer-Jackets coming below waist, with or without sleeves. ‘Spencer of black
lace, sleeveless, with open net work on the back seams.’

Pelisses
Three-quarter or full length. ‘Pelisse of purple or shot silk, lined, trained and
full length.’



Cloaks

Grecian cloaks fastened at left shoulder; in summer an embroidered veil
fastened at the shoulders as a mantle. Three-quarter mantle with ruff collar.
Black velvet cloaks trimmed with black lace, very low in front and short behind.
Scarlet kerseymere cloaks. Short wadded Coats of sarcenet.

ACCESSORIES

Shoes

Day. Flat and pointed, of leather matching the colour of dress trimming. ‘Half
Boots up to the knee of cordovan leather which draw on by means of boot
hooks are worn by many females of dashing ton.” ‘The Comforts or double
soled sandals’ very general. Evening shoes of satin.

Stockings
of cotton or silk, generally white. ‘The Obi stocking and slipper of a dark
mulatto colour, much worn.’

Gloves
Long, worn well above the elbow. York tan or coloured to match the dress
(blue, pink, yellow, etc.), white silk, net.

Lozenge-shaped Ridicules. Fans large. Much Jewellery: gold, coral, cornelians,
as bracelets, necklaces and ear-rings.

Prices

‘Full head-dresses, made of long hair, judiciously matched, 4 to 20 guineas.
Real natural curl head-dresses; these cannot be described; they must be seen, 5
guineas. The Tresse a la grecque to be put over the short head-dress, half to five
guineas.” Velvets for spencers, 7/- a yard. Gloves, 1/- a pair. Silk handkerchiefs,
yard wide, 4/-.



1802
Two evening dresses of sprigged muslin; buffonts of lace over the bosom
Day dress of lilac silk with white satin sleeves, edged with lace
Morning dress of cambric muslin with ruff
Walking dress of white muslin; white lace veil



1803. Full evening dresses
Short tunic of white crepe over white sarcenet
Patent net worked with gold; narrow lace tucker



1804. Promenade dresses
Morning dress of fine cambric, trained
Round dress of white muslin



1801

DRESSES

Morning

The bodice half-high and round at the neck, or en cceur with a lace edging, or
with a shallow ‘V’ and an edging of ribbon. The skirt always trained. A
coloured ribbon round the waist and tied in front. Sleeves short or long, with or
without epaulettes.

Materials: muslin, plain or sprigged.

In her Memoirs Susan Sibbald describes her Curricle dress (1801-2) as ‘a short
open garment showing the petticoat in front, which was trimmed in the same
way as the dress with short sleeves, the body open and low showing an
embroidered French habit-shirt . . . worn in the forenoon; the afternoon or
evening dress the same but of thin plain or figured muslin, the petticoat of silk
or satin’.

Evening
Usually gowns or robes, e.g. a petticoat of white muslin trimmed with lace, over
which is worn a sleeveless trained robe, with the bodice cut very low and lacing
across the bosom over a high tucker. Short full sleeves. ‘A round evening dress
of pink silk, over the train a loose covering of black silk; full black lace
sleeves.’

Materials: crepe, muslin (white or coloured), sarcenet, velvet, Salisbury
drugget, ‘Ploughman’s gauze’ with satin spots.

OUTDOOR GARMENTS

Spencers
of white muslin with long sleeves over coloured dresses. Spencer-jackets of
velvet and coloured sarcenet.

Pelisses
‘Half Pelisse trimmed with lace or fur.” ‘Pelisse of scarlet kerseymere.” Cambric
pelisses.

Cloaks

Hungarian cloaks of scarlet silk trimmed with black lace or fur. The Curricle
cloak, half or three-quarter length, shaped in at the waist and sloping off at the
sides from the front, edged with lace or fur. (This went on until 1806.)



Shawls
Large silk shawls with deep fringe. Square Scotch shawls of silk and cotton.

ACCESSORIES, ETC.
White and nankeen Day Shoes.

Gloves: white net (morning). Parasols: plain unfringed, often hinged, usually
green. Black bear Muffs, and Tippets with long hanging ends for day. White
swansdown muffs and tippets with evening dress. ‘To rouge highly was all the

rage and without your cheeks were the colour of a peony you were not a la
mode’ (Susan Sibbald).

1802

DRESSES

Day

Usually with wrapping fronts. Ruffs. Walking dresses round, untrained, with a
coloured handkerchief worn as in 1800. Skirts may have narrow tucks at the
hem, or trimming of narrow lace. Sleeves long, often of a different colour from
the dress.

Colours: usually white.

Evening
Round or ‘V’ necks. Demi-trains. Full dresses with shoulder trains. Frequently
coloured.

OUTDOOR GARMENTS

Spencers
with high open collar. ‘Spencer of lead coloured silk, fur trimmed, with belt.’
‘Spencer of white muslin with short sleeves and ruft.’

Pelisses
Three-quarter, with long loose sleeves tied in two places with ribbon. ‘Pelisse,
half length, sloping away over the hips.’

Cloaks

The ‘Spanish cloak’, short, fastened on the shoulders. The ‘Hungarian cloak’, of
nacarat silk trimmed with fur. ‘Cloak of black lace open on the left arm.” Coats:
three-quarter length with lapels and stand-up collar. Shawls.



ACCESSORIES

Shoes of coloured velvet or leather.
Walking Stockings brown, grey or olive, of silk with yellow clocks.

Gloves: white silk, net, or tanned leather. Parasols: plain, often ‘fan-parasols’.
Jewellery: small watches worn on the bosom. ‘Trinkets in the shape of harps
fastened by gold chains round the neck; a diamond crescent is worn on the
bosom, indicative, we imagine, of chastity; the horns of the lamp of Eve cannot
be supposed to refer to the happy husbands of our modern belles.” Necklaces of
pearl, amber and coral.

1803

‘When I see a young lady displaying to every licentious eye her snow white
bosom and panting breasts, with stays cut down before, the better to expose
them to view—or when to shew a fine ankle the petticoat is shortened until half
the leg 1s exposed—I blush for her indelicacy.’

DRESSES

Markedly plain. Waist medium high.

Morning
High neck with collar. Large neck handkerchiefs, and habit-shirts. Backs cut
low. Sleeves long or short. Tucks round hem.

Walking
Often have one gathered flounce above the hem, the lower edge corresponding
with the edge of the hem.

Evening
Cut low and round. Lace tuckers often used. Sleeves long or short. An upper
robe of lace in the form of a long tunic is common.

OUTDOOR GARMENTS

‘Military Pelisses and Spencers are the prevailing habiliments among the
dashers of the haut ton.” ‘Pelisse of white muslin, open on the side, trimmed
with lace.’

Shawl cloaks and shawl pelisses, with armholes or sleeves, worn with a point
behind. Josephs (Jewish long tunics with loose sleeves) worn as an outdoor
garment. Shawls.



ACCESSORIES, ETC.

Shoes
of black jean, white kid and purple kid ‘are extremely long quartered as to
barely admit the toes’.

Large lozenge-shaped Reticules. Patent lace (i.e. machine-made) worn.
1804

DRESSES

Waist medium high.

Morning

Short, without trains. High collars. Handkerchief loosely tied round the neck.
Sleeves long (except in walking dresses). Shoulders puffed.

Materials: often muslin worn over coloured slips.

Evening

Plain. Very low in the bosom and back, with lace tucker for full dress, or habit-
shirt for half dress. Skirt often short in front and trained behind. Under slip of
white sarcenet or satin.

Materials: white satin, sarcenet, crepe and muslin. ‘The present style of dress is
the most graceful that can be conceived.’

OUTDOOR GARMENTS
Spencers
Military spencer, with frogs, long sleeves, waist length.
Pelisses
Cloaks

of worked net, long narrow front pieces, short round shoulders; or with short
elbow sleeves, the ‘Spencer cloak’.

Large Shawls of embroidered white muslin. Small square shawls now replaced
by long ones of plain muslin or linen, worked at the borders and ends, worn like
tippets being looped down the back with a bow of ribbon.

ACCESSORIES
Shoes



Day. The colour of the dress or ribbons, the toes somewhat less pointed,
ornamented with small bows. White satin shoes for evening.
Buft Boots (in winter) very pointed.

Buff Gloves sometimes worn with full dress instead of white.
Tippets (with long ends) and large Muffs of swansdown or silver bear. Ridicules.
Jewellery: necklaces small, composed of flat stones or gold plates.

1805

DRESSES

The square neck, or ‘chemise dress with full front’, beginning to come in.

Day
Often trained. No ruffs or flounces, but instead a narrow edging of gathered
muslin at neck and hem.

Evening
Bodices cut with a deep ‘V’ behind with close gathering at centre-back of waist.
Full Dress. Occasionally with front panel of velvet.

OUTDOOR GARMENTS

Spencers
‘Spencer of purple velvet with “V” front. Full long sleeves.’

Pelisses

Cloaks
Spencer cloaks are wider, the fronts reaching below the knee.

Shawls
Scarlet and Indian fringed. Sealskin. Imitation of Indian shawls ‘recently made
in this country’.

ACCESSORIES, ETC.

Shoes
of coloured kid, black jean and velvet. Buft Boots.

Gloves
Flesh-coloured picnic gloves. York tan.

New Ribbons



“Velours epinglé”, or made to resemble velvet.’
1806

DRESSES

Morning

Either with high upstanding collar split open in front, or ruff; or cut low and
worn with a habit-shirt without a collar. The edge of collars with double
trimming of muslin ‘a la corkscrew’. Bodices laced or buttoned up the back.
Sleeves long. No trains. Deep border of embroidery round hem. ‘The most
fashionable females consider no morning dress so truly elegant as the Chemise
dress, of muslin or cambric, drawn close round the throat with a broad lace frill,
and to set entirely plain in front so as to form the shape of the bosom, and fluted
round the sleeves and the bottom of the dress.’

Walking

Trains, described as ‘public dusters’.

Materials: hail-stone muslin, equal-striped muslin, corded cambric. ‘A few of
our haut ton have adopted the short frock of French cambric and cambric
trowsers.’

Evening

Generally square neck, low back. ‘Bosoms and arms much too much exposed.’
Sleeves short and full. Greek and Etruscan decoration. Excess of lace going out.
Materials: gold and silver lamé, muslins. ‘The Circassian Evening robe, of
muslin, flowing loose from the shoulder shewing a chemisette and satin
petticoat.” ‘A lady with a well turned ankle should never wear her petticoats too
short; cheap exhibitions soon sink into contempt; a thousand little natural
opportunities occur to disclose this attraction without ostentatious display.’

OUTDOOR GARMENTS

Spencers

Pelisses

Pelisse of black velvet. Pelisse of sarcenet trimmed with mohair. Pelisse of
nankeen. Pelisse a la Cardinal of silk, etc., with high collar, the back full, the
front loose and tied down to the feet with loose ribbons.

Cloaks
Three-quarter length Spanish cloak of white lace with shoulder tippet. Mantles,
with hoods, of silk, lace or muslin.



Shawls
Square shawls worn cornerwise, attached to the shoulder by a loop. Shawls of
mohair.

ACCESSORIES, ETC.

Shoes

(Walking) made high and tied or laced up the instep. There is now a small, flat,
wedge-shaped heel. Evening shoes always satin or kid, generally white with
rosettes.

Stockings white or rose silk with narrow clocks.

Gloves
White kid, Limerick, or York tan for evening.

Fans circular, often with opera glass in the centre.

Lawn pullcat and printed pocket-handkerchiefs. Detachable Pockets frequently
worn instead of ridicules. Parasols: fringed; green, purple and parti-coloured
silk. Jewellery: large hoop ear-rings general.

Hair bracelets worn over the gloves. ‘Diamonds now worn by unmarried belles;
the fair nymph of 16 now blazes in them as brightly as the sober matron of 60
did formerly.’

New materials: shaded or ‘mistake’ ribbons, lavender ribbon.

Prices

Silk stockings with cotton feet, 7/6 a pair. Shoes, 4/6. India Muslin, 1/6 a yard;
Terrendams, 3/6; Alliballies, 5/- a yard; cambric muslin, 1} yd. wide at 2/9 a
yard. French cambric, a piece ‘large enough to make 10 pocket-handkerchiefs, 1
} to 2 guineas’; Scotch ditto, 12/- to 1 guinea; muslin worked robes at 2
guineas. ‘Jacconets, very curious indeed, at 2/- a yard.” Long lace mits at 2/3.
Long silk gloves, 3/6. ‘Cotton drawers at 3/9, worth 5/-; worsted pantaloons
from 14/-.” Toilet soap, 1/- a square.

1807

DRESSES

Day
1. “Very high neck with triangle of let-in work on the bosom and three divisions
above the hem.’



2. Plain high front with narrow shoulder-straps and low back.

3. Small puckered front and sleeves of coloured crepe.

4. White tiffany tunic over coloured sarcenet.

5. The lozenge front.

Habit-shirts with high necks, fastening down the front. Sleeves, either the
surplice, gathered at the wrist into a deep cuff, or the double vandyked short
sleeve.

Round dresses ‘now made with the French gores so as to have no gathers at the
bottom of the waist’. Hems often vandyked or scalloped, or with work let in.
White dresses, except in summer, less common. ‘The Roguelo dress (for
morning) is much admired; it is made with a loose back and biassed front
which, passing through a robin confines the dress to the shape and forms a sack,
a low collar triangle cape completes the dress.” (Autumn) ‘It is with satisfaction
we remark the bosoms of our belles to be more shaded of late. The sated eye
now keeps its proper bounds that, like the heart, tires with unlimited indulgence
and on imagination loves to rest.’

Evening

Square necks, cut very low. Sleeves either long, or the short Spanish slashed
sleeve, or short, full puckered sleeve, gathered into a narrow, tight band, or the
plain short sleeve.

Evening aprons of lace or net.

Materials: black or coloured net with chenille edging over white satin slip.
Often a central panel of embroidery in white cotton or muslin, carmine sarcenet.
Contrast of colours, e.g. blue and purple, primrose and lilac, pink and dove-
brown.

OUTDOOR GARMENTS

Spencers, pelisses, cloaks and shawls.

ACCESSORIES, ETC.
Gloves
The Limerick, York tan, and white kid ‘are those selected by the female of taste
and propriety’.

Plaid Ribbons and Scarves, and scarves of elastic knitting introduced. Fans:
circular, of ivory, painted. Jewellery: ear-rings. ‘Though not insisted on in the
morning costume, it is generally seen on the female of correct taste, in the form
of an octagon or huge ring.’



Outside watches, garnets, pearls and cornelians fashionable. Three or four rings
on the little finger. Gold elastic bracelets. Velvet Ridicules.

‘It 1s so much the fashion to look pale that firstrates use a lotion to produce that
interesting and sickly shade of lily.’

Prices

Muslin dresses, ‘elegant patterns’, 18/- each. Corded cambric at 2/6 a yard.
Veils, thread, 15/-. ‘Coloured and white dresses, 25/-; elegant dresses with lace,
2} guineas.” ‘Ell-wide lutestrings at 2/6; yard-wide Chambrays at 1/- a yard.’

Printed cottons at 2/- a yard. Pelisses and mantles, 2} guineas. Corsets, 1
guinea. Abdominal belts, 4 guineas. Cambric slips, 8/6 to 12/6.

1808

DRESSES

Waists beginning to lengthen. ‘We hope that the good taste of our fair
countrywomen will prevent so Gothic and barbarous a taste from becoming
general.” By the end of the year ‘the waist is fearfully increasing in length’.



1805. Three promenade dresses showing Tyrolese cloak; lace borders



1805. Full evening dress York tan gloves



1806. Day dress with boa Full evening dress with long tunic



1807. Two evening dresses made as frocks; of muslin over coloured slips
Day
High gowns with lozenge front and long sleeves. Stomacher front; laced

‘cottage front’; wrap front. Gored and round bosoms with short sash. Scalloped

ruffs, or high Elizabethan ruffs. Sleeves full at the shoulder. Hems generally
embroidered or vandyked. No trains.

Walking
with ‘waistcoat bosoms’ (i.e. bodice buttons in front).



(June) ‘Some few striped trowsers we have seen worn but they are considered
as only adapted for dirty weather—or the watering-place.’
White less common than coloured muslins.

Evening
with full ‘robin front’; or shaped bodice. Also tunic dress attached to one
shoulder only. Sleeves either short Spanish or of long transparent net.

Materials: white muslin over coloured slip; or coloured muslin over white slip.
(Evening) Chinese silks, shaded and brocaded sarcenets fashionable.

OUTDOOR GARMENTS

Spencers
Spencer with slashed shoulders. Chinese Spencer with two long points in front.

Pelisse
of muslin, painted or printed.

Cloaks
Wrapping mantle, full length, trimmed with swans down. Three-quarter length
mantle, open over left arm, and cut into four points with tassels.

‘A Curricle Coat of figured Chinese silk, with lapels, fastening at the bosom,
sloping away to a long back; long sleeves.” Shawls.

ACCESSORIES, ETC.

Shoes

Day. Walking shoes of coloured kid, velvet or jean, cut high with strap or
button. ‘Half boots exploded.” Evening shoes of white satin, kid or silk, with
chenille trimmings.

‘Parasols are now worn of divers colours with deep shaded, fringed awnings.’
Ridicules (containing fan, purse, scent-bottle, and card money) universal. Made
of satin or sarcenet with tassels and strings. Jewellery: pebble necklaces and
brooches.

Prices
Morning dresses, 12/- to 15/-. Dinner robes, 18/- to 25/-.

Circassian mantles and pelisses, 2} to 4} guineas.

1809



DRESSES

‘Waists frightfully increased in length and the corset in stiffness; the cased hips,
wasp-waists and trussed forms of many of our extravagantly fashionable fair.’
(Actually waists not appreciably lengthened till next year.)

At the end of the year: ‘The attempt to introduce the long waists has completely
failed; they will never become fashionable; the Gothic taste which the
introduction of the Spanish costume seemed likely to revive has now given
place to the simple and more elegant form of Grecian antiquity; the long waist,
that merciless destroyer of everything that is beautiful, must be no more known
or thought of.’

Morning

High necks without collars. Front of bodices often made with small pleats from
neck to waist. Bodices with front lacing, or ‘worked body’. Sleeves long, plain
and full at shoulder. Skirts short, with hem frequently scalloped or vandyked.
Increase of white dresses. A few buttoned from the neck to the feet. The
stomacher type becoming less common. At the end of the year the day dresses
are high in the neck and buttoned all down the front.

Evening

Square necks, very low in front and high at the back. Shoulders much exposed.
No shoulder straps. Sash brought round the waist and tied on left. Full melon
sleeves. Quarter trains. Frequently coloured embroidery round the hem. Or a
coloured robe, the ‘chemise robe’, fastened all down the front over a white slip.
At the end of the year, evening dresses sloped to a point between the shoulders,
wrapping front. Angles seem to have taken the place of squares in the formation
of the dresses.

OUTDOOR GARMENTS

Spencers

Pelisses

made to fit tight to the figure, wrapping over the bosom and buttoning down the
right side with small raised buttons. Band and buckle round the waist. Armhole
cut so as to exclude the shoulder cape, with a very shallow half sleeve over the
long sleeve. Velvet pelisses with high collars. Pelisse-robe, ‘the Hibernian vest’,
with waistband. Demi-robe pelisse wrapping round the body.

Cloaks



Scarlet gipsy cloak, with hood, of merino. Tyrolese cloak of sarcenet edged with
lace, front hangs to knee level, rounded ends; covers shoulders. French cloak of
coloured sarcenet, narrow front pieces edged with lace. Covers shoulders.

‘The Barouche Coat’ three-quarter length, tight to the shape with a round
bosom and full sleeves, confined down the front with gold barrel-snaps, and
round the waist by an elastic girdle and buckle. Spanish influence, e.g. Spanish
short Jacket (of muslin) with slashed laced front.

Andalusian Casaques. (Tunics fastening down the centre with ribbons and
sloping away to the level of the knees behind.)

Roman 7Tunics cut square just above the knees.

Shawls
Imitation India shawls of English make. Square shawls now exploded; instead
large silk scarves with coloured borders and brocaded ends

ACCESSORIES, ETC.

‘Shoes are much more trimmed and showy.’

Cloth Half Boots. ‘The Grecian Sandal’, a half boot cut out on the sides to
display the stockings. Pagoda Parasols. The ‘Carthage Cymar’, a fancy scarf of
net with gold-embossed border, or of shot silk, worn attached to one shoulder
and hanging down the back nearly to knee level. Jewellery: broad bracelets;
combs of cut steel; hoop ear-rings: ‘elastic ribbon bracelets’ (elasticity from
small brass springs). Watered Ribbons.

New Materials: corded and striped sarcenets, Imperial bombazine, Anglo-
merino cloth, Scotia silks, Andalusian washing silks, crepe embroidered with
chenille.

Rouge going out.

Prices

Merino crepe, 5/- a yard. Brazilian corded sarcenet, 7/6 a yard. Printed book
muslin 4/- a yard. Double sarcenets, from 6/- to 6/6 a yard. Muslin dresses from
20/-. Corsets 18/- to 2 guineas (for ready money only). ‘Several hundreds of
dresses ready made from 15/- to 4} guineas, from the chamber to the
drawingroom.’

1810

DRESSES

‘An air of negligence should pervade every dress.’



Morning

High necks. Fluted ruffs. Bodices laced behind, or wrapping front, worked
bosom and sleeves. The long loose sleeve tied with ribbon in three or four
places coming in. Skirts wider.

Materials: jacconet, cambric with oblong spots, or sprigs of lace let in.
Mourning: day dresses of black bombazine.

Evening

High necks, moderately high backs in ‘the frock style’. Long sleeves. Band for
waist fastened with clasp. Full Dress usually a three-quarter tunic drapery,
fastened either to one shoulder or hanging loose from both. With full dress
‘small silk jackets are simply elegant’. (In winter, of velvet.) Short tippets often
worn.

Materials: (Winter.) Stuff, cloth, velvet, sarcenet.
Mourning: evening dresses of black silk with crape and bugles.

OUTDOOR GARMENTS

Spencers
with tippets, and made with attached jackets. Spencer of blue satin laced with
cord, full sleeve at shoulder, pointed waist.

Pelisses

Cloaks
Mantles (three cornered) with small hoods tied under the chin, made with
buttoned armholes. Some with high plaited ruff.

Shawls

ACCESSORIES, ETC.

Shoes are now definitely rounded at the toe. Walking Boots with slight heels.
‘Plain silk Stockings are preferred by our belles of fashion.” Ridicules of satin
netted over with silk. Muffs of Angola and swansdown. Watches worn hanging
from the waist. Lace Scarves worked in floss silk.

New Materials : brocaded ribbons, corded muslins, toilonette.

Prices
Advertisement: ‘Novel and elegant Shawls of British manufacture.” Extra long
corsets, 31/6. Black crape, 5/6, coloured 6/- a yard. Pelisses, 2-10 guineas.



1811

DRESSES

The waist tends to move up during the year.

Day

Ankle-length. Often a narrow tuck at the hem. or band of embroidery or
tambour work, or coloured ribbon, or cambric frill. Bodice with antique frill or
vandyked falling collar.

Morning

Sometimes white tunic of sarcenet or lutestring high in the neck with ruff, or in
the pelisse or wrap form buttoning down the front with small raised buttons.
Some round dresses button down the side.

‘A Walking dress of muslin with “bishop’s” sleeves tied with green ribbon.’
‘Chinese Robe’ i.e. morning wrapper.

Evening

Generally square, low necks. Short Spanish shoulder sleeve, or long sleeves.
Skirts short with demi-trains. (Dancing dresses without trains.) Vandyking
common. Often coloured crepe over satin slip. ‘An evening dress of black
velvet trimmed with gold cord.” ‘An evening tippet of lace, or a handkerchief
with pointed ends worn round the shoulders.’

OUTDOOR GARMENTS

Spencers, pelisses, cloaks and shawls.

ACCESSORIES, ETC.

Shoes

Day. Coloured shoes and half boots.

Evening. Roman sandals, or ‘the more elegant little slipper with the heel
entirely flat’.

Gloves
Shorter. Just below the elbow.
Day. York tan and Limerick.

Parasols of pagoda form, or with vandyked edge; sometimes with steel stick,
and telescopic.



Ridicules of shot silk, or of the same material as the pelisse, but ‘this article is
considerably on the decline with females of a superior order’. Small Aprons
with pockets sometimes worn instead of ridicules. Small Ermine Tippets. The
large Muff has now gone out of fashion. Visiting Cards of vellum edged with
gold. At the end of the year ‘long stays fast losing ground’. Jewellery: pearls.
Fans larger. ‘Occasional Scarves of mohair or cashmere.’

Prices

Morning dresses 15/- to 21/-. Rich sarcenet full dress 52/6 to 5 guineas.
Stockings : China silk, cotton feet, 6/6; fine India cotton, 2/6 to 3/6 a pair.
Damask figured sarcenet, 6/-; twilled ditto 4/6; yard wide lustre, 3/6 a yard;
cambric muslins, 1/8 a yard. Elastic petticoats, 3/6. Printed calicoes, 5/- to 10/6
the dress. Ginghams, 2/6 to 5/- the dress.

1812

DRESSES

Morning

High-laced up the front over a stomacher. Standing collar and square falling
collar common. Military braiding across the bodice. Long loose sleeves.
Embroidery on all dresses usual. Gowns fuller at the back. Tucks at the hem.
‘The York Morning Dress’, high neck and ruff; bodice with alternate strips of
lace and muslin set en bias; buttoned up the back. Demitrain. ‘Plain high dress
of lutestring and bombazine, gored bodice.’

White muslin morning dresses worn even in winter.

Evening

Bodice cut low and square, or in a ‘V’ in front. Often no shoulder straps, the
bodice being moulded tightly to the figure, neck of bodice often trimmed with
puffing. Coloured velvet bodies over white satin and muslin dresses. Short
sleeves with front button, or ‘the short slashed bishop’. No trains except with
full dress. Mother-of-pearl clasp at the waist. White lace aprons.

Full Dress. Square front, a mere strap over the shoulders so that the whole of
the bust, shoulders and arms may be completely exposed. Small evening
Tippets. ‘Tippets, though much worn for dinner parties, are entirely exploded
for the evening, and the back and shoulders are exposed in a manner that would
have been deemed extremely indecent some twenty years ago, and we will hope
that this fashion cannot continue and that the bosom of beauty will again be
shaded from the eye by those slight but delicate coverings which add to its
attractions.’



(NOTE: ‘Dinner’ being an afternoon function at 5 p.m. or 6 p.m. was distinct
from an ‘evening party’.)

OUTDOOR GARMENTS

Spencers

Pelisses

Cloaks

‘Short Cloak shaped behind like a Tippet and sloping to a point in front.’
Wellington Mantle, a small Spanish cloak formed at the neck like a tippet with
high collar vandyked round with lace.

Shawls

ACCESSORIES, ETC.

Shoes
Day. Half Boots, lacing behind. Slippers slashed across the front and square
across the instep.

Gloves
‘White kid gloves for full dress are once more universal, buft having entirely
disappeared.’

Ridicules only worn in the evening. Circular Fans exploded. Jewellery: pearls.

New Materials: satin cloth, of silk and wool, light as sarcenet but warmer,
veletine. Wellington mantle, Wellington coat, Wellington boots, Wellington
bonnet, Wellington slippers, etc.

Prices

‘Ladies wishing anything particularly beautiful in worked Tippets, Habit-shirts,
Caps, Trimmings, etc., are respectfully invited to inspect W. & J. Evans
extensive collection at No. 95 New Bond Street . . . (Moravian work) . . . is only
to be had genuine at their house . . . Ladies may as usual have patterns drawn to
meet their own ideas . . . real Moravian cotton for working Brussels, Honiton,
sprigs. A quantity of worked dresses at 25/-, usually sold at 42/-.”

White satin, 5/- to 7/- a yard. Black crape, 4/6 a yard. Black bombazine, 2/6.
White and coloured, 3/6 to 4/-. Silk velvet, 12/-. Pilgrim swansdown tippets,
31/6. English Poplins, (yard wide), 4/6.

1813



‘The Wellington mania has subsided and everything now takes its name from
our beloved Regent.’

DRESSES

Walking

High necks, ruffs of triple lace. Bodices either with stomacher fronts, or
buttoning or lacing behind. Long full sleeves, tied in three places with coloured
ribbons. Some skirts have buttoned up pocket holes on each side. An occasional
deep vandyked flounce. Frilling edging to hem.

‘The Circassian Wrapper’ shaped exactly like a night chemise trimmed with
narrow flounce, and white brocaded ribbon at the waist. The body very low, and
the front, composed entirely of lace, is shaped to the bosom. Sleeves of alternate
strips of muslin and lace let in.

By the end of the year thin muslin dresses are no longer worn out of doors.
Materials: generally white, light yellow, or Pomona green. Muslin, figured
muslins, bombazine, lutestring, merino cloth.

Evening

No square necks. Necks low, either round or ‘V’, with double fall of lace. ‘We
are sorry to say the bosom is exposed as much as possible.” ‘That old fashioned
article, a shoulder strap, is entirely exploded and the fullest style of dress is to
be nearly naked.’

Shoulder sleeves fuller, sometimes of the melon form, or slashed. No shoulder
straps. Hems occasionally with line of puffing, or embroidered with leaves.
Lace aprons with dinner dresses. ‘Lace dresses perfectly the rage.” ‘Princess
Charlotte of Wales body’—a bodice (e.g. of pink crepe) laced across the front.
The ‘Corset frock’ in coloured crepe, net or leno: in shape a short corset, the
three gores in each side of the bosom in white satin, and lacing up the back.
Short sleeve, edged with floss silk. The dress embroidered in spangles.

Some evening dresses with coloured tunics descending to ten inches above the
bottom of the dress. ‘Orange coloured Georgian cloth evening dress with pink
satin bodice.’

Materials: white or coloured crepe over satin slip, satin bodice. Velvet, satin,
satin cloth, sarcenet, jacconet muslin.

Cloth dresses in winter for morning and evening.

OUTDOOR GARMENTS

Spencers, pelisses, cloaks and shawls.



ACCESSORIES, ETC.

‘Sandals are quite exploded.’
Evening Slippers are of white satin with silver rosettes.
White Stockings.

Gloves for walking dresses are generally of lemon, stone or lilac kid. Jewellery:
pearls and pink cornelians fashionable. Small ivory Fans with painted borders
of flowers.

1814

DRESSES

Waist medium high. Trimmings of floss silk and chenille are much used.

Walking

Stomacher fronts and wrapping bodices. Bodice and sleeves often ‘cased’. High
collars. Vandyke ruffs. Long sleeves gathered at armholes. Skirts ankle-length.
Pleats of muslin or lace above the hem. Frequently three narrow flounces, or
one full flounce. Sometimes a coloured scarf worn bracewise. Frequently
coloured skirts and white bodices.

Materials: (Summer) Plain cambric, white French muslin figured with flowers
or striped with colour. Chintz, French washing silks (or foulards) ‘though of
their possessing this economical quality we must be permitted to doubt’; and
plaids. (Winter) Cloth, merino, kerseymere.

Evening
Necks cut low, generally round or ‘V’. Square necks uncommon. The skirt
‘affords too liberal a view of a well turned ankle’.

Types: 1. Crepe ornamented above the hem with silver lamé or cord; long crepe
sleeves tied into divisions with ribbons.

2. Lace or crepe over coloured silk slip, full in the skirt and pleated at the
waist, trimmed with scalloped lace or with festoons of flowers, or chenille.

3. Full drawn back, white sleeves and coloured dress.

4. The Corset frock: bodice lacing across the front like a corset, sleeves very
short and full.

5. Dinner dresses with ‘cased bodies’.
Colours: primrose, lilac, green.
Materials: white lace or crepe over satin slips. Sarcenet, poplin, satin, velvet.



‘The Bathing Preserver is a most ingenious and useful novelty for ladies who
frequent the seaside; as it is intended to provide them with a dress for bathing
far more adapted to such purposes than anything of the kind at present in use:
and it will be found most necessary and desirable to those ladies who go to the
sea-side unprovided with bathing dresses and will relieve them from the
nauseous idea of wearing the bathing coverings furnished by the guides. Mrs.
Bell’s Bathing Preserver is made in quite a novel manner to which is attached a
cap to be removed at pleasure, made of a delicate silk to keep the head dry. The
Preserver is made of such light materials that a lady may carry it in a tasteful
oiled silk bag of the same size as an ordinary lady’s reticule.’

OUTDOOR GARMENTS

Spencers
with full sleeves, having five or six divisions. Sash with streamers and bow
behind.

Pelisses

‘now made cased in the back and sleeves if of sarcenet but if muslin they are
cased all through the body; the casings are three together, as small as possible,
and two inches between them.’

Cloaks

Shawls

India shawls of worsted, square, deep border on one side, narrow on the other,
worn folded across. ‘Our own imitations of India shawls have attained a
perfection which we could hardly have expected; it must be a connoisseur who
could detect the difference.’

ACCESSORIES, ETC.

Sandals and kid slippers for carriage.
Jean Boots for walking.

Ribbed Stockings with clocks.
Pagoda Parasols. Small Fans of frosted crepe or carved ivory.

Prices

India worsted shawls, 4 guineas. Cotton drawers, 4/-. Petticoat, 3/6. Silk
velvets, 12/- to 16/- a yard. Sealskin and Vigonia cloth, for habits, 30/- to 60/- a
yard (2 yards wide). Plain poplins, 4/6 to 5/-; figured tabbinets, 5/6 to 6/-;



coloured bombazines, 3/- a yard. Silk stockings, 7/6 to 10/6 a pair. Cotton, 2/6
to 3/6.

1815

DRESSES
Waists very high.

Walking

Bodices with cross-over or handkerchief fronts. High necks. Habit-shirts with
lace ruffs universal. Loose coloured handkerchief round neck. (‘The thunder -
and - lightning handkerchief which is now suffered to sear our eyeballs.”) Loose
sleeves becoming wider. Skirts to level of top of boots, the fullness carried to
the back of the waist by gores at the sides. Two or three deep flounces, or four
lines of embroidery above hem. Sarcenet skirts with coloured bodices. Poplins
with cloth bodices. ‘Walking Dress of ruby merino over cambric petticoat of
which only the double vandyked flounce is visible.’

Evening

‘V’ necks cut very low in front and behind. Sleeves either long, or the short
melon sleeve. Very short gored skirts full at the back. Deep flounce of lace, and
leaf pattern above hem, or line of puffing, or border of roses. Short sash tied in a
bow behind. ‘An evening dress of crimson satin with flowers above hem and
over it a pink gauze slip.” ‘An evening dress of beetroot coloured velvet.” ‘An
evening dress with pink satin stomacher made like a Swiss belt.’

Dinner

Tunic frock, tunic with two flounces at hem. Very short shell-shaped sleeves.
Materials: (Evening Dresses) gold and silver lamé on gauze, velvet and satin.
(Dinner Dresses) muslin over white sarcenet, India muslin, French spotted silk,
or plain sarcenet. Or bodice of coloured satin with white silk skirt.

Colours: (Evening) primrose, celestial blue. ‘The spring-tide of French fashions
has set in upon us with a current that threatens to sweep away all the barriers of
good taste.’

OUTDOOR GARMENTS

Spencers. Pelisses. Cloaks. Witzchoura, a German mantle with cape, side belts,
and trimmed with fur. Shawls: French shawls.

ACCESSORIES, ETC.



Shoes

Day. Scarlet morocco slippers.

Wellington Boots and demi-boots. ‘Invisible soles, of plaited horsehair, covered
with velvet, worn inside boots.” Evening. Sandals of green kid, crossed ribbons.
Swansdown Tippets and Muffs. Fans smaller.

New Materials: levantine, angola ‘the new invented lama cloth’; ‘the Union’, a
mixture of silk and wool, shot; gros de Naples, ‘a stuff resembling Irish poplin’;
French washing silks, striped in shades; Japanese Batilla muslin; kluteen.

1816

DRESSES

Waist very high.

Day

Necks high, or low with a fichu (broad full tucker of blonde lace), or with a
triple fall of lace, or a ruff. ‘The favourite form for white dresses is a chemise
body which is let in all round the bosom with lace so as to form a tippet;
alternate bands of muslin and lace down the arm.” Full sleeves. Skirts short,
hem of coloured ribbon headed by a line of flowers or border of lace. White
dresses with a full flounce of broad lace. Cloth dresses with a band of satin
puffing cut on the cross, just above the hem, and sarcenet with two narrow
flounces, the upper one headed. Morning white dresses with rows of narrow
tucks above a worked flounce with a heading, or two vandyked flounces. ‘A
round muslin dress with the Ilchester braces of satin or coloured silk, crossing
over the shoulders behind and forming a body in front.’

Materials: (Summer) cambric, white muslin, silk or sarcenet spotted or with
vertical stripes. (Winter) cloth, poplin.

Evening

Round. Bodices very low over the shoulders. Necks round or square, or cut into
a deep ‘V’. Low at the back. No shoulder straps. Sleeves either long and full, or
short and divided into compartments by satin rollio. Skirts ankle-length, and
gored, with the fullness at the back. Hems deeply vandyked, or with border of
scalloped lace, or festoons of flowers, or two deep scalloped flounces.
Frequently coloured skirts with white satin bodice. Blonde and satin trimmings.
In full evening dress the bodice and skirt are often of different colours, e.g.
scarlet and green; blue and pink; purple and orange. Or (for dinner dress)



worked muslin body, half-high, with a sarcenet skirt trimmed with patent net
and ribbon disposed in draperies.

Materials: crepe, net and tulle over satin slips, velvet, silks, kerseymere,
sarcenet, satin, lamé, shot sarcenet.

1808
White muslin walking dress with spencer of lilac sarcenet
Muslin dress over white cambric; waistcoat bosom
Cambric frock buttoned behind; Spanish vest of blue sarcenet



1809. Full evening dress of India muslin worked with gilt spangles; separate train from the shoulders (from
author’s collection)

Colours: blue, green, violet, primrose.

NOTE: Wedding Dresses appear indistinguishable from evening dresses.

OUTDOOR GARMENTS

Spencers



Pelisses
‘Walking Pelisse with high collar and three capes.” (The skirt gored and the
fullness at the back; long full sleeve with epaulette.)

Cloaks

The Wellington mantle: of merino lined with sarcenet, resembling a Spanish
cloak. There is no cape but a piece of honeycombed satin goes up each side of
the back and across the shoulders and bosom.

Shawls
‘Lyons shawl, 2} yards square, of flowered silk with deep borders.’

NOTE: Great coats with multiple capes are fashionable in Paris and are there
spoken of as ‘Capotes’.

ACCESSORIES, ETC.

Walking half Boots of satin, lacing at the side. Silk half boots for carriage dress.
White satin Slippers for evening.
Evening Gloves of white kid.

China crepe Scarves, embroidered in colours at the ends. Jewellery: very little
worn, except pearls and coral, but ‘in full dress coloured stones of every
description are worn’. Seldom ear-rings. Single eyeglass suspended from a long
gold chain is very fashionable. ‘The Armenian Divorce Corset.” ‘Invisible
petticoats, drawers and waistcoats of India cotton for summer.” ‘Our English
imitations of China crape and French silk.” Painted merino stuffs. The
Roxburgh Muff of swans down divided into compartments by binds of white
satin. ‘The terms Cap and Handkerchief are to be found no more in Fashion’s
vocabulary’, being replaced by cornette and fichu.

1817

DRESSES

Waists very high.

Day

Bodices with round necks or en coeur. Triple vandyke ruffs and fichus, or habit-
shirts with high frilled neck. Sleeves full at the shoulder, frilled at the wrist,
often epaulettes. Skirts with vandyked, embroidered or scalloped hem, or



headed by one or two lines of puffing; or a single flounce at knee level; or
several bands of coloured ribbon; or rows of quilling.

Materials: (Winter) merino, poplin, bombazine, white with small coloured
sprig. (Summer) cambric, dimity, muslin.

Evening

Bodices trimmed with satin rouleaux, corkscrew gauze, or frill of blonde lace.
Sleeves short, held up by narrow satin bands. Skirts short and wide, trimmed
with lines of puffing or festoons as in day dresses.

Materials: gauze, crepe (over satin slip). ‘The new patriotic Spitalfields silk and
sprigged poplins’, poplin, Union silk, rep, sarcenet, book muslin. Dresses
becoming more and more ‘worked’.

Colours: azure blue, blush pink, green, purple, lilac.

OUTDOOR GARMENTS

Spencers
Coloured. Cord trimming. ‘Spencer with Stewart neck.’

Pelisses
Coloured. Pelisse robes with or without capes. ‘Pelisse with vandyked cuffs and
rolled mancherons.’

Cloaks
Mantles with three capes. English Witzchoura, winter mantle of cloth with cape
and attached hood.

Shawls

ACCESSORIES, ETC.

Half Boots of plum-coloured kid or blue, buttoned on one side, for walking.
‘Every lady wears silk Stockings and fur caps; woe to the poor cats and rabbits!’
Swansdown Muffs. Striped Ribbons of every colour on white. ‘Wearing of
Pockets entirely exploded.” Plaid Scarves: China crepe scarves, white with edge
embroidered with flowers. French fashion—the wearing of an outside bustle
known as a ‘Frisk’. Jewellery: amber and gold ornaments. ‘Ear pendants of a
prodigious length.” ‘Eyeglasses, we are sorry to say, are too much in vogue.’

Prices
Black bombazine, 4/6 a yard. Black shalloon, 2/6 a yard. Chip bonnet, 1 guinea.
Servant’s bonnet, 2/6. Silk gloves, 4/6. Kid gloves, 2/6. Fine India muslin, 13/-



a yard. English muslin, 5/- a yard. Cost of making a gown, 2/6. ‘Fine chip hats
or bonnets, 18/-.’

1818

‘Women have learnt to wear full petticoats but not to lengthen them. Pockets
seem likely to return if it is found possible to hang them so low that they shall
not spoil the beauty of the hips. The disgusting and frightful fashion of shewing
the backbones is disappearing; but the bosom is still too much exposed and will
continue so till the fathers and husbands interfere; it must ever be a matter of
surprise that they should wish to expose women whom they love and esteem to
derision. Have not many men declared that they are tired of looking at naked
women?’

DRESSES

Waists very high.

Day

Bodices either high, fastening at the back, or low with a fichu tucker, or half
high. Quilled ruff or one of Elizabethan type. Henrietta ruffs. Spanish ruffs.
Sleeves full and long with epaulettes. Skirts short, with two satin rouleaux or
foliage laid on, or two scalloped flounces. Bustles worn (‘Nelsons’). ‘A walking
dress with open robe on nainsook, bodice half high, tight to the shape, sleeves
open at the cuff with cambric engageants. Handkerchief with worked frill round
neck.” ‘The Cambridge breakfast dress, full skirt trimmed with fluted muslin,
high body in chemisette form with falling collar; front fastens at the throat and
wraps on the left side. Long loose sleeves with muslin strap.” Materials:
(Summer) printed or white muslin or cambric. (Winter) Tabbinet, figured
sarcenet, levantine, rep, silk.

Evening
Necks round or occasionally square, very low. Short shoulder sleeve, puffed,
and held up by narrow satin bands, with scalloped embroidery.

Dinner

Dresses with long sleeves finished at the wrist. Skirts ankle-length, two or three
scalloped or vandyked flounces or festoons of roses often headed by corkscrew
rolls or coloured muslin bouillons. Often coloured flounces on white skirts.
‘Evening dress trimmed with puffings of reversed satin.” Ball dresses trimmed
with wheatears or cockle-shells. Satin bodices, muslin or gauze skirts, one
coloured, the other white.



Colours:. Clarence blue, rose, lilac, amaranth, French grey.

OUTDOOR GARMENTS

Spencers. Pelisses

Cloaks
‘Wrapping Cloak of moleskin or Bath coating with military cape and folding
hood.’

Shawls

ACCESSORIES, ETC.

Long white Gloves for evening. Ridicules of green velvet; or cork, and blue
satin. Very little Jewellery worn. Drop ear-rings.

1819

DRESSES

Waists very high, but with some inclination to lengthen.

Day

Bodices high, in frock style, fastening behind or with wrapping front. (Morning
dress) ruffs double or triple quilled; muslin fichus. Sleeves full at the shoulder,
often with mancherons; vandyked edging at wrist. Skirts ankle-length, two or
three scalloped flounces and broad lace insertions between each, or with five
broad tucks above a scalloped hem, or deep border of puckered muslin; or satin
bands cut into straps. ‘A day dress with front of bodice vertically pleated from
shoulder down to the waist where it is drawn in.” Summer Walking dresses
white, with loose handkerchief round the neck. Materials: white muslin,
cambric, corded cambric, sprigged India muslin, lutestring, poplin, sarcenet.

Evening

Half-high with line of bouillon round the bust. (Ball Dresses: bodices often of
satin, vandyked trimming edged with cord; cut low round the bosom but less off
the shoulders.) No square necks. Occasionally a small lace tucker. Sleeves short.
Spanish slashing, the points attached to reversed points from the shoulder. Often
short full sleeves of net over satin. Gored skirts ankle-length, with deep border
of bias gauze or quilling, or festoons of flowers above a scalloped hem; or
twisted rolls of embroidered ribbon or cord trimming.



1810. Two prints by Gilray of fashionable lady dressing



1811. Morning carriage dress of corded muslin; lilac satin shawl



1811. Evening dress of sea-green crepe vandyked round the petticoat
Materials: satin, sarcenet, figured silk, coloured gauze, brocaded gauze, book

muslin, Norwich bombazine, poplin, gros de Naples, white muslin over pink or
blue satin slip.

OUTDOOR GARMENTS

Spencers



‘Spencer with epaulettes or mancherons, high stiff collar open in front,
occasionally Spanish slashing across the bosom.” Spencer of terry velvet.

Pelisses

‘Pelisse with slashed mancherons and pointed straps for the cuffs.” ‘Pelisse
trimmed down the front with foliage or en languettes.” ‘Pelisse with gored skirt
and a pelerine.’

Cloaks

Shawls
‘Shawl of English cashmere of rich pattern on sky blue ground.’
‘Narrow cashmere Shawl with blue striped border and fringe.’

ACCESSORIES, ETC.

Variegated half Boots (Day). Evening Shoes with rosettes. Pale yellow Gloves.
Pagoda Parasols. Large ermine Muffs. Ridicules. Scarves of barége crepe.
Corset a la grecque. ‘The Lucina belt for every lady expecting to be hailed by
the endearing title of Mother.’

1820

DRESSES

Waists medium low. ‘More than half way to the hip’, but many still high.

Day

Bodices high, sometimes with lines of embroidery; a broad frilled collar or
double vandyked ruff; or a semi-high neck with frilled habitshirt. Sleeves pufted
at the shoulder, epaulettes; loose sleeves with vandyked frill at the wrist.

‘Morning gowns generally fastened behind; they are mostly laced, but a few are
buttoned. The sleeve is so set on as to give breadth to the chest without falling
off the shoulders.” Skirts somewhat longer, always elaborately trimmed, e.g.
three gathered, scalloped flounces, deep puffing round hem; vandyked flounce
between two lines of puffing; four narrow tucks above a scalloped flounce;
flounces tabbed or headed by cord.

Materials: (Summer) muslin, white cambric, lutestring, jacconet. (Winter)
bombazine, tabbinet, dark chintz, merino and cloth.

Evening
‘It 1s sad to be condemned to the ball dress of to-day; I abhor the long waists,
the miserable busks and the whalebone that carry us back to I know not what



Gothic period.” Bodices with low, round, or square neck, with frill behind, or
two rows of blonde lace round the bust. Occasionally folds of pleated crepe
across the bosom, gathered at the centre; or bodice with blunt point; or with an
attached triangular stomacher. Shoulder puffed sleeves trimmed with blonde
lace. Skirts gored, just below ankle-length. No trains. Deep hem of puffing; or
two lines of puffing; or rows of piping and festoons of blonde lace, or languettes
up to the knee. Love ribbon tied round the waist with a small bow behind and
long ends.

Materials: bodices of satin or velvet, coloured, with white muslin or gauze skirt
over satin slip; gros de Naples (twilled, figured or plain); gauze with satin sprig;
China crepe, terry velvet.

Colours: blue, mulberry, lavender, willow green, pink.

‘I am surprised to see the British ladies making so ample a display of bare backs
and capacious busts; by making these attractions cheap they cause them to lose
half their value.” ‘A certain great lady’s pantaloons of fine cambric trimmed
round the ankles with embroidered muslin.” ‘The English lady of good taste just
copies such of the French fashions only as suit her.’

OUTDOOR GARMENTS

Spencers
‘Spencer with Gabrielle sleeves.” ‘Fichu-Spencer of satin or velvet with long
points in front hanging nearly to knee level.’

Pelisses
‘Curricle Pelisse with three capes.” ‘Pelisse with cocks comb trimming.’
‘Pelisse with large pelerine cape.’ ‘Pelisse with broad bias band, or scalloping.’

Cloaks
Palatine tippet with front hanging to knee level. Turkish pelisse cloak (evening)
with high collar of satin lined with chinchilla.

Shawls
‘Long white scarf-shawl of real lace.” Shawls, made of wool imported from Van
Diemen’s Land, manufactured in Edinburgh.

ACCESSORIES, ETC.

Evening long Gloves with tops of puffed ribbon. Small Fans. Ridicules, urn-
shaped, of kerseymere with steel clasp. Jewellery: pearls for ear-rings,
necklaces and bracelets.



1821

DRESSES

Waists medium high. Skirts (day and evening) longer, nearly to the ground.

Day

Bodices mostly high and tight to the shape, with a double ruff at the neck. Some
cut low with a slight ‘*V’ back and front, filled in with a habit-shirt and a ruff. A
few button down the front. Sleeves fuller, with mancherons or epaulettes, and
vandyked at the wrist. Occasionally round robes or wrapping robe open on left
side and tied at intervals with ribbon. In summer bodices half high, and short
puffed sleeves with long net over sleeves. Skirts with one or two flounces
headed by rouleaux of satin. Black silk aprons worn with morning dresses.
Materials: (Winter) poplin, sarcenet, bombazine, lutestring. (Summer) cambric,
muslin, figured gauzes, chintzes with printed flounces, washing silks.

Evening

Bodices cut round and low, edged at the neck with blonde or puffing. Some
with coloured antique stomacher, i.e. an extra piece, triangular, worn with point
downwards over the front of the bodice. Short puffed sleeves, often slashed, or
with buttoned points. Skirts with scalloped lace flounce at hem, surmounted by
two or three rouleaux with decoration between. No trains. Waist ribbons broad,
bow behind and long ends. The ‘Corsage a la Sevigné’ is a novelty.

Colours: pink, aethereal blue, lavender and spring green.

OUTDOOR GARMENTS

Spencers
Spencer ‘pointed before like a cuirass and buttoned behind in the canezou
style’.

Pelisses

Cloaks
Cashmere mantle with pine pattern border and scarlet hood.

Shawls

Square shawl of barege silk, white ground checked with colours.

Small Capes worn with walking dresses which, by the end of the year, become
‘Pelerine Capes’. Similarly the Spencer becomes the ‘Fichu-Spencer’, or
‘Canezou’.



ACCESSORIES, ETC.

Silk Stockings with coloured clocks, or richly embroidered, or open work.

Parasols of medium size, pagoda shaped, with long handles. Ridicules of red
morocco and coloured beads. Mirror Fans, of mother-of pearl. Jewellery: ear-
rings all of the drop variety. Barege silk begins to be used. Bustles hinted at.

HEADGEAR IN THE VERTICAL EPOCH

Specimens of caps, hats, bonnets, etc., can better be judged from
illustrations than from descriptions, but a survey of the epoch reveals some
general principles governing their design. The most noticeable is that while the
classical spirit, to some extent, governed the design of indoor headgear for the
first ten years, there was no evidence of it in the hats and bonnets throughout
the epoch.

Some attempt was made to restrain them during the pure classical period
(1800 to 1803) when they were at least small and insignificant, while from 1804
to 1807 they tended to be large but broad so as to preserve an appearance of
proportion. As the classical spirit became debased (1808 to 1810) hats flattened
in the crown, and as the Gothic taste grew, from 1812 onwards, they shot up
into the air with extraordinary exuberance; after ascending, tall and narrow
(1812 to 1816) they exploded like a rocket into a halo of brim and feathers
(1817 to 1821).

Throughout the epoch they did not, as a rule, conceal the face, tending to be
tilted back or to the side; but whatever their shape or position (and all were
tried) they were never retiring. Whatever else you missed you could not miss
the hat.

For the first ten years or so, small face-veils were applied, but, as rouge
went out, the face demanded closer inspection and abandoned itself to the
public gaze.

Caps modelled themselves, as best they could, on classical forms, at first
Greek, then Etruscan and Egyptian, but the effort was gradually abandoned, and
from the middle of the epoch young women, at least, cultivated once more the
allurement of hair, with ringlets at the sides and coils piled on the crown.

One perceives in the headgear odd echoes of passing history; the Trafalgar
hat, the military helmet, and souvenirs of our various allies, and occasional
strange adventures—a Persian headdress, a hat composed of twelve thousand
pieces of cork—but such are hardly examples of anything but the exhibitionist’s
art.



As regards the arrangement of the hair, it will be seen from the Annual
Notes which follow that during the more classical phase of the Vertical Epoch
some attempt was made to imitate the Greek style of hairdressing, while in 1805
and 1806 the Egyptian mode affected the hair as well as the ornamentation of
the dress. As soon as the pure classical influence began to subside, the hair was
closely cropped for a few years, followed by a fashion for ringlets at the sides
and curls behind. With an increase of Gothic taste in the dress the hair was
dressed to imitate the beauties of the reign of Charles II producing a notably
unclassical effect. Indeed, all through the epoch the head never took kindly to
the classical spirit.

At the very beginning of the century the French fashion for wearing a wig
over cropped hair was imitated to some extent by the ‘dashers of the haut ton’.
‘Ladies would wear two different color’d wigs the same day, black in the
morning, dressed in short curls, and in the evening and in full dress flaxen in a
most elaborate style.” (Susan Sibbald.)

Before considering the headgear in further detail it is necessary to define
certain terms now obsolete or having altered meanings.

INDOORS

Day

The Mob. A large cap of cambric or muslin fitting loosely over the whole of
the head, and sometimes tied under the chin.

The Biggin. A large form of the mob, with a deep ornamented edging, and
without strings.

Evening

The half handkerchief, pinned flat on the crown, with a corner hanging
down behind or on one side.

The Cornette, used for both day and evening. A cap shaped with a cone-
point behind and tied under the chin.

The Turban. Material folded round the head, often purchased made up in the
shape.

The Toque. A close fitting hat without a brim for evening wear.

OUTDOORS

The Bonnet. A hat of which the brim is absent or much diminished at the
back, and is tied under the chin.

The Capote. A loose-fitting bonnet, the crown made of soft material and
shaped to the head, while the brim and sides are rigid (of straw, whalebone,



etc.).

The Bag Bonnet. A name used at the beginning of the epoch for a capote, of
which the soft crown loosely covers the back of the head.

The Slouch. A hat with the brim in front projecting so as to shield the face.

The Cottage Bonnet. A close fitting straw bonnet, of which the sides project
beyond the cheeks.

The Calash. A hooped hood. A variation is the ‘chapeau bras’, which was
small enough, when taken off and shut up, to be carried in a handbag.

In the Annual Notes it will be noted that hats were frequently worn at
dinner; it must be remembered that this was almost an afternoon function (often
at 5 o’clock).

Materials: 1t will be seen that a great number of textiles were employed as
well as other materials. Of straws, the Leghorn was a constant rival of the
Dunstable, while willow chip, which had been introduced into Bedfordshire in
1785, was frequently used. A certain number of specimens exist made of the
fine straw which would now be called ‘pedal’.

Ribbons were usually sewn on, but in some examples the original hand-
made pins may be found fastening the ribbon in place.

The Turbans of this epoch are now practically extinct; we do not, therefore,
know how they were made up into the shape seen in the fashion books. There is
a turban-toque in the Victoria and Albert Museum.

Certain specimens of early straw bonnets exist with the ribbons threaded
through slits in the straw; [ am not convinced that these are necessarily of
foreign origin on that account.

The day caps are usually enriched by embroidery and lace.

It should be noted that during the second half of the epoch caps were
frequently worn under day bonnets, especially ‘walking bonnets’, but not under
hats.

1800

1. Morning Dress. Chip hat ornamented with flowers.

2. Morning Dress. Bonnet of chip or mixed straw lined with pink and
trimmed with pink ribbon.

3. Morning Dress. Black velvet bonnet with black feather and short veil of
black lace, trimmed with pink ribbon and tied under the chin.

4. Afternoon Dress. Bandeau of gold and foil round the head with white and
pink feathers.

5. Afternoon Dress. Scarlet velvet cap ornamented with rows of pearls and
drooping ostrich feathers.



6. Cap smooth on the head with plain edging of lace in front and trimmed
full behind, hiding all the hair.

1801

1. Evening Dress.

2. Evening Dress. Turban of crepe or muslin made in the form of a beehive
and finished with a bow and end.

3. Evening Dress. Cap of white lace with a deep border on one side; band of
white satin and bugles round the front; white ostrich eathers.



4. Morning Dress. Bonnet of pink silk trimmed round the front with black
velvet and ornamented with pink and black; black feather in front.

5. Morning Dress. Straw hat turned up in front and trimmed with green
ribbons.

6. Bonnet of white or buff muslin trimmed and tied under the chin with
white ribbon.




1. Walking Dress. Bonnet of purple velvet covered with lace and trimmed
with purple ribands; short lace veil.

2. Curricle Dress. A close bonnet made of green silk and trimmed with
black.

3. Morning Dress. Bonnet of fine worked muslin, lined with pink, trimmed
with small puffings of muslin.

4. Full Dress. A hat of brown muslin trimmed with silver to correspond with
the dress (brown muslin), and ornamented with feathers.

5. Travelling Dress. Small jockey hat of dark silk or cambric muslin,
trimmed with lilac.

6. Evening Dress. Cap of white lace, open at the top to admit the hair and
confined with blue riband.



1803

1. Promenade Dress. Straw gipsy hat tied with blue.

2. Afternoon Dress. Dress hat of blue crepe ornamented with feathers.

3. Promenade Dress. A close bonnet of white muslin, the sides and top of
crown trimmed with white lace.

4. Promenade Dress. Military or helmet hat made of willow or catgut, with
military feather over the crown.



5. Morning Dress. Bonnet of straw or chip.
6. Walking Dress. Conversation hat of straw, lined and tied under the chin
with purple or blue.

1804

1. Full Dress. Mameluke turban of white satin, white ostrich feathers in
front.
2. Evening Dress. Hair dressed and ornamented with a gold comb.



3. Promenade Dress. Mistake hat of straw or chip.

4. Evening or Promenade Dress. Spanish hat of purple velvet turned up on
one side and ornamented with a feather.

5. Evening Dress. Cap of muslin and lace ornamented with a wreath of
roses.

6. Promenade Dress. Obi hat tied under the chin with pink riband.

1805



1. Walking Dress. Mob cap of worked muslin.

2. Walking Dress. Slouch straw hat.

3. Morning Dress. Biggin of plain muslin, lace border, trimmed with pale
blue.

4. Full Dress. Hair dressed with diamonds set on velvet, with a profusion of
white ostrich feathers.

5. Full Dress. Cap of apple blossom silk covered with lace and deep lace
border; bunch of roses in front.

6. Full Dress. Handkerchief-cap of white crepe, finished with a bow on the
left side.



1806

1. Evening Dress. Trafalgar white satin (or blue crepe) turban.

2. Full Dress. Hair ornamented with a crepe handkerchief with painted
border.

3. Morning Dress. Cantab hat.

4. Walking Dress. Straw hat trimmed with swans down.

5. Morning Dress. Cap or cornette.



6. Opera Dress. Trencher-hat of crimson silk ornamented with pearls, the
hair hanging in curls at the sides.

1807

1. Walking Dress. Gipsy hat of satin straw with edge a la cheveux de frise,
tied with a handkerchief of Paris net or coloured sarcenet.

2. Morning or Walking Dress. Yeoman hat of purple velvet turned up in
front in a triangular form, edge finished with border of shaded chenille;



ornamented on crown with raised button and cord and tassel.

3. Walking Dress. Village hat of straw or chip, with silk crown and riband of
coloured sarcenet.

4. Walking Dress. Small round cap of worked muslin with quilling of lace.

5. Evening Dress. Halt-handkerchief of blue silk embroidered with silver
pinned across the back of the head, the ends to fall over the bosom. Fancy sprig
in front.

6. Walking Dress. Bonnet of velvet ornamented with black.




1808

1. Full Dress. Headdress with two ringlets before the ears, ornamented with
a tiara of gold.

2. Walking Dress. Small bonnet of silk to correspond with the pelisse.

3. Full Dress. Cap of white crepe or net with lappets, ornamented with a red
rose.

4. Walking Dress. Gipsy hat of straw lined with white satin and trimmed
with white riband.

5. Walking Dress. Headdress of silk edged with fur.

6. Walking Dress. Bonnet of scarlet kerseymere to match the cloak.



1809

1. Evening Dress. Hair ornamented with beads.

2. Walking Dress. Yellow silk bonnet with straw flowers.

3. Walking Dress. Green silk headdress with short veil.

4. Garden Promenade Dress. Witch’s hat in white chip with demi-wreath of

fancy marigolds.
5. Walking Dress. Bonnet of green silk.



6. Half Dress or Evening Dress. Silver net dress cap lined with purple silk;
silver cord and tassels.

1800

HAIR

Half is combed back and tied in a bunch on the top of the head, or in classical
coils behind. The front hair is combed forward on to the forehead and parted in



full ringlets, or worn dishevelled. Or cropped short; or ‘highly frizzed in the
front and turned up behind’.

For Evening ‘the front and side hair slightly frizzed; the whole of the hind hair
twisted round the back of the head in a double chignon and fastened in a
diamond comb’. Or ‘dressed in various forms and curls a I’antique’.

COIFFURE
Morning caps, of white muslin tied under the hair behind. Mobs and biggins.
Afternoon velvet caps, or bandeaux with ostrich feather in front.

Evening undress caps of white lace with small wreath of orange or poppy
flowers. Dress caps of silk or muslin with red feather. Turbans. Evening hair
nets.

OUTDOORS

Bonnets of chip or sarcenet. Bag bonnets.

Hats of straw or silk (morning).
1801

HAIR

‘dressed in the Grecian taste, very full behind’. Light curls in front.

Evening. Hair dressed full in front, twisted round the head, and a bandeaux (of
striped tiffany or silver) intermingled with it. The hair may be looped up with
sliders.

COIFFURE

Evening. Turbans of crepe or muslin in the form of a beehive. Silver hair nets
with tassels or spangles. Caps worn with full dress, sometimes with short veils
in front.

OUTDOORS

Bonnets. Muslin bonnets. Poke bonnets hiding the face. Often a blonde lace veil
thrown over the back of the bonnet.



Hats. Pilgrim and Obi hats of split straw and fine chip. Witching hat (or witches
hat, also called a gipsy hat).

1802

HAIR

‘The hair in general short on the forehead and parted’, or ‘worn very much over
the face in small curls.’

COIFFURE
Day caps unchanged.

Evening. Half handkerchiefs worn on the head, or lace cap with the back hair
projecting through an opening. Silk hair nets. Turbans of coloured sarcenet with
lace veil behind. Or headdress of bandeau and feather.

OUTDOORS

Bonnets. Coloured velvet bonnets, some with feathers, some with veils. The
gipsy and the cottage close bonnet coming in.
Hats. Spanish hats of satin, turned up in front and down on one side.

1803

HAIR
Unchanged.

COIFFURE

Evening. Half handkerchiefs, velvet caps; turbans (of Barcelona handkerchiefs);
or silver net open at the top. In full dress, a tiara, gold comb, or wreath.

Hats. Straw hats with domed crowns; gipsy hats tied under the chin. Straw
helmets. The ‘Conversation Hat’ (covering one ear and made of sarcenet, or
muslin, with a wreath of flowers).

1804

HAIR
Unchanged



COIFFURE

Day. Morning caps. A cambric biggin or other form of mob.

Evening. Gold comb; half handkerchief; lace caps; Mameluke turban. Long
veils reaching from the crown to below the knees common for full dress.

OUTDOORS

Hats. For walking, a cap of satin with small veil. Or Spanish hat, conversation
hat or mistake hat. Gipsy or Obi hats of chip or straw. Occasionally a military
helmet hat of beaver.

1805

HAIR
Unchanged.

COIFFURE

Day. Indoors, a handkerchief cap. Mob caps, often worn out of doors in the
morning.

Evening. Plain Grecian or Egyptian headdress. Turbans. Bandeaux. Evening
Cap. For ball dress, a wreath of grapes.

OUTDOORS

Bonnets of velvet.

Hats. Spanish hats. The slouch hat.
1806

HAIR

‘parted on the forehead; the hind hair twisted into a cable or bow and fastened
with a small comb; it is impossible to compress the hair into too small a
compass for the present mode; steel, gold, or tortoiseshell comb with or without
a brooch in front.” ‘Hair in the Egyptian style.’

COIFFURE

Day. Caps, small and round, or cornets, for morning indoors.



Evening. Half handkerchiefs. Trencher hats of silk.

OUTDOORS

Bonnets. Conversation bonnets. Small velvet and straw poke bonnets.

Hats. Trencher and Yeoman Hats of kerseymere, velvet or sarcenet. Brown
beavers. Jockey caps.

1807

HAIR

‘in loose curls in front, or cropt behind with curls on the crown.’

COIFFURE

Day. Morning caps as before.

Evening. Small half handkerchief in embroidered net, placed at the back of the
head, or in front with a central point a la Marie Stuart.

OUTDOORS

Bonnets. Close cottage bonnets.

Hats. Gipsy hats. Village hats. Yeoman hats.
1808

HAIR

‘Cropt hair is becoming indiscriminatingly general.’

COIFFURE

Day. Morning caps of lace, muslin or needlework with lace beading.

Evening. The Minerva bonnet for dinner. Gold tiaras, lace or net caps. Turbans,
bandeaux and half handkerchiefs going out.

OUTDOORS

Bonnets. Straw bonnets of mountain or cottage shape. Sarcenet poke bonnets.



Hats. Gipsy hats with Grecian mob cap beneath. Spanish hats. Yeoman and
slouch hats.

1809

HAIR

“The hair cropt in full curls or partially in ringlets exposing the ear.’

COIFFURE

Day. Caps close to the head, raised rather more behind than in front. Or corded
or gauze ribbon with lace edging and veils, ornamented with artificial flowers.
Or the Brunswick mob cap.

Evening. Much jewellery worn in the hair without a cap. Steel or bronze combs.
Occasionally a wimple (of gauze worn over the head). A few turbans.

OUTDOORS

Bonnets. Cottage bonnet with short white veil. Mountain bonnet of matted
straw.

Hats. The patriotic helmet. Small gipsy. Wardle hat of straw with conical crown.
‘It were an endless task to describe the various constructions which compose
the velvet bonnets and hats. . . . They are generally formed of the same material
as the pelisse or mantle and are either of the Spanish or helmet form,
ornamented with lace, flowers or two short feathers.’

1810

HAIR

‘Hair worn 1n thick, flat, irregular curls, braided behind and rolled round and
sometimes brought across the face, twisted with pearls or silver.’
Evening. ‘Hair in the Grecian style with hanging ringlet.’

COIFFURE

Day. ‘Morning caps are very numerous but exhibit little novelty.’

Evening. Fillets of satin or crepe. Small combs. Wreaths with bandeaux.
Evening lace caps close to the head.



OUTDOORS

Bonnets. Small poke bonnets.

Hats. ‘For walking, white chip hats with rather high flat crowns and broad flat
rims bound with ribbon and tied down with the same.” Slouch hats. Mountain
hats. Jockey straws. ‘Caps and veils, small fancy hats of silk or fancy chip
decorated with flowers are in request.” ‘Hats and bonnets worn very backward
so as to discover the hair in full curls with plaitings of lace or small bunches of
flowers in front of the forehead.’

1811

HAIR

‘Hair generally worn parted on the forehead with round curls on one side of the
face and a few long.’

Evening. For the ball, hair is twisted up behind and dressed in full curls in front,
with a bandeau.

COIFFURE
Day. Unchanged.

Evening. ‘White satin Grecian heads’, or more usually bands or twists of beads
terminating in large tassels; or a small lace handkerchief worn at the back of the
head and pinned at the ear. A few turban caps.

OUTDOORS

Bonnets. For walking, cottage bonnets (over small lace caps or rosettes of lace
or flowers).

Hats. For walking, Spanish hats, village hats, of white chip with a crown of
crepe and sarcenet over a lace caul. Slouch hats. For the carriage, ‘lace caps, flat
on the head, and brought forward on the face, and projecting back in the form of
a cone.’ This is the long Grecian form, also used in the evening.

1812

HAIR
In the day, parted on the forehead with full curls on the temples.



Evening. ‘Hair dressed in the antique Roman fashion with tresses brought
together and confined at the back of the head ending either in ringlets or two
light knots.’

COIFFURE

Day. Caps not much worn except by matrons. Morning cap close fitting with
two rows of lace set on full and the strings crossed under the chin and tied in a
bow on the crown.

Evening. Young women with flowers on one side of the hair. Gold and silver
nets with a few ringlets on the left side of the neck. Bandeaux of jewels or
polished steel. Moorish turbans for matrons. For full evening dress, small white
satin hats turned up all round with three ostrich feathers in front. Spanish hats.

OUTDOORS

Bonnets. Walking bonnets, the crowns higher than formerly, some with long and
broad strings crossing under the chin and tied in a bow on the top of the crown.
Small cottage bonnets.

Hats. Spanish hats. Yeomans hat.

Veils. Black and white veils.
1813

HAIR

Flat on the sides, waved curls in front, and parted, with full curls behind and a
hanging ringlet.



1812. Promenade dress of cambric muslin with waggoner’s sleeve; cottage vest of green sarcenet laced
across the bosom



1813. Walking dress of jacconet muslin embroidered up the front; cottage mantle of grey cloth, lined with
pink silk
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1814. Ball dress of French gauze, open behind, over pink silk slip



1815. Walking dress of white cambric muslin, flounced; green sarcenet pelisse



COIFFURE

Day. A close cap or a Brunswick mob.

Evening. Hair in irregular curls with flowers. No headdress. Or a small flat
turban. For full dress, a Marie Stuart cap of cloth covered with beads, or cap a la
russe. For half dress, a simple lace cap.

OUTDOORS

Bonnets. Walking. A cottage bonnet over a lace cap.

Hats. Walking. A small round straw hat tied under the chin by ribbon with a
bunch of flowers in front. Small black beaver riding hat with short ostrich
plume.

1814

HAIR

‘Long hair is fast gaining an ascendancy over the short, and is now worn very
low 1n the neck behind.’

Evening. ‘Hair a la grecque, falling loosely and full on the temples, the forehead
high, to turn up behind, and confined in a small cluster of ringlets.’

COIFFURE
Day. Lace mob cap tied under the chin.

Evening. Hair with flowers.

OUTDOORS

Bonnets. The Blucher bonnet. The Oldenburg bonnet. French bonnets, loaded
with flowers. The Angouléme bonnet of straw with high crown and broad front,
to tie on one side.

Hats. Sealskin hats. In general the crowns are getting high.
1815

HAIR

in full ringlets on each side of the face.



COIFFURE
Day. Mob caps.

Evening. Flowers or pearls in the hair, which is worn full on top with side
ringlets. Turbans of embroidered crepe handkerchiefs, or gold or silver gauze,
with ostrich feathers (for matrons).

OUTDOORS

Bonnets. Angouléme bonnet. French bonnet with plume: ‘a chimney pot with
the chimney sweeper’s brush sticking out of the top.’

Hats. French hats, of straw with quilling of net round the rim and plume in
front. Sometimes a white veil. Leghorns, and hats of straw and willow.

1816

HAIR
Day. Unchanged.

Evening. Hair in ringlets on the temples, braided behind in a circle.

COIFFURE

Day. Morning cap, close to the face, or lace with ribbon tied under the chin.

Evening. Cornettes for dinner, of gauze, lace or muslin, with oval crowns, very
full, the front ornamented with a pleated ribbon, and tied on with a satin band.
For full dress: toques with feather plumes; turbans of crepe, with aigrette; pearl
tiara, or gold comb or wreath.

OUTDOORS

Bonnets. Silk or satin bonnets with ostrich plume in front. Leghorn bonnets
profusely trimmed with ribbons and feathers. French bonnets. Leghorn bonnets
of the Marie Stuart shape, over a lace cap. Or widely splayed pokes.

Hats of black straw or beaver with flowers, the brim turned up in front.
1817

HAIR



Unchanged.
COIFFURE

Day. For home and the morning, cornettes of coloured satin trimmed with
blonde.

Evening. Turbans, toques, or French caps. In young women, the hair braided
with pearls.

OUTDOORS

Bonnets and Hats. French bonnets and hats of moss silk, or plush or velvet,
with feathers. The crown high and the brim turned up in front, with profusion of
ribbons. Or Leghorn bonnet with a handkerchief tied over the crown. Or for
walking dress, a plush cap with plume.

1818

HAIR

The hair is dressed high and full on the forehead; parted in front with light curls
over the ears.

COIFFURE

Day. Morning caps, of lace, or cornettes without flowers.

Evening. Cornettes of tulle or satin with ribbons. Turbans. Velvet caps. Toque-
turbans of tulle with plume.

OUTDOORS

Bonnets. Large Leghorn bonnets. For the carriage, toques.
1819

HAIR
Unchanged.

COIFFURE

Day. Plain cornettes for the morning.



Evening. For evening parties, toques with three points, one in the centre and one
at each ear. ‘The Marie Stuart toque.” Large dress hats with plumes. Full dress:
young ladies with pearls or flowers; matrons with dress caps, turbans or toques.
Madras turbans, of Madras handkerchiefs, blue and orange.

OUTDOORS

Bonnets. Mostly with low crowns and immensely broad brims; some cut short
at the ears, others nearly meeting under the chin; in summer of semi-transparent
materials. ‘The bonnets for walking are still immensely large and have a kind of
slouching appearance.” They are worn over a lace cornette.

Hats. For the carriage, hats of plush velvet and beaver, some turned up at the
sides, others with moderate brims which are the same width all round. The
Valois hat.

1820

HAIR

Day. The hair in loose curls in front, falling low at the sides.

Evening. The hind hair is brought up on to the crown where it is disposed in full
bows and broad plaits; or with short curls on the neck.

COIFFURE

Day. Caps. Cornettes in the Marie Stuart shape, of net and lace, adorned in front
with profusion of ribbons.

Evening. Semi-evening caps of simple form with low caul, either round or
cornette-shaped. Turbans or small round hats of white silk and profusion of
feathers. For young women, bandeaux of pearls with a plume.

OUTDOORS

Bonnets. Walking bonnets, in the Marie Stuart shape, of white satin and quilling
edge. Or bonnets of satin or velvet with battlement edging and plume of
feathers. Or bonnets of fluted materials.

Hats. Carriage hats of white satin, and small, ‘the same shape as those worn by
gentlemen,” ornamented with a good many feathers.

1821



HAIR

‘in the Charles II style with two rows of curls; the forehead bare with corkscrew
ringlets over the ears.’

COIFFURE

Day. Morning caps. Cornettes of coloured gauze with full trimming next the
face.

Evening. Toques of white satin and polished steel beads. Dress hats with wide
brims, often indented, of satin, with marabout plumes. Turbans of gauze, velvet
or crepe, with pearls. With ball dress, a wreath of flowers.

OUTDOORS

Bonnets of Dunstable straw trimmed with coloured crepe and edged by a curtain
of lace or blonde. Bonnets of plush silk, the crown low and the brim standing
out from the face over the forehead, the brim profusely trimmed. Leghorn
bonnets with high crowns, and pokes.

Hats. For the carriage, college caps of velvet with feathers of two colours. Or
Caledonian caps.

1810

1. Promenade Dress. Woodland hat of lemon-coloured chip, with curled
ostrich feather, lilac and white.

2. Promenade Dress. Cottage bonnet of white chip trimmed with ribbon.

3. Evening Full Dress. White satin headdress with tiara of dead gold set
with jewels.

4. Morning Dress. Helmet cap of alternate lace and stripes of embroidery,
finished on crown with square of lace edged with ribbon, tied under the chin
with ribbon. Bunch of roses in front.

5. Evening Dress. Cap of satin and lace bound tight to the head and trimmed
with apple blossom.

6. Morning Walking Dress. Bonnet of pink and white sarcenet.



1811

1. Ball or Evening Dress. Hair ornamented with fillet of twisted satin and
pearls placed twice round the head; falling tassel finished with beads.

2. Evening Full Dress. Turban cap of white satin looped with pearls and
edged with velvet; the hair combed over the face, in thick flat curls, divided on
the forehead.

3. Promenade Costume. White satin Spanish hat with green rim (the colour
of the mantle), ornamented with demi-wreath of cornflowers.



4. Morning Dress. French foundling cap of alternate stripes of lace and
white satin, ornamented with blossom coloured ribbon and autumnal flowers.

5. Morning Carriage Dress. White chip hat tied round the crown with bow
of lilac satin riband.

6. Walking Dress. Basket hat of straw ornamented with demi-wreath of half-
blown roses.

1812



1. Evening Dress. Hair in full curls and confined in demi-turban of very fine
muslin tied with small bow.

2. Morning Dress. Peasant’s cap with two rows of lace, confined under the
chin by band of same material as cap, terminating in a bow on the crown.

3. Morning Walking Dress. Yeoman’s hat of green finished in front with flat
ostrich feather.

4. Morning Walking Dress. Cottage bonnet of yellow twilled sarcenet tied
with large bow of yellow ribbon; small front which displays a lace cap. Bunch
of cornflowers in front.

5. Morning Walking Dress. Lilac bonnet with helmet crown and small front,
trimmed with wreath of laurel and two white feathers. Brand riband pinned
plain under the chin.

6. Evening Costume. Spanish hat of pink sarcenet with three large ostrich
feathers.



1813

1. Morning Walking Dress. Victoria hat of straw turned up round the front,
lined with white satin; small ostrich feather on one side.

2. Opera Dress. Cap a la russe of celestial blue satin inlaid with silk lace to
correspond with the robe, quartered on the top with pink satin; small ostrich
feather. Hair full on the temples and plain on the sides, twisted up behind in a
large full Grecian bow, or knot of curls with one or two stray ringlets.



3. Morning Dress (Outdoor). Small cottage cap of fawn coloured crepe,
trimmed and tied under the chin with fawn coloured riband. Worn very much
off the face to display a lace cap.

4. Evening Dress. Hair in a profusion of light loose curls in front, fastened
up behind a la grecque by a small comb to match the necklace; the ends of the
hind hair fall in luxurious ringlets in the neck.

5. Morning Dress. Brunswick mob cap of net and Brussels lace.

6. Morning Dress (Outdoor). Bonnet cap of jonquille satin and double
borders of scalloped lace, confined on one side with ribands of the same colour.






1816

Full evening dress of white gauze striped with blue; Austrian cap of satin and blonde
Walking or riding dress of jacconet muslin with deep flounce and ruff; lemon cloth pelisse



1817. Carriage dress of white poplin, deep blonde flounce; blue levantine pelisse edged with floss silk;
blonde ruff; ermine muff



1819
Morning walking dress of white muslin; white muslin pelisse



1820
Evening dress of patent net over white satin
Walking dress of jacconet muslin; three flounces; purple gros de Naples spencer

1814

1. Morning Dress. Flushing mob cap of lace ornamented and tied with
lemon coloured riband.

2. Dinner Dress. Small lace cap trimmed with pearls and tassels; fancy
flowers in front. Hair in loose ringlets in front and twisted up a la grecque



behind where it is fastened in a full knot.

3. Walking Dress. Satin straw hat tied with check or striped Barcelona
handkerchief; small plume of ostrich feathers in front.

4. Morning Walking Dress. French hat of white and lilac satin; trimmed with
tufts and bows of ribbon and large cluster of flowers.

5. Walking Dress. Huntley bonnet of twilled plaid sarcenet; ornamented with
Prince’s plume.

6. Walking Dress. The Oldenburg bonnet, which is immensely large, of the
same colour as the petticoat.

é A




1815

1. Walking Dress. O’Neil hat ornamented with feathers.

2. Walking Dress. French hat of satin straw with quilling of net round the
rim; three rows of grey satin ribbon, plain or quilled, round the crown, and
plume of white feathers edged to correspond.

3. Morning Dress. Round cap of white satin and quilled lace; white satin
rose in front.

4. Full Dress. Hair divided on the forehead in light loose curls; simply
braided round the head.

5. Evening Dress. Hat of white satin; narrow turban front with plume of
ostrich feathers.

6. Promenade Dress. French bonnet of tulle fulled in and alternate folds of
white satin laced with tulle; satin strings tied under the ear.
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1816

1. Walking Dress. White satin hat ornamented with flowers.

2. Walking Dress. Bonnet of black curled silk, lined, edged and trimmed
with white satin.

3. Evening Dress. White crepe turban ornamented with silver and a long
white feather.

4. Evening or Bridal Dress. Hair dressed low at the sides and parted so as to
display the forehead entirely; ornamented with aigrette of pearls and sprig of



French roses.

5. Evening Dress. Cap of white satin, band edged with pearls and plume of
white feathers.

6. Morning Dress. Mob cornette of white lace ornamented with roses.

1817

1. Walking Dress. Caledonian cap of plush silk, with rich bands and foxtail
feathers.
2. Walking Dress. Bonnet of moss silk ornamented with flowers and ribbon.



3. Morning Dress. Huntley cap of satin inlet with lace edge trimmed with
three rows of lace and a rose on top; fastened under the chin with a diamond
brooch.

4. Evening Dress. Hair dressed in the French manner, ornamented with
coronet of flowers; the hind hair in a tuft.

5. Evening Home Dress. Opera hood with full garland of roses and lilies of
the valley.

6. Walking Dress. Leghorn hat with bunch of roses.




1. Promenade Dress. Toque of lonian cork intermixed with fawn satin,
finished with tassels and plume.

2. Walking Dress. ‘Bonnet composed of about twelve thousand pieces of
fine Ionian cork done in the same manner as mosaic gems’, interspersed with
pink satin and ornamented with flower to match.

3. Evening Dress. Cap of white satin, ornamented with blue satin and ostrich
feathers.

4. Dinner or Carriage Dress. Bonnet of white gros de Naples, low crown
and broad brim becoming narrower at the ears; trimmed with blond and flowers.

5. Morning Dress. Front hair in braids; hind hair in bows interspersed with
rose coloured riband; rose coloured fillet round the head.

6. Dinner Dress. Parisian cornette of blond with branch of full-blown roses

in front.



1819

1. Promenade Dress. Black Leghorn bonnet lined with white satin with
quilling of blond round the edge; trimmed with black feathers and plain satin
ribbon crossing the top.

2. Summer Recess Walking Dress. Bonnet of blush coloured satin with roses,
myrtle blossoms or other small flowers.

3. Walking Dress. Round hat trimmed with tulle and roses.

4. Evening Dress. Hair dressed high with high coronet of hair.



5. Evening Dress. Turban of striped silver gauze with plume of white ostrich
feathers; the hair in natural and irregular curls.
6. Morning Dress. Mob cap of lace.

T

UNDERCLOTHING IN THE VERTICAL EPOCH

Owing to the scanty information available from contemporary sources and
the absence of dated specimens, our knowledge of the underclothing worn
during this epoch is incomplete. We have to assume that in some instances there



was not much difference in the first thirty years, and accept dated examples of
the ’20’s as models.
The Chemise

Materials, cotton or linen. The shape was wide and almost oblong, the neck
opening square and edged with a border of gathered muslin. The sleeves were
short, with a gusset in the armpit. In length the chemise reached at least to the
knees. That this garment was sometimes omitted is indicated by the following,
dated 1811:

‘Some of our fair dames appear, in summer and winter, with no other shelter
from sun or frost than one single garment of muslin or silk over their chemise—
if they wear one!—but that is often dubious. . . .” ‘There are circumstances
wherein the want of this decent garment might subject her to a shame never to
be forgotten by herself or others.” “The chemise, now too frequently banished.’
‘The indelicacy of this mode need not be pointed out; and yet, O shame! it is
most generally followed.’

The same writer informs us that there should be worn ‘in warm weather,
under the gown and slip, a light cotton petticoat, in cold weather a fine flannel
petticoat’. “Young women were killed by going from rooms excessively heated
by Balls and Routs, into the open air while they wore only a chemise and one
petticoat (under the dress).’

The Petticoat

Materials: cotton, cambric, or linen; in winter sometimes of fine flannel. It
was made with a bodice attached, the latter being of a coarser quality than the
skirt. The garment was made much like a low stomacher front type of dress,
with narrow shoulder straps, the back being cut high except when a low-necked
dress was worn. Towards the end of the epoch the bottom of the petticoat would
have small flounces, in keeping with the dress, the hem being plain.

The Drawers

Before 1800 this was purely a man’s garment, and, as is usual whenever
women have adopted anything from the masculine wardrobe, the innovation is
at first regarded as fast, later as fashionable, and ultimately as so commonplace
that it is abandoned.

During the Vertical Epoch drawers were not worn by most women.
Nevertheless there are occasional references to them in advertisements, e.g. in
1807 ‘the patent elastic Spanish lamb’s wool invisible petticoats, drawers,
waistcoats and dresses, all in one . . . very convenient for ladies on horseback’.
‘Invisible Petticoats.” These were woven in the stocking loom, and drawn down
very tight over the thighs ‘so that when walking you were obliged to take short



and mincing steps’. In 1811, ‘Ladies’ Hunting and Opera drawers in elastic
India cotton’. In 1813, ‘drawers with attached feet’ were advertised, and in the
following year, ‘stockings or drawers made to any size or pattern’.

It 1s perhaps worth noting that French writers (vide Le Pantalon Feminin)
have ascribed the introduction of this garment to the English as a mode
originally for young girls. ‘En 1807 nous arrive de Londres la mode des
pantalons pour les petites filles. Les exercises du saut se pratiquent en
Angleterre dans les ¢coles de jeunes filles: ¢’est pour cela qu’on leur a donné
des pantalons. Le gout francais ayant fort embelli ce vétement, quelques
femmes, au printemps de 1809, tentérent de se I’approprier. On les vit se
promener en pantalon de perkale garni de mousseline.’
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The ‘Pantaloon’ seems to have been a garment with legs reaching nearly to
the ankle (cp. ‘their flimsy dresses and frilled trowsers,” 1817), but the fashion
seems to have been but a momentary whim.

A specimen of drawers, apparently of this epoch, and now in my collection,
is made with the legs separate except for a narrow waist band. They would
reach just below the knee. A satirical etching by Gilray (1808) of ‘a lady
dressing’ shows her wearing long corsets and a pair of fairly tight knickers. On



the whole, however, it seems probable that most women did not wear any
garment of this kind until the *30’s.

The Stays

It is a common error to suppose that stays were not worn during the first
half of this epoch; perhaps arising from the assumption that French fashions of
the Consulate period were identical with the English. It is possible that some
English women did not wear any, but that the ‘fashionables’ did is clearly
indicated. (The °‘stayless’ years were probably limited to those immediately
preceding 1800.) There are numerous advertisements of corset-makers in
contemporary papers, as well as frequent references to their use (and abuse). In
1809 we read °‘stiff stays have been creeping in gradually till at length
concealment is no longer affected’.

There were two types used:

Until 1810 or 1811 the long stay was in vogue. This, made of jean or
buckram, with abundance of whalebone, reached below over the hips, and
above to the breasts, pushing them up, while the back reached up to the
shoulder-line with straps over the shoulders. The drawing by Gilray indicates no
vandyking of the lower edge (as in the eighteenth century).

The following advertisement speaks for itself (1807): ‘The long elastic
cotton Stay obviates every objection complained of in Patent stays, not being
subject to the disagreeable necessity of lacing under the arm, or having knitted
gores . . . adapted to give the wearer the true Grecian form. Stays being in the
present style of dress of great importance . . . long stays have now for a
considerable time made part of the female costume. . . .” The advertised article
‘will give an agreeable and graceful shape to the shoulders, reducing the bosom
if too embonpoint or increasing its natural appearance if too diminutive’.

A maker of ‘Stays-a-la-Diana’ advertises that she makes ‘fifteen patterns of
stays, adapted to every size and age’.

A rival announces that her stays (costing three to four guineas, ready
money) have succeeded, in five thousand cases, ‘in removing with perfect ease
the fulness of the stomach and bowels’. Under the circumstances we cannot be
surprised to learn that in 1810 ‘long stays are wholly exploded’, although there
is still a delicate allusion to ‘the present mode of bracing the digestive portion
of the body in what 1s called Long Stays’, and to ‘the aid of padding to give
shape where there is none’, and to ‘long stays to compass into form the chaos of
flesh’.

In the following year we are given an instructive account: ‘The
Englishwoman must be at least embonpoint; the bosom must be pushed up by
waddings and whalebone; the stays laced as tight as possible over the waist and



hips; the excessive compression of those close long stays and iron busks
produce diseases too frightful to name.’

From that date the new short stay came into general use by the fashionables.
A mother is advised that to apply it correctly her daughter should lie face down
so that her mother, by applying a foot into the small of the back can obtain the
requisite purchase on the laces.

About the same time a variation called the ‘Divorce Corset’ came in; it
consisted of a triangular piece of iron or steel, padded, and curved on the sides
so that, when worn point upwards, it would fit in between the breasts, pushing
them apart. It was claimed to produce a Grecian shape, and not being laced at
the back, dispensed with the aid of a maid. (See advertisement, 1810: ‘The
newly invented patent Shield for the Bosom, displaying the most graceful form
imaginable.’) It survived well into the 20’s.

In spite of these various improvements an indignant correspondent, in 1811,
criticises the new fashion: ‘By the newly invented corsets we see, in eight
women out of ten, the hips squeezed into a circumference little more than the
waist; and the bosom shoved up to the chin, making a sort of fleshy shelf
disgusting to the beholders and certainly most incommodious to the wearer.’
Evidently one of those hypercritical persons. . . .

In 1814 the exploits of our military hero are signalised by the ‘Wellington
corset’ which ‘represses that fulness which some ladies find rather troublesome
in the present style of dress. Adieu to steel busks, long stays and all the
torturing compression under which British beauty has so long laboured!’

The ‘Pregnant Stay’ is described (1811) as a corset of dimity, jean or silk,
completely enveloping the body from the shoulders to below the hips. It is
elaborately boned ‘so as to compress and reduce to the shape desired the natural
prominence of the female figure in a state of fruitfulness’.

The Bustle

Reference has already been made to the small bustles occasionally found in
the dresses of the beginning of this epoch; after 1815 they increased in size, and
doubtless helped to produce the forward stoop which was so fashionable for the
next few years, when one saw ‘the bent bodies of our damsels who appear like
snails carrying their houses on their backs’.

In 1818 the bustle was popularly known by its wearers as ‘the Nelson’.

Pockets

The dress itself having no pocket, it was not unusual to wear, under the
petticoat, a pair of large pockets attached to each other by tape which tied round
the waist. Specimens in my collection bear different dates; it became, later in



the century, a form of under-pocket (when travelling) which was used well into
the middle of the century or later.

‘One of the very bad consequences of the scanty dress and the determination
of shewing the shape of all the limbs was the necessity of giving up Pockets.
The Grecian costume favoured us also with the Ridicule or bag to hold the
Handkerchief. . . . After some years the Ridicules were given up and the Pocket
Handkerchief was carried in the hand. . . . Some ladies had the indelicacy to
give their Handkerchiefs to the care of the gentlemen and receive them from
their hands when wanted, others threw them on a sofa when they got up to
dance.’

In the Vertical Epoch the tied-on pocket was a useful but not a ‘fashionable’
arrangement, the women of fashion preferring to carry a small handbag or
‘ridicule’ (corruption of reticule), which was also known, in the early years of
the epoch, as an ‘Indispensable’, e.g. ‘A number of disputes having arisen in the
Beau Monde respecting the exact position of ladies’ indispensables (or new
invented pockets)’ (1801). And at Lord Melville’s trial (1806) . . . rows of
pretty peeresses, who sat eating sandwiches from silk indispensables’.



CHAPTER III
THE DAWN OF ROMANCE 1822-1829

style, which had become merely traditional, to a full-blown Gothic,

exuberantly romantic in spirit. The affection for classical details

lingers on in a halfhearted fashion; the ‘Gallo-Greek’ bodice is a
compromise between the opposing styles, specimens of which crop up
occasionally as late as the early *30°’s.

The years 22 and ’23 displayed a curious hesitation as though fashions
were uncertain of their aim, but when, in 1824, the waist had finally taken
the plunge downwards (it had been on the brink for two years), there was an
immediate expansion of the skirt, and its triangular shape became
conspicuous. The next year specimens of pointed bodices began to appear.
The widening of the skirt required an increasing amount of goring until in
1828 pleating at the waist became necessary in order to cope with the mass
of material, except in the lighter fabrics. The breadth of the shoulder line
expanded gradually and persistently, the size of the upper sleeve becoming
steadily fuller. Thus, in 1825, an occasional gigot sleeve was seen; next year
the demi-gigot and gigot sleeves were quite common. In 1827 the gigot
sleeve had expanded so that frequently it required whalebone supports to
maintain its shape; and in 1829 the imbecile, Mameluke and Donna Maria
sleeves presented veritable balloons, and the upper arm appeared to be quite
double the size of the waist.

Tight-lacing, which was progressively more and more strenuous, served
to exaggerate the contrast, increased by the expansion of the pelerine
stretching across the shoulders.

By the end of the period the excessively wide hat suggested an inverted
triangle balanced on a tiny neck, and the bodice another inverted triangle
balanced on a tiny waist, itself the apex of a triangle formed by the skirt.
This triple triangle effect was emphasised by horizontal lines of trimming
across the shoulders and the lower part of the skirt. The purpose aimed at is
indicated by a contemporary writer: ‘As all objects when enlarged above and
diminished below, have, like the inverted pyramid, an air of lightness and

THIS period illustrates a transition from the remnants of a classical



one of heaviness when oppositely constructed; the small headdress and
enormous train characterise the more stately dame, while the large hat and
bonnet and shorter dress distinguish the livelier girl.’

In addition, trimmings were themselves frankly Gothic in spirit and
origin. By the summer of 1829 a woman of fashion was resembling a May
Queen, her dress strewn with floral tributes, her hat giddy with coloured
ribbons. She was the perfect picture of Gothic Romance. The transformation
from the Classical had become absolute.

Like all transitional phases in art, this one displayed curious hesitations
and still more curious experiments until at length the new mode found itself.
While the inspiration was still lacking there was, as usual, a good deal of
borrowing from French notions. The ’20’s was one of those moments in the
century when Englishwomen meekly accepted French fashions; the novelty,
after the long years of war, of a trip to Paris was irresistible, and countless
British matrons returned triumphant with
their French spoils; their charm was not so much that they were becoming,
as that they proved that their wearers had really crossed the Channel.

THE DRESS OF THE PERIOD

The bodice 1s almost always attached to the skirt, but occasionally in day
dresses the two are separate (in which case the skirt is suspended by tapes
over the shoulders). Day bodices are lined with cotton; occasionally with an
attached cotton under-bodice having separate buttons and buttonholes. Silk
and evening dresses are usually lined with sarcenet.

Day skirts are lined with silesia; evening skirts either unlined or with
cotton muslin.

Walking pelisse-robes are lined with sarcenet except for side panels of
silesia where the friction of the corsets would chafe.

The wadded hem is rare after 1828.

Occasional pocket openings occur in day dresses but no fixed pocket;
probably a pair of detachable pockets were worn in such cases.

Fastenings: flat copper hooks and eyes, hand-made. Towards the end of
the decade, occasionally copper wire, tinned. Pelisses and cloaks with gilt
barrel-snaps. Hand-made cotton covered buttons; mother-of-pearl buttons.
Evening dresses are sometimes laced behind. The large sleeves of the
imbecile type often have inside tapes to which some kind of device, such as



a crescent-shaped pad of down, was attached to keep the sleeve distended; or
a lining of pleated book muslin.

DAY DRESSES

Two main types, the pelisse-robe and the round dress.
A. The Pelisse-Robe

Is derived from the outdoor garment, the Pelisse, which, by being worn
closed evolved into a kind of dress. It was sometimes fastened down the
centre by means of ornamental bows or by concealed hooks and eyes, or,
later, with the opening only as far as the knee level; sometimes the fastening
was on one side.

A variation, appearing towards the end of the *20’s was the ‘tunic-robe’,
either as an open tunic revealing the petticoat, or with trimmings outlining a
tunic-design on the surface. Another variation was the ‘Bavarian pelisse-
robe’ with two lines of trimming descending from the shoulders to the
bottom of the skirt, en tablier.
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Another variation, the redingote, appearing in 1825, trimmed with three
broad tucks up one side of the front and round the skirt, with a large
embroidered pelerine similarly tucked; full sleeves with a band round the
wrist. In place of the tucks there may be a line of puffing up the front.

B. The Round Dress



This can be classified by the design of the bodice, of which there were
three main types, each producing variations:
1. A plain high or half-high bodice (gored and darted).

(@)
(b)
(©)
(d)
(e)

The bodice en blouse (see Annual Notes for 1822).

The bodice a I’enfant. Half-high and round, the neck gathered by a drawstring.
The bodice en coeur, with a chemisette-tucker. (See 1828.)

The front-buttoning bodice tight to the shape. (See 1826.)

The bodice a la vierge. Half-high, or low and square cut, with gathers or narrow pleats
descending to the waist. There is no drawstring.

2. A draped bodice.

(@)
(b)
(c)
(d)

(e)
()

The bodice en gerbe (gerbe = a sheaf of corn.) The front is pleated fan-wise from the
shoulders to the waist.

The Circassiene bodice, with cross-over folds descending from the shoulders and
crossing at the waist. (See 1829.)

The bodice a la Sevigné pleated folds covering the top of the bodice nearly
horizontally and divided into two by a central bone which runs down to the waist.
The bodice a la Roxalane, similar to above but the folds slant more decidedly
downwards to the central bone. (See 1829.)

Bodice a I’Edith, a compromise between the Roxalane and the Sevigné.

The bodice a la Polonese, a variant of the cross-over, the folds crossing high up so that
the right-hand fold forms most of the front seen. (See 1828.)

3.Bodice with flat trimmings descending from the shoulders inwards to

the waist.
(a)
(b)
(c)

The ‘Gallo-Greek bodice’. The trimmings are narrow and flat and do not quite meet at
the waist. From this developed

The ‘stomacher bodice’. A wide ‘V’ is formed by ‘pelerine lappels’(i.e. revers) and
the enclosed centre is filled with gauging or pleating, headed by a tucker.

The ‘Anglo-Greek’ bodice with ‘fichu-robings’; the lappels are broad and wide apart
‘giving an unnatural breadth to the chest’, and are often trimmed with lace, increasing
their size. (See 1828.)






1821. Summer carriage dress of India muslin bordered with bouillon of muslin; antique stomacher of
pink satin across the bust with embroidered robings; double lace ruff; village hat



1822
Ball dress of tulle over white satin
Promenade pelisse of blue gros de Naples ornamented with trefoils; vandyked mancherons; triple ruff

The Sleeve
Various types tending steadily to increase in size.

(a) ‘Full sleeve’; somewhat full at the shoulder and headed by a mancheron, often
vandyked or slashed or puffed, and gradually tightening to the wrist, ending in



rouleaux, or vandyking with an inside ruffle.

( b) The Marie sleeve. Full to the wrist but tied into compartments with ribbons. This type
of sleeve was also used in the Vertical Epoch, and occurs occasionally later in the
century.

NOTE: the name ‘a la Marie’ became, about 1827, also used as a refinement for
‘gigot’.

(C) The ‘demi-gigot’. The upper part is the shape of an inverted cone, the fullness
terminating at the elbow; the forearm tight, usually with an ‘Amadis’ cuff (extending
up the wrist like a gauntlet).

(d) The ‘gigot’. Very full above, the fullness terminating just below the elbow.

(e) The Mameluke. Very full to the upper part of the wrist.

(f) The ‘imbecile’. Fuller than the last, the fullness reaching the middle of the wrist, with
a short cuff.
NOTE: The term ‘imbecile’ was not used as a term of derision, the sleeve so
designated being simply copied from that of a ‘straight waist-coat’ used for lunatics.

(g) The Donna Maria. Similar to above, but the fullness on the forearm is confined by a
loop on the inner side from the bend of the elbow to the wrist.

The Skirt

This is long, touching the shoe, until 1828 when it becomes ankle-length.
It 1s gored until that year; after that, it is pleated.

The lower part is much ornamented, the depth of which increases
gradually up to the knee level; at the close of the decade the lowest part is
left plain, with a band of trimming or ornament at the knee level. The
wadded hem is common at the beginning, especially about 1824, but rare at
the end of the period.

Waist round with belt and buckle.

Colours tend to become more glaring with a preference for secondary
tints.

EVENING DRESSES

Always with round or square necks, progressively cut more off the
shoulders as the decade advances; but lower on the bosom in 22, ’23, ’24,
than in ’25, ’26, ’27, and lower again in ’28 and ’29.

The Bodice

The various styles are similar to those seen in day dresses, developing
similar variations, but the pointed bodice appears occasionally from 1822
onwards.

A ‘Swiss belt’, or pointed ceinture, is sometimes worn in the second half
of the decade.



NOTE: Bodices cut off the shoulders are kept up simply by their tight fit;
neither yoke nor boned bodice was used.
The Sleeve

Always full at the shoulder, becoming fuller towards the end of the
period. It may be worn short (as in ball dresses) or with a long transparent
oversleeve of white tulle or muslin, having the shape of the fashionable day
sleeve of the year. By ’29 the short full sleeve for evening dress developed
into the ‘beret sleeve’, in shape a widely distended circle imitating the beret
headdress, and closed below by a band round the arm. The shape is sustained
by a lining of book muslin with a close fitting inside sleeve. When a
transparent oversleeve is worn this passes over the beret and is gathered into
the armhole. Occasionally the beret is double, one above the other, and both
fully pufted (‘double bouffant’).
The Skirt

The evening skirt shortens sooner than that of the day dress, and in fact
new variants of style appear sooner in evening dresses than in day dresses.

The ornamentation above the hem is richer and fuller than in day dresses;
e.g. a heavy line of puffing is common till 1827.

OUTDOOR GARMENTS

Pelisses

In winter these are made of cloth, velvet, wadded gros de Naples; all
with fur trimming. In summer of silk, levantine, and muslin lined with cotton
or sarcenet, with pelerine capes.
Mantles

These were not a prominent feature; references to a few appear in the
annual summaries. Usually ankle-length with capes reaching to the waist,
and worn in the evening or with carriage dress. Occasionally without
armholes a I’assassin (vide 1825).

ADDITIONAL GARMENTS WORN ROUND THE NECK AND
SHOULDERS

Chemisette

Worn to fill in the space when the front of the bodice descends in the
centre (e.g. en coeur; variants of the ‘folding-front’). Made of white muslin,
cambric or tulle.



Tucker
Forming an edging to the front of a square-cut low bodice (evening).

Usually narrow with a frilling. Made of white muslin, etc.

Failing Tucker
Similar but hangs down over the front of the bodice; towards the end of

the period it becomes much deeper (3 or 4 inches). Made of white materials
especially blonde lace. Edges often vandyked.




Ruffs

Worn round the neck, with day dresses. Single or double.
Falling Collar

Worn round the neck with or without a ruff, with day dresses. Edges
often vandyked. Small and narrow at the beginning of the period but very
wide towards the close. It develops into the
Pelerine
a collar extending as far as the top of the shoulders, and across the top of the
bodice. By further expansion downwards (in 1825) it becomes a
Fichu-pelerine
the ends of which, in 1826, sometimes extend beneath the belt as far as
halfway to the knee. The pelerine is usually of a white material but may be
of the same stuff as the dress and have a double cape (1825). It 1s usually
headed by a collarette. For winter a pelerine of velvet appears from 1827 on.
Canezou

A sleeveless spencer. Worn over a day dress (1824). Presently it loses the
spencer shape and covers only the front and back, but not the sides of the
bodice and functions as a ‘fichu-canezou’. It is often worn with a ruff.
Always made of a white material (muslin, lace, cambric, etc. and
embroidered).
Sautoir

A coloured silk cravat often worn round the neck supporting the ruff in
walking costume.

1822

DRESSES

Waist lengthens during the year, reaching the normal level by the end.

Day

The chief change is increasing ornamentation of the lower part of the skirt
by rouleaux, scalloped flounces, embroidery, etc. ‘Skirts much too long.’
The gored skirt is common, the fullness being thrown behind, and
moderately full in front, while over the hips it is plain without gathers. In
summer the French ‘blouse dresses’ (‘worn without stays which takes
somewhat from their slammekin appearance; being somewhat short those
who have not handsome legs generally wear pantaloons’) lead to a modified



form in this country, the round dress made en blouse. The front of the bodice
is gathered in at the centre of the waist and over the shoulders so as to
produce a pouching effect, the neck being round and half-high. The back,
which is gathered in the middle, is fastened by strings, It may be added that,
in muslin dresses, seams are sometimes piped, a feature not hitherto seen.
The pelisse by being worn closed produces the Pelisse-robe. ‘A walking
dress, of light blue tulle, in two rows of figured pink trimming, and finished
at the bottom with a large scallop. Skirt long and much gored so that body
and skirt appear in one; red morocco girdle with gold buckle at the side.
Sleeve with cape epaulette.” Day dresses sometimes gauged half-way down
the front or with a band of embroidery en tablier. Round waist with belt and
buckle. Summer day dresses white, worn with a pelisse; skirt with three
flounces.

Evening

Gallo-Greek bodice. Short sleeves with Spanish slashing; with or without
long white net over-sleeves. Skirt with flat wadded rouleaux, or notched and
pinked, honeycombed or scalloped, or straps and buckles along the border.
Occasional pointed bodices. Some high dresses to button in front and
behind. Square cut bodices without tuckers, and very narrow shoulder strap.
Some dresses used as high or low according to whether a small temporary
spencer 1s worn; with them a short apron. ‘Evening gowns no longer obtrude
the broad Cleopatra back.” (July.) ‘A round (evening) dress of pink
shagreen.” Sashes worn with evening dresses, ends hanging in front.

Fashionable Colours: pink, violet, amaranth, olive green, jonquil, milk-
chocolate, celestial blue, London smoke, Esterhazy, and various shades of
blue.

OUTDOOR GARMENTS

Pelisses
Cloth. Plain silk lined with swansdown. (Summer) a pelisse with stand-up
collar and satin facings.

Shawls

with broad net fringe. Cashmere shawl, white ground bordered with palm
leaves and blue flowers; or narrow embroidered ends. Norwich shawls
introduced.



ACCESSORIES

Half Boots, or thin walking Shoes for day. White satin slippers for evening.
‘Silk Stockings only when there is silk in the dress; otherwise openwork
cotton.” Pagoda Parasols: some fringed. Fans of fine net with ornaments in
polished steel; or of dark satin with gold edge; pierced ivory sticks, or
mother-of-pearl. Plain silk Reficules. ‘The new tortoise-shell reticules’ with
leather folds and cut steel clasps. Jewellery, necklaces of several rows of
pearls twisted. Drop ear-rings of polished steel, of rubies and garnets. Cameo
bracelets. ‘Rings are worn on every finger.” Coral much worn with home
costume. The King’s visit to Scotland (August) makes Scotch tartan
materials fashionable.

Prices
A dress of Urling’s patent lace, 12 guineas, of French lace, 50 guineas.

1823

DRESSES

The chief change is a tendency to multiply the number of narrow
flounces which now frequently reach the knee level.

Day

Morning dresses with bodice en blouse common. Occasionally en gerbe.
Fashionable trimming for the bodice is rouleaux en serpentine. Sleeves
fuller. Sleeves of walking dresses with strap at the wrist.

Evening

Occasionally two lines of embroidery from the waist down the skirt to
suggest the style of an open robe. Skirts with borders of full rouleaux of
satin round which are entwined leaves of the same material. A few demi-
trains. Some bodices en gerbe, with short puffed sleeves with buttoned
languettes. Spanish slashing of sleeves and sometimes of the sides of the
bodice. Some lace dresses ‘a la francaise’, i.e. with the lace dress shorter
than the slip underneath. Swansdown pelerine-tippet, with long ends
reaching below the knee, worn round the shoulders.

Fashionable Colours: puce, drake’s neck, geranium, Esterhazy, mignonette-
green, lilac, marshmallow blossom, pink, celestial blue, amber, Indian red.



OUTDOOR GARMENTS

Carriage Mantles, partially fastening by invisible straps to receive the hands,
and left open in front.

Cloaks now without hoods but with three large capes.
Shawls. Angola, raw silk, buff colour; China crepe.

Pelisses. Pelisse (Summer) of delicate spring colours, tied down the front
with ribbon bows, and fastened by spring clasps; stand-up collar. Pelisse
(Summer) of muslin with pelerine-cape but no mancherons. Pelisse (Winter):
the wrapping type trimmed with fur a la Witzchoura.

ACCESSORIES

Black satin Shoes for dancing.

Gloves
Limerick, doeskin or lemon kid for day; long white kid for evening.

Jewellery: pearl necklaces. Eyeglass suspended ‘Rainbow elastic Scarves’
made of a chain of light on thin chain. Horsehair bracelets, dyed scarlet,
texture, or coloured diamond work.

1824

DRESSES

‘Waists moderately long.’ (i.e. at natural level).

Day

Generally without collars but worn with a collarette of worked muslin or
‘our imitation of foreign lace’, or with a small kerchief, e.g. ‘a morning dress
with figured lace kerchief worn over the bodice and confined at the waist by
a belt.” The sleeve en blouse, i.e. full and loose from just below the shoulder
to below the elbow (precursor of the ‘imbecile’). Mancherons on shoulders.
Occasionally gigot or Marie sleeves. Sleeves become perceptibly fuller by
the summer. Border of skirts trimmed with bias folds in waves, chevrons or
chains. These are seldom, as formerly, quite plain, except in chintz and
cambric dresses, where the folds overlap. Home dresses with front fastening,
with Spanish bows or buttons. New type of home dress ‘a la tunique’; the



tunic long, appearing like a half-open pelisse with a false petticoat inserted.
‘Pelisse robes of silk with petticoats of rich Moravian work’ for home
dresses (matrons). Common types of morning dresses—the pelisserobe with
small pelerine collar of same material, with or without falling collar; the
half-high round dress, with or without fichu.

Materials: washing figured silks, chintzes with ground of two shades,
muslins, bar¢ge, scarlet bombazine. Pelisse-robes of gros de Naples.

Evening

Bodices—Gallo-Greek, Circassiene, Sevigné, en gerbe (both front and
back). Always with back fastening. Bodices tend to be plainer. Sleeves long,
of white lace, tulle or lisse, with coloured silk dresses. Full mancherons.
Short sleeves (full) declining. Skirts wider and more gored. Trimmed up to
the knee with lines of embroidery, scalloped flounces cut en bias, puffing or
corkscrew ornaments. Some tunic robes with demi-trains, the robe coloured
over a white petticoat. Robes with Bavarian fronts.

Materials: shot silks, gauze with satin stripes.

Fashionable Colours: primrose, pink, Parma, poppy, ruby, Hortensia. The
effect of ‘the dazzling variety of colours displayed on one person’ was said
to be absurd. ‘The general characteristic of youth should be meek dignity,
chastened by sportiveness and gentle seriousness. Ladies are implored to
maintain something of the ease and grace attached to the once dominant
Grecian costume amongst us, against all the newly sprung up Goths and
Vandals in the shape of stay-makers, etc., who have just armed themselves
with whalebone, steel and buckram to the utter destruction of all native-born
fine forms.’

OUTDOOR GARMENTS

Pelisses

with double cape cut square, worn with or without a ruff. Sleeves full,
sometimes a la Marie, or tight to the elbow. Wrist closed by band and button
‘in the French style’. (Winter.) Cloth pelisses buttoning down the right side
with polished steel buttons. Pelisse with two wadded rouleaux on each side
and round the hem; belt; no collar; full puckered mancherons.

The Canezou (a sleeveless spencer) appears.

Venetian Mantle (evening) trimmed with fur and having a hood.



ACCESSORIES

‘Half Boots and gaiters of grey silk or of Turkey leather are much in vogue;
the gaiters are buttoned, the boots laced.’

Gloves
Limerick, doeskin or lemon kid gloves for day; long white kid for evening.

Jewellery: bracelets very fashionable; always a pair, one on each wrist with
carriage costume. With evening dress gold armlets above the elbow, as well.
Necklaces of large pearls. Eyeglass suspended on gold chain. ‘Not only
children, but young ladies of 17 or 18 wear pantaloons of white cambric in
the country. They are ornamented with four bias folds of muslin next the
ankle. The short petticoat above belongs to a dress en blouse.’

NOTE: Early in the year the duty on imported silks and wool was much
reduced. On foreign wool from 6d. to 1d. a Ib. On East India silk from 4/- to
3d. On China and Italian silk from 5/6 to 6d. On Brazilian raw silk from
14/10 to 7/6. And foreign manufactured silks admitted at 30% ad valorem
duty. As a result silks became too cheap to be fashionable and British chintz
and muslins were patronised.



1826
Day dress of heavy silk with chine satin stripe

1825

DRESSES

Day



(1) Pelisse robe. (2) Round dress. (3) Redingote.(4) Bodice en blouse. Broad
pelerine-cape and fichu-pelerine, or fichu-collar. Moderately full sleeves,
sometimes gigot, with three bands at the wrist, or cuffs with reversed points.
Occasionally the sleeve from the elbow to the wrist is divided by straps into
puffed compartments. Some with short full sleeves to which long sleeves of
white muslin are attached. Border of skirt ornamented with scallops,
vandyking or foliage with rouleaux bands, or several wadded tucks, or four
scalloped or pointed flounces. (Summer.) Open pelisses over petticoat of
muslin, embroidered; often three or four pelerine-capes. Dresses of muslin,
bodice en blouse, with wide sleeves confined at the wrist and up the arm by
bracelets. Gauze striped handkerchief, fringed, often worn round the
shoulders, as a pelerine, the pointed ends tucked into the waistband or sash
in front.

Materials: white cambric, India corded muslin, printed muslins and chintzes,
gros de Naples and striped ginghams, levantine, cashmere, striped barcge.

Evening

Corsage en gerbe, Gallo-Greek, or a la vierge, or a la Sevigné, and usually
plain. Round waist with sash in front; occasionally slightly pointed. Short
puffed shoulder sleeve with or without over-sleeve. Skirt ankle-length, three
or four scalloped flounces, or embroidery, or line of puffing nearly up to the
knee. Often zig-zag trimmings headed by branches of flowers, or a deep
border of satin leaves applied. Ball Dresses: short tunic robe over a petticoat
of light material, slightly trimmed with flowers. ‘Though we must ever
admire the modest shielding of the bust yet we think it now carried rather to
an extreme especially in full dress; there is a confined awkwardness in the
way the front part of the corsage is carried across the neck while the gown is
made low in the back and rather falling off the shoulders.’

Materials: tulle, crepe-lisse, satin, gros de Naples; demi-evening dresses of
striped materials.

New Materials: ‘English Organdy, an improved form of Leno.” Scotch
Madras with red and green stripes.

Fashionable Colours: Very bright colours fashionable. Terre d’Egypte, rose
lavender, mignonette-green, blue, geranium.

OUTDOOR GARMENTS

Pelisses



Pelisse of muslin with three or four collar capes, trimmed with quilling of
narrow tulle.

Carriage Cloaks with three capes and a hood. Mountain cloaks. ‘Wrapped up
in a solitary cloak a 1’assassin, how can a lady either give or take an arm?’

Pelerine Mantlet of American grey squirrel and muff of same.

Shawls
Cashmere, white ground and narrow border; or yellow with fringed border of
floral design; rich angolas; coloured China crepe.

ACCESSORIES

Parasols rather smaller. ‘The newest are not lined; the handles are of ivory
finished by a large oval ting.’ Jewellery: pendant ear-rings and necklaces of
pearl. Handkerchief carried in the hand. Cambric and lace Ruffs often worn
with day dresses. The button of cloth with iron shank invented by Sanders.

1826

DRESSES

‘Our fair countrywomen have resolved to make silk of the Spitalfields
manufacture a considerable portion of their dress (to relieve a distressed
industry). His Majesty has given orders that the rooms of his palace at
Windsor shall be hung round with silk of the Spitalfields manufacture.’

Day

Pelisse-robes or round dresses buttoning down the front; small pelerine-cape
en suite. Bodices high, en gerbe, plain, or a I’enfant. Skirts with two
moderate flounces, scalloped or bias, or flounces of pinked scallops, or three
rouleaux at equal distances. Shawl dresses for morning (i.e. with border of
skirt designed with shawl pattern). Carriage dresses decorated with rows of
bands down the front in ‘the Bavarian style’. Summer dresses. White muslin
spencers worn with coloured skirts.

Materials as before, also tabinet and tartan silks.

Evening

Unchanged, except that many have a falling tucker of white lace, and the
shoulder sleeves tend to be fuller, with epaulettes. The sash is often replaced
by a plain band. Chevrons are a new form of trimming above the hem of the



skirt. ‘In gowns for full dress a great improvement has taken place; they are
perfectly modest yet they do not utterly obscure the well-formed contour of a
fine bust, but rather “double every charm they seem to hide”.’

Materials: crepe, coloured gauzes with satin stripes, trimmed with satin

ribbons. Taffeta.

Fashionable Colours. The fashion for bright colours is still marked (e.g.
amaranth, pink, scarlet, canary yellow, geranium, and various shades of
blue).

OUTDOOR GARMENTS

Pelisses

Made ‘to fasten imperceptibly’. Pelisse with rouleaux, bust trimmed with
chevrons; collar notched and half standing up. Pelisse trimmed with narrow
fluted ornaments; collar of silk quilling; gigot sleeves.

Cloaks and pelerine Capes terminated in front by long points reaching to the
hips.

ACCESSORIES

Gloves
Day, yellow Limerick. Evening, elbow length white kid.

Jewellery: numerous bracelets of chased gold, very broad and jointed.
Brooches with shell cameos and mosaic.

‘At Paris they recommend the corsets of Delacroix, fitted with paddings as
may be required to fill up any deficiency. Young ladies may be seen with
their breasts displaced by being pushed up too high and frightful wrinkles
established between the bosom and shoulders ... a ridiculous fashion by
means of which the body resembles an ant with a slender tube uniting the
bust to the haunches which are stuffed out beyond all proportion.’

Prices
‘The new printed chintzes’ at 7/- to 8/- a yard.

1827

DRESSES
Day



High bodice en gerbe, or plain with front buttoning, or pelisse-robe. The size
of the upper part of the sleeve is increasing. Gigot sleeve sometimes
stiffened at the top with whalebone, or held up by ‘8 or 10 drawstrings’;
mancherons cleft at the shoulders or with double scallops. The wrist is
frequently finished with ‘antique’ points, (i.e. reversed). Skirt trimmed with
one deep or several narrow scalloped flounces. Fichu-pelerines, of same
material as dress, with long ends worn under the belt. (Summer.) White
embroidered muslin canezous—spencers with wide sleeves—worn with
coloured silk skirt, or with coloured muslin dress; or coloured silk canezou
with white skirt and sleeves.

Riding Habits of fine cloth with muslin falling collar and pink sautoir.

Evening

Bodice: a la Circassiene, a la Sevigné (with narrow vandyked tucker);
Anglo-Greek; square with pelerine lapels with horizontal drapery; or bodice
fitting tight to the shape. A few pointed front and back. Some with broad
falling lace collar cleft on the shoulders en Paladin. The edges of the bodice
trimmed with points, flutings, ruching or rouleaux. Sleeves ‘larger than
ever’. Short and full (full evening) or with long sleeves (demi-evening).
Skirts with two scalloped flounces, en bias, headed by chenille chainwork
cordon. Or with one deep bias flounce, headed. Or by two lines of bouffants.
Sashes are replaced by belts with gold buckles. Pelerines of silk, with long
pointed ends, worn with high dresses (demi-evening). For an evening dress
10 to 12 yards of silk is required; with a flounced evening dress and its
pointed pelerine, 25 yards may be needed. (Note: width of materials: heavy
silks 18 to 22 inches; sarcenet 32 inches.)






1823. Walking dress: pelisse of blue gros de Naples trimmed with satin rouleaux; patent lace ruff;
Robinette hat with cornette underneath

1824. Ball dress of tulle over pink gros de Naples, the leaf ornaments in pink satin; the body of pink
gros de Naples ornamented with pearls






1825. Carriage dress: lavender gros de Naples pelisse with pelerine-cape; India muslin cape; Lyonnese
hat over lace cornette



1826. Evening dress of patent lace over white satin slip; satin corsage; blue barége scarf



Materials: poplin, satin, sarcenet, gros de Naples, black lace over white
satin, tabinet trimmed with chenille, painted Indian taffeta, levantine, striped
batiste, Japanese gauze with satin stripes, ball dresses of crepe, gauze or
tulle, white or coloured with satin bodices.

New Materials: striped batiste, gros des Indes, gros de Naples with satin
stripes, printed muslins and chintzes with yellow ground, British cashmere,
cashmere ‘shawl dresses’, Palmyrene.

OUTDOOR GARMENTS

Pelisses

Worn with a white ruff, of black velvet, buttoning down the front, narrow
collar, double mancherons, gigot sleeves. Pelisse of Pomona green gros de
Naples with zig-zag trimmings of black velvet. Pelisse with pelerine-capes,
mancherons and straps, requiring 30 yards of material. Pelisse with the front
laid on in pleats. Pelisse with double mancherons a la Psyche. Pelisse of
taffeta and gros de Naples. Pelisse with bias fold trimming and plain cape
falling over the shoulders. Pelisse trimmed with a pinked ruche, wrists with
long reversed points. Pelisse of silk with large round pelerine-capes of same
materials.

Mantles
of swansdown, Zibeline fur, American squirrel, levantine lined with sarcenet
(with a pelerine-cape and edging of velvet), satin, wadded; and tartan
merino.

Shawls

Cashmere, white ground, palm leaf border, China crepe, fringed and
embroidered in colours. ‘Paraguay shawls of bright amber colour delicately
figured over. ° Gauze shawl half handkerchief, with patterns of satin-like
brocade.

ACCESSORIES

Shoes
The toes now definitely square in shape.

Gloves
Evening gloves are shorter, just below the elbow.



Slate coloured Gaiters worn. ‘Jewellery of the most superb order; for
bracelets there is a sort of mania.” ‘Ladies now wear bouquets not merely in
their bosoms but they carry them about in their hands as large as brooms,
and when they sit down to dinner they stick their nosegays into the water
glasses and the table looks like a bed of flowers.” (Croker.) ‘Satin Ribbons
stamped with black figures in imitation of the French ribbons a la giraffe.’

NOTE: In Paris ‘petticoats are stuck out with whalebone’, and pantaloons are
worn with riding habits.

1828

DRESSES

Day

Bodice usually high, either en gerbe, en blouse, en coeur with chemisette
tucker, Anglo-Greek without stomacher, and with fichu-robings; or pelisse-
robes. Sleeves, gigot, a la Marie; with cuffs at the wrist or with reversed
points. Some ‘carriage dresses’ with sleeves of white muslin or aerophane, a
la Marie. Ribbon belt, or a ‘zone belt’ with slightly pointed centre. Skirt, less
goring and more pleating, but ‘those who have their skirts set equally full in
pleats ought to have a fine shape, otherwise a single young lady is in
appearance too full in size where she ought not to be.” Ankle-length. The
line of puffing above the hem goes out by the end of the year. Trimming of
one or two deep flounces, either cut on the cross and plain with or without a
rouleaux heading, or cut in dents, or fluted; or a band of applied foliage,
pointed, or embroidery at the knee level. Deep hem. Worn with pelerine-
capes, single or double, made en suite; often cleft over the shoulders ‘en
Paladin’; or a pelerine with one to three falls of embroidered muslin.
Sometimes a high French ruff and coloured sautoir; some with canezou-
spencers buttoning behind. Pelisse-robes are plain with two narrow rouleaux
down the sides in front. Sometimes a tunic pelisse-robe, the bodice with
turned back lapels. (Summer) elaborate canezou-pelerines, of muslin
trimmed with lace, with mancherons cut in points on the shoulders, are
generally worn over outdoor summer dresses. A ruff is usual, either separate
or attached to the canezou.

Materials: batiste, merino, bombazine, chintz.

Cachemire dresses: ‘We do not mean the cloth so misnamed but a light kind
of material something like the barege.’



Riding Habits
of cashmere or figured merino; sometimes a muslin canezou-spencer worn
with wide sleeves and a cloth skirt.

Evening

Bodices usually square and cut off the shoulders; slight point at the waist in
front; worn with or without a falling tucker, en Paladin, or narrow upright
tucker with vandyked edge.

Types: a la Sevigné, a la Marie Stuart (i.e. a stiff bodice with long point
below and a central bone). En gerbe, with central bone. A la grecque (i.e. a
very wide front, the folds being brought together under the sash so as to
form a wheatsheaf as they widen out towards each shoulder; the upper part
of the corsage spreads out in an easy manner). By the end of the year the
Roxalane bodice appears. Sleeves for demi-evening—gigot or a la Marie.
For full evening, short and full with mancherons; and with or without tulle
oversleeves to the wrist. Skirt ankle-length; pleated equally all round the
waist. Trimming: one or two large separated flounces, headed by rouleaux;
flounces scalloped or fluted or pointed; or a simple deep hem reaching
nearly to knee level, embroidered in floss silk. Evening shawls of yellow
cashmere flowered all over, narrow borders. (Summer) ‘Muslin and tulle
Canezou-Spencers are much worn in demi-toilette with a coloured silk
petticoat’ (skirt).

Materials: as formerly, but crepe-aerophane very fashionable.

During the year an increasing number of pointed bodices are worn. ‘A
certain chastened originality of English manner in dress is ob

servable’, distinguishing English from French fashions. ‘Not content with
excessive tight-lacing our ladies pad themselves till they appear like bottle-
spiders.’

OUTDOOR GARMENTS

Pelisses are simple; gigot sleeves; some of gros des Indes. A wadded
pelerine-cape worn over it. Pelisse with wadded hem and rouleaux trimming;
no collar.

Large Cloaks with black velvet capes. Opera cloaks trimmed with marabout.

Carriage Scarf of white Japanese gauze with satin stripes and brocaded with
flowers; and cravat scarves of striped silk.



Pelerine fur 7ippet with long rounded ends; large fur tippets of the Russian
mantlet kind. Polish mantilla (evening) of levantine, fitting the waist and
with loose drapery sleeves.

ACCESSORIES

Half Boots of kid, or of grey corded silk with kid tips, lacing on the inner
side. Walking costume: kid boots with mother-of-pearl buttons, or lacing, on
the inner side. Shoes tied ‘en sandales’. ‘The present new fashion of having
shoes and stockings the same colour as the dress.” Silk Stockings with
coloured clocks for ball dress. Jewellery: ‘Gold chains with small essence
bottles suspended from them are much admired.” Painted Ribbons much in
fashion.

French. Bustles, of wadding between quilted sarcenet; some worn under the
corset; some are a stuffing of wadding round the waist over the corset.
‘Bouffants mechanique’—springs, fastened to the corset at the top, to
distend the sleeve. ‘Many ladies when riding wear silk drawers similar to
what is worn when bathing.’

1829

DRESSES

The chief features of the year are the increasing width of the shoulder
line with the increasing size of the upper sleeve, and the enormous size of
the hats. ‘Large sleeves are now so common that they are seen on females of
the lower and vulgar class’

Day

Bodices half-high, either en gerbe, a la Circassiene, a la Sevigné, or a la
Roxalane. Or bodices with fichu-robings; or with horizontal pelerine, either
a disposition or of muslin, extending widely over the shoulders where it is
often cleft en Paladin. Sleeves: gigot, with Amadis cuff. Mameluke with
close cuff, either with reversed points or with a reversed ruffle. Imbecile
with a very short cuff. Donna Maria. ‘We are happy to see the stiffening
lately worn at the shoulders under long sleeves now entirely exploded; the
sleeve now falls down in all its amplitude.” Skirt short, and pleated round the
waist, ‘giving to the figure, especially if short, a Dutch doll-like appearance’.
A new feature is a trimming of fringe at the knee level, or a line of ruching,



quilled flounces, one very deep flounce headed by bouillon or a band of
embroidery or chevrons. The hem is as high as the knee. Pelerines of muslin,
cambric or net, enormously wide, worn. Pelisse-robes closed down the front
with lines of bows or languettes; either high in the neck with a canezou-
fichu, or open, with pelerine lapels turned back, and with a chemisette-
tucker. Occasionally tunic robes over a muslin petticoat. ‘Breakfast dress
with muslin canezou and apron.” ‘A summer dress of white organdy
embroidered with crewel work.” (Winter) Merino dresses without pelisses as
the sleeves are too big to draw a pelisse over them.

Materials: Norwich crepe, merino, printed muslins, chintz, gros de Naples,
sarcenet.

Riding Habit
A buttoned bodice with falling collar and chemisette and frill of, cambric;
black stock; gigot sleeves; cloth pantaloons.

Evening

Bodices cut very low off the shoulders ‘but are rendered perfectly decorous
by a full broad tucker.” Types: (1) Plain and tight to the shape, with
horizontal falling tucker of lace; (2) a la Roxalane; (3) a la Sevigne; (4) a la
Marie Stuart. For demi-evening, a wrapping front with chemisette; or half-
high bodice with narrow tippet or cape collar cleft on the shoulders. The
corsage of ball dresses is often laced across the front. Waists generally
round, with belt or sash with the floating ends in front; occasionally a
slightly pointed bodice, or a ‘pointed zone’ girdle worn. Some ‘Bavarian
robes’ worn. Sleeves short, very full, either simple or with double bouffant;
some fluted, with a lace frill as heading. Occasionally long tulle oversleeves.
Some beret sleeves over which are blonde ornaments a la Psyche, i.e. very
full and hanging nearly over the sleeve. The skirt is short, especially for ball
dresses, and trimmed with: (1) a deep headed flounce, often festooned; (2) a
broad hem headed by a rouleaux; (3) a band of foliage or bows of material;
(4) the hem covered with a deep ruching; (5) deep band of crepe puffing
nearly up to knee level, confined at intervals with satin rouleaux; (5) broad
flounces of blonde.

Materials: Full dress: Satin, velvet, poplin, crepe-aerophane, tulle, brocaded
and painted silks, ‘changeable’ (i.e. ‘shot’) silks. Demi-evening: Norwich
crepe, poplin, merino, gros de Naples.



Fashionable Colours: Azure blue, myrtle green, pink, amber, marshmallow,
jonquil, stone-grey, straw, scarlet, yellow, Navarino-smoke, Egyptian earth,
Hortensia, London smoke, plaids.

New French Materials: ‘Crinoline’, made of horsehair, for lining reticules
and hats, and as a dress material. Egyptian muslin (printed with Egyptian
patterns). ‘Chaly’ (or ‘Challis’) a textile of camel’s hair.

OUTDOOR GARMENTS

Pelisses

with a deep hem to the knee level. Some fastened down the front with straps,
crescent-shaped, with steel buckles; others fastened by languette straps;
gigot sleeves and gauntlet cuffs. Pelisse of black gros de Naples with deep
hem and deep Gothic points; pleated body tight to the shape; falling satin
collar. Pelisse trimmed with fringe, and fringed pelerine cape. Pelisse
fastening at the shoulders by concealed hooks to prevent the sleeves from
being rumpled when it is put on. Pelisse of blue satin fastening down the
front of the skirt with languette straps. Gigot sleeves separated from the
body by a line of gathering. Gauntlet cuffs. Summer pelisse of white muslin,
embroidered. Oriental sleeves (i.e. very full and not confined at wrist).

Carriage Cloak of satin with broad cape descending to waist level. ‘Venetian
cloak (evening) of black satin and collar cape; large Turkish sleeves.’

Shawls of painted crepe with white fringe. Openwork black shawls with
fringed satin borders.

Large round 7ippets (of swansdown, marten or chinchilla), ‘called by the

299

French “boas’”.

ACCESSORIES

Half Boots fringed round the top (for morning dress). Of coloured kid or
morocco. White Gloves embroidered on the back of the hand (walking
costume); or coloured kid. Fans small; usually carved ivory or mother-of-
pearl. Jewellery: lockets suspended by gold chains. Girandole ear-rings.
‘Never was seen such a display of crosses of every kind.” Chatelaines with
chain attached. Reficules of silk net over white satin.

1820



1. Evening Dress. Hair very high in profusion of full bows and plaits
behind; front in full curls. Tiara of pearls and white crepe roses placed very
far back on the head.

2. Walking Dress. Bonnet of white satin trimmed with green and white
feathers; blonde or Valenciennes lace in front.

3. Morning Dress. Mob cap of rich lace trimmed with flowers.

4. Walking Dress. Bonnet of lavender coloured metallic gauze trimmed
with draperies of plain gauze to correspond and a bunch of white flowers;
tied with lavender coloured riband.

5. Evening Dress. Toque of lilac satin and white blonde confined with
pearls. Pearl band round the crown and plume of white ostrich feathers.

6. Walking Dress. Black Leghorn bonnet lined with white satin
ornamented with pink satin; brim finished by a full puffing of same material.
Pink satin strings.
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1821

1. Morning Walking Dress. Fancy hat ornamented with roses. Under it is
worn a mob cap of fine lace.

2. Evening Dress. Headdress a la turque with bandeau of pearls, and
marabout feathers on left side.

3. Evening Dress. Wreath of silver leaves round the forehead and one
similar encircling the comb. Hair arranged a I’enfant with short ringlets in



the neck.

4. Evening Dress. Hair in full but light curls on the temple; sprig of moss
roses on one side.

5. Morning Dress. Lace mob cap ornamented with wreath and rosette of
satin ribbon.

6. Carriage Dress. Bonnet of cerulean blue satin lined with white; full
plume of ostrich feathers.




1827. Caricature by R. Cruikshank: ‘Monstrosities of 1827’



1828
Evening dress of grey gros des Indes bordered with points en sabretache; bodice a la vierge
Pelisse of fawn gros de Naples; satin lapels
Evening dress of celestial blue tabinet bordered with stiff satin scrolls. Sevigné corsage; Marie sleeves
of white aerophane

1822



1. Ball Dress. Sultana turban of geranium and white gauze with the
Ottoman esprit plume in centre, of pure gold.

2. Ball or Evening Full Dress. Hair a la Gabrielle, with plume of white
feathers.

3. Walking Dress. Bonnet of undressed crepe to match dress finished
with satin pipings round brim and broad fan puffing on each side of crown.

4. Evening Dress. Full curls with small cluster of roses completed with
negligée of blonde lace tied under the chin.

5. Evening Dress. White satin hat, ‘rather inclining to the Anne Boleyn
form’, lined with fluted net; quilling of blonde at the edge and feathers in
front. Hair in Vandyke style with cornet of fine lace with knots of satin
riband.

6. Morning Dress. Cap of fine tulle and blonde trimmed with flowers to
match the dress.



1823

1. Walking Dress. Arcadian bonnet to correspond with pelisse; lace
cornet underneath, and white lace veil.

2. Morning Dress. French cornette of Urling’s patent lace, with puffings
of the same material; the caul has three drawings of riband crosswise.

3. Opera or Evening Full Dress. Turban of gold tissue with plume of
white ostrich feathers. Hair braided on the forehead and in full curls on each



side.

4. Cottage (Country) Dress. Village hat of fine Leghorn fastened with
long strings a la negligée, and trimmed with straw coloured ribands.

5. Walking Dress. Bonnet of white satin with puffing round the edge and
crown; top ornamented with small squares of satin and bunches of roses.

6. Evening Dress. Hair in full curls and bows with similar flowers
confining each bow.




1824

1. Seaside Walking Dress. Leghorn bonnet, village shape, trimmed with
broad pink ribbon; lace cornette underneath.

2. Ball Dress. Hair arranged in the new Parisian fashion, short at the ears
and elevated on the summit of the head; ringlets entwined with blue gauze
and full blown roses, and separated from bows behind by a gold comb.

3. Morning Dress. Cap of French lace and flowers.

4. Carriage Dress. Lyonese hat of pink crepe with satin stripes under the
brim a shade darker than the hat; quilling of blonde at the edge; crown
ornamented with pink gauze and white roses. Lace cornette underneath.

5. Bonnet. of gros de Naples, Pomona green to match pelisse, trimmed
with bows of same material and roses; lined with pink.

6. Private Concert Dress. Armenian turban of Indian rose colour with
three gold esprits and gold ornament.



{‘{’c; _ vt \[ 5‘)1 ! 3 (Q‘s.r .

roH Pkl LT
\__..1.‘"--"'*"""“""- e L A A

1825

1. Walking Dress. Hat of morning primrose gros de Naples ornamented
by bows of deep blue riband edged with pink, and broad strings left to
suspend from the ear.

2. Opera Dress. Hair brought round the face in large Parisian curls; blue
turban of crepe lisse with folds of amber of the same material; a plume of
feathers confined with a diamond brooch.



3. Carriage Dress. Bonnet of lavender coloured gros de Naples (to match
pelisse) with plaiting of white blonde at edge and a bouquet of full blown
roses.

4. Ball Dress. Hair in full curls next the face with flowing ringlets
behind, curls in front ornamented with gauze.

5. Public Promenade Dress. Black velvet bonnet with feathers, tied in a
bow with lappets of white gauze edged with blonde. Lace cornette
underneath.

6. Morning Dress. Cap of fine Urling’s lace confined under the chin with
a small brooch. Small moss rose on each side.



1826

1. Promenade or Seaside Dress. Hat of white gros de Naples trimmed
with scrolls and large full blown Provence roses. Strings of broad variegated
riband of chequers on a pink ground.

2. Home Costume. Fichu of Urling’s lace disposed in front like a turban;
half wreath of full blown roses on the hair; the caul has a row of roses across
the centre; ends left loose.



3. Evening Party Dress. Hair in large curls with plume of white ostrich
feathers.

4. Walking Dress. Cornette of lace with rose coloured riband under black
satin bonnet ornamented with half blown damask roses and foliage; strings
left loose.

5. Evening Dress. Hair in curls of moderate size with pearl bandeau
placed obliquely across the forehead. A beret-turban of puffs of blue and
rose coloured gauze with bird of Paradise plume.

6. Morning Dress. Cornette of thread tulle and lace with one full blown
rose.



1827

1. Walking Dress. Hat of white chip with bows and long puffs of tartan
ribbon, yellow on white ground.

2. Carriage Dress. for paying carriage visits of ceremony. Fine Leghorn
hat with white ostrich feathers and strings of tartan ribbon, dark and lively
colours on white ground. Rosette of white ribbon on each side under the
brim and bandeau of the same.



3. Morning Dress. Cap of blond with bow of cerulean blue ribbon lying
on the hair; the other side slightly ornamented with same ribbon.

4. Evening Dress. Vienna toque of separate stiffened puffs of pink satin
with short white curled feathers. One long loop of pink gauze ribbon
depends over the left shoulder.

5. Summer Evening Dress. Transparent hat of white crepe ornamented
with white ribbon chequered with green and straw colour, trimmed with
‘branches of the tulip tree in blossom’

6. Evening Dress. Beret of pink gauze decorated with pink satin ribbon.



1828

1. Morning Dress. Hat of fine Leghorn trimmed with two different
ribbons, one of the same colour as the sash, the other of plain cashmere
yellow; the strings are also different from each other.

2. Evening Dress. Hat of pink gros de Naples, front of brim pointed ‘en
bateau’ with point turned back and fastening to summit of crown. Trimmed
with several pink feathers *



3. Afternoon Costume. Blonde cap a la Psyche, wings surrounded where
they are stiffened by a rouleau of pink satin. Ornamented with bows of
figured pink ribbon.

4. Evening Dress. Hair much elevated on the summit of the head, with a
coronet ornament round the base of the Apollo knot, in pearls, and above,
two birds of Paradise.

5. Opera Dress.. Black velvet toque-turban, ornamented with strings of
pearls and two pearl tassels.

6. Morning Dress. Bonnet of Pomona green gros de Naples with broad
white blonde at edge of brim and ornamenting crown. The small bows
trimming crown, and the strings, are of green and white ribbon.



1829

1. Walking Dress. Cottage bonnet of canary yellow satin trimmed with
pink gros de Naples and ribbon.

2. Morning Dress. Bonnet of tourterelle coloured gros de Naples, crown
trimmed with similar material and puffs of ribbon half pink, half white, the



white painted with light green foliage. The same ribbon under the brim and
composing the strings.

3. Evening Dress. Beret of celestial-blue spotted gauze ornamented with
bows of blue and silver lamé ribbons and two white esprits.

4. Back view of 3

5. Dinner Dress. Hair arranged a la Naiad, adorned with bandeaux of
gold and gold arrows.

6. Morning Dress or Home Costume. Blonde cap with three borders of a
vandyke pattern, ornamented with bows of cornflower blue ribbon. Very
long strings depending as low as the knees.



HEADGEAR IN THE *20°s AND ’30’s

All through the decade there was a steady increase in the apparent size of
the head, and especially in the breadth. The hair, instead of hanging in
vertical ringlets by the side of the face was now puffed out in curls on the
temples, causing the face to assume a round shape.

By 1824, in the evening, a new and remarkable form of arrangement
began to appear, the Apollo knot. This was a single loop, or as many as three



loops of plaited hair standing up on end on the summit of a pile of hair
arranged in bows on the crown; in many cases these loops of hair were the
owner’s only by purchase, for specimens of such knots, attached to ribbon
by which they were tied on the head, are to be found. One in my collection is
some four inches long. They kept their erect shape by means of concealed
wires.

The complicated hair-dressing required the use of high combs, the
‘galleries’, or horizontal portions, being elaborately decorated with gilt balls.
Some of these combs were of tortoiseshell, but most seem to have been of
gilt metal, the teeth often of copper.

Towards the end of the decade a coiffure ‘a la chinoise’ came in to
fashion, in which the hair was tightly screwed up off the sides of the head
and closely plaited on the crown into bows and knots, skewered into position
by ornamental pins with large detachable heads (‘Glauvina pins’).

The day caps steadily expanded in breadth, and grew more and more
decorative by the use of coloured linings, ribbons and artificial flowers, even
in the day.

The bonnets, after a short phase of the ‘Marie Stuart’ shape, expanded in
breadth and height, but always with an inclination to be tilted back off the
face.

But the principal feature of the decade was the hats. About 1824 these, in
the day, began to grow like a mushroom, and by the end of the decade they
had acquired a size surpassing anything in the century. But it was not merely
their size which was so extraordinary, as the riot of decoration on and under
them; flowers, immensely wide ribbons, and huge feathers were heaped
upon them, so that dogs barked and horses shied at them in the streets. The
craving for size and polychromatic ornamentation seemed irresistible and
hats of that description were worn not merely in the day but at dinner, and at
the theatre.

It seemed to have been one of those phases of local megalomania which
from time to time affects the female sex, comparable to the crinoline of the
’50’s or the bustle of the °70’s, or the sleeves of the end of the decade now
under review.

It was associated with an exuberant spirit of romanticism and certainly
imparted to the wearer an air of supreme confidence in her powers to charm.
After all, megalomania in any form is but a symptom of excessive self-
confidence, and the young woman of the end of the ’20’s, brimming over



with her gifts for romance, proclaimed the fact in the loudest possible
fashion.

The usual materials of these large hats was either Leghorn or Dunstable
straw. A specimen of the former in my collection measures 18 inches across
and would not have been considered very large. Bonnets were of straw or
satin or velvet; these materials were elaborately stiffened with iron wire to
preserve their shape. A bonnet of white satin in my collection, is some 15
inches across, and the crown is built up on a wire frame. At the very end of
the decade bonnets occasionally had a ‘bavolet’ or curtain hanging at the
back.

The trimmings worn on these huge structures were remarkable for their
mixed nature and colours. Ribbons, often four inches wide, and sometimes
as much as fifty feet long, would be used to trim a hat; while flowers of
every colour and shape, together with heads of corn or branches of shrubs
seemed to shoot out at every angle. In the evening, birds of paradise, whole
or in part, with daggers headed with Oriental figures, or drooping feathers
and trailing vegetation advertised the heads of romantic young ladies. It was
the age of reverberating headgear.

Capotes for day wear, were by comparison small and less decorated. The
pokebrim in front was occasionally stiffened with whalebone.

1822

HAIR

Day. ‘Hair parted from the forehead in moderate curls, and the hind hair
gracefully wound round the head with a coronet-plait on the summit.’

Evening. Hair in curls and braids with a mixture of pearls and fancy flowers.

COIFFURE

Day. Morning caps, either mobs or fine lace or plain cornettes; for afternoon,
cornettes of net or blonde with flowers.

Evening. Diadem combs of gold or polished steel. Glauvina pins of pearls or
oblong ornaments of polished steel at each end (one of which is removable)
for supporting the evening coiffure. The evening cap or ‘handkerchief fichu’
covers the forepart of the head only, and is tied under the chin. Evening dress
hats with plume, small toques, turbans of gauze.



OUTDOORS

Bonnets. Walking bonnets, lined, the brim broad, often of the Marie Stuart
type. Summer bonnets of net on wired frame.

Hats. Carriage, the Valois hat.
1823

HAIR

In a profusion of small curls. ‘The hair is divided on the forehead with full
curls on the temples; to give breadth to the face seems now the chief
ambition.’

COIFFURE
Unchanged. Cornettes placed far back on the head.

OUTDOORS

Bonnets placed far back on the head. Some bonnets are very short at the
ears; others almost meet under the chin; made of straw or Leghorn, with
large plumes. The cottage bonnet type persists all through this decade.

Hats are bent in front over the face. The village hat, with strings down to the
waist.

Veils. Long and white, with small bonnets; or black and white with carriage
dress.

1824

HAIR

Evening. With curls and bows in front mixed with profusion of flowers; long
tresses from behind are brought together in a close plait on to the top to form
an Apollo knot.

COIFFURE

Day caps (cornettes) with the caul much flattened, often set out on a wire
frame.



OUTDOORS

Bonnets. Close cottage and Marie Stuart bonnets.

Hats. Large Leghorn hats simply trimmed for walking; carriage hats loaded
with flowers above and under the brim. A white cap worn beneath ‘a hat of
white gauze on which were laid stripes of lilac satin ribbon; the ribbons of
the bonnet had a white ground bordered by two shades of bright green, and
the other figures were small sprigs of the most glaring red that could be
collected together; this ribbon was disposed in bows, puffs and rosettes, with

bouquets of sweet peas, honeysuckle, red roses, musk and scarlet geranium’.
The Valois hat is still fashionable.



1829. Evening dress: blue crepe over white satin embroidered with floize silk; Anglo-Greek body and
falling tucker



1830
Carriage dress of violet silk; Donna Maria sleeves; black velvet pelerine, fringed
Dinner dress of crimson figured silk, en tablier; lapel robings;
Marino Faliéro sleeves

Promenade dress of pink gros de Naples, the body en gerbe; cloak of drab cachemire embroidered in
floss silk

1825



HAIR
Unchanged.

COIFFURE

Day. Morning cornettes of lace with small bows of coloured ribbons.
Afternoon caps of blonde lace with floating lappets and coloured lining.

Evening. White dress hats, the brim narrower on one side than the other.
‘The feathers worn on the toque hat are rather towering and are many in
number; we cannot say we admire the very long drooping feathers now
adopted in full dress, which descend as low as the elbow.” Dress hats instead
of turbans for matrons, one side partly turned up, the other with battlement
edging. Turbans with hanging lappet. The Bolivar hat.

OUTDOORS

Bonnets. Carriage bonnets of black velvet (winter) with wide brim and large
plume of feathers, placed very backward. Capotes of coloured silk trimmed
with broad full ruching at the edge, and bows of ribbon on the crown.

Hats. Hats with large velvet bows. The Austrian hat, with ostrich plumes,
worn over a cornette.

1826

HAIR

Day. Parted on the forehead with clusters of curls on the temples; bows of
hair on the crown with puffings of light gauze interspersed.

Evening. Hair with enormous curls on each side of the face with tiers of
bows on the crown.

COIFFURE

Day. Morning cornettes on the front of the head without any caul.

Evening. The beret-turban, of white crepe and satin with a plume. Turbans of
elastic material of brilliant colours, wound several times round the head,
with tassels hanging over one shoulder, others of the beret style but
immensely wide.



OUTDOORS

Bonnets of Leghorn and Dunstable straw, large and plain, with coloured
ribbon and bow on one side, the strings long and floating. Black satin
bonnets with ribbons of two colours.

Hats. ‘Cotton hats are in high favour this summer; it is said they will
actually bear washing with soap and water without injury.’

1827

HAIR

Afternoon. The hair with bows of ribbons and small flowers and puffs of
gauze.

COIFFURE

Day caps with broad borders turned up and trimmed with ribbons; cornettes,
some tied under the chin, some with loose lappets.

Evening. Large toques stiffened in loops. Dress hats worn on one side, the
under-surface trimmed with blonde. Glauvina pins still worn.

OUTDOORS

Bonnets. ‘Nothing could be more frightful and unbecoming than the size and
form of the bonnets; immense puffings of gauze, sarcenet or ribbons of
unusual breadth in profusion, with tulips, peonies or sunflowers; the last two
nearly as large as Nature, the first larger.” Leghorn bonnets.

Hats of enormous size. ‘The elderly matron in a large crape hat over which
towers a packet of field flowers and shaking bunches of maize.’

1828

HAIR

Evening. The hair in plaited arcades, or ‘it is the fashion to have the hair
very high on the summit of the head and even to elevate the bows forming
the Apollo knot by means of wires.’



COIFFURE

Day. Home caps of lace or blonde with large puffs of coloured ribbons and
flowers. Morning cornettes with puffs of two coloured gauze. Puffs of gauze
ribbon worn in the hair by young ladies at all times of the day.

Evening. Turbans very large with flat crowns, of brocaded gauze and esprit
feathers. Turbans with aigrettes of bird of paradise. Young women wear
diadem combs with high galleries; the Apollo knot is immensely elevated
with birds of paradise attached. ‘Papillotte combs’ of tortoiseshell; a new
invention three or four inches long, to raise the side hair. ‘We are astonished
that dress hats are allowed in the theatre; it 1s impossible for those behind to
see the stage.’

OUTDOORS

Bonnets, fastened down by mentonnieres of white tulle quilled on satin
ribbon. ‘We really grieve to see the ridiculous size of the gloomy black
velvet bonnets, often increased by a deep blonde hanging over the face’
(Winter). Bonnet strings hang down to the waist. Tuscan grass bonnets.
Bonnets are so large that two ladies cannot walk arm in arm. ‘A sportsman
says his dog barks at the fashionable bonnets until he feels ashamed.’

Hats. Silk and transparent hats for carriage in summer. ‘The hats and bonnets
increase in size, with the exception of the straw and Dunstable, which being
tied close down are not in appearance so enormous except when the straw is
in the shape of the large pilgrim’s hat, and then they are frightful.” ‘A straw
hat or bonnet cannot now be too coarse.’

1829

HAIR

Day. In curls and ringlets with puffs and flowers. Or with ringlets on one
side and a full mass of curls on the other.

Evening. Hair with many ringlets on both sides and with high Apollo knot.
Often a la chinoise; or with brilliants and rosettes and a high comb.

COIFFURE



Day. Caps with hanging lappets. ‘Caps very wide and crazy looking.’
OUTDOORS

Bonnets in cottage shape, often with veils.

Hats much off the face, and the under surface highly ornamented.

1830

1. Evening Dress. Blue crepe hat, crown trimmed with blue gauze
ribbon; drapery of same material inside brim terminated by white ostrich
feather attached by an agraffe of silver.

2. Back view of 1.

3 and 4. Evening headdress of hair and ribbon. Requires ‘a great deal of
hair’, and about 2} yards of ribbon.

5. Promenade Dress. Bonnet of lavender coloured gros de Naples
trimmed with three noeuds of gauze ribbon to correspond and one inside the
brim. Mentonnicres of white blonde net.

6. Morning Dress. Cap of tulle, the edges lightly embroidered in black,
crown ornamented with ‘entre deux’ of embroidered tulle.



1831

1. Full Evening Dress. Hair full at the sides and arranged in large bow on
the crown, round the base of which is a plaited band; ornamented with six
golden arrows and a bouquet of white and rose coloured feathers.

2. Morning Dress. Hair in bands and ornamented with a ferronniére and
two knots of Clarence blue ribbon.



3. Walking Dress. Bonnet of lilac gros des Indes; drawn, but lined and
trimmed with ribbon only (Capote Modeste).

4. Morning Dress. Blue moiré cottage bonnet of the new French shape,
trimmed inside the brim with a cockade of gauze ribbon to correspond and
blond lace; knots of ribbon and bouquet of flowers on crown (Capote
Roquet).

5. Walking Dress. Capote de paquebot of French grey crepe, shaped like
a small sized English cottage bonnet with a square brim trimmed inside with
blond and ribbon in the cap style; two long ostrich feathers.

6. Walking Dress. Satin hat with blond border mounted on rolls of satin.
NOTE: Nos. 3, 4, 5 and 6 are all known as Bibis by the end of the year.



1832

1. Evening Dress. A crepe hat ornamented with beads and feathers.

2. Back view of 1.

3. Evening Dress. Crepe turban a la Moabite ornamented with bird of
Paradise and gold arrow.

4. Front view of 3.



5. Walking Dress. Hat of white satin lined with white or mauve crepe,
surrounded by ruche of tulle and trimmed with satin edged with ruches of
tulle and cut gauze ribands.

6. Back view of 5.

1833

1. Ball Dress. Hair in a mass of heavy curls on each side and large bows
on the summit of the head; ornamented with gold bandeau and gold comb set



with rubies, and bunches of grapes.

2. Evening Dress. Hair parted on the forehead and arranged in
perpendicular bows on the summit; decorated with wreath of roses.

3. Morning Dress. Tulle cap with flat crown and front trimming en
ruche; decorated with bows and bands of rose coloured gauze ribbon.

4. Morning Dress.. Bonnet of rose coloured poult de soie trimmed with
ribbons and flowers to correspond.

5. Morning Dress. Cap finished by a border of white blonde; bonnet of
white tulle lined with grass green stripes, and one small bow under the brim;
fanchons of ribbon on crown; black lace veil.

6. Breakfast Dress. Hair in pendant braids and a triple plait at the top of
the head.



1834

1. Walking Dress. Hat of crepe, the front ‘trés-evasée’ trimmed with two
bands of white gauze ribbon finished by a large bow, a rose ‘unique’ high at
front of crown, and a wreath of small roses beneath the front; deep, full
bavolet. Hair in smooth bandeaux.

2. Back view of 1.



3. Coiffure de Soirée. Cap of blonde with bows and ribbons of gauze and
a small wreath of ‘roses pompones’ at the side.

4. Back view of 3.

5. Walking Dress. ‘One of the new and curiously shaped Aragonese
bonnets’, of green silk adorned with roses and ribbon.

6. Demi negligé. Cap edged a I’enfant with ruche of tulle and wreath and
sprig of flowers. Band of ribbon round the crown and small bow behind;
brides of broad gauze ribbon.




1835

1. Ball Dress. Caleche of black gros de Tours lined with pink satin and
trimmed with black lace.

2. Morning Dress. Cap of tulle blonde bordered with ruche ‘en cornette’;
caul trimmed with band of blue ribbon and full knots.

3. Evening Dress. Chapeau toque of black velvet trimmed with the
foliage of a bird of Paradise dyed black.

4. Back view of 3.

5. Carriage Dress. Bonnet of finest plain Italian straw, brim lined with
white crepe; tuft of red roses over right temple; crown ornamented with flat
white ostrich feathers and white poult de soie ribbon.

6. Evening Dress. Italian turban of green crepe trimmed with pearls; tuft
of hair which falls on right side intermingled with flowers.



1836

1. Morning Dress. White silk bonnet lined and trimmed with blue; lancer
feather and demi lace veil sewn to the edge of the brim.

2. Morning Dress. Drawn pink silk bonnet tied closely down and
trimmed en suite.

3. Morning Dress. Tulle cap trimmed with blonde; moderately high caul
ornamented with band and knots of blue ribbon, light coques of which are



intermixed with the single row of lace which forms the front; tulle brides
edged with blonde.

4. Ball Dress. Garland of moss roses twined round the hair and formed
into bouquets on each temple.

5. Dinner Dress. French mob cap, trimmed with lace; bands and brides
of blue ribbon and a garland of forget-me-nots.

6. Morning Dress. Tulle cap of the Babet form decorated with band and
coques of blue ribbon.




1837

1. Dinner Dress. Blue satin hat trimmed with blue and white shaded
feathers.

2. Public Promenade Dress. Victoria bonnet of pink crepe, the interior of
brim trimmed with flowers, the crown with ribbons edged with narrow
blonde lace.

3. Evening Dress. Rice straw ‘petit bord’ trimmed with rose ribbon and
bird of Paradise.

4. Back view of 3.

5. Public Promenade Dress. Rice straw half-gipsy hat, interior of brim
trimmed with rosebuds, crown with white ribbons and bird of Paradise.

6. Evening Dress. Coiffure ‘a la Levantine’, decorated with a gerbe of
early flowers.



1838

1. Morning Dress. Straw coloured satin capote Victoria ornamented with
flowers.

2. Morning Dress. Back view of a wadded morning bonnet.

3. Evening Dress. A pouff of scarlet gauze striped and fringed with gold.

4. Evening Dress. Coiffure a la Fontanges ornamented with gold pins and
blue ribbons.



5. Evening Dress. ‘Bonnet Babet’ of tulle, ornamented with pink ribbon.
6. Home Dress. Small round cap of tulle, trimmed with blonde lace,
flowers and white ribbon.

1839

1. Evening Dress. Coiffure ‘a 1’Agnes Sorel’; hair in plain bands in front
and a knot ‘a la Chevali¢re’, behind; decorated with Brussels lace lappets,



velvet embroidered in gold, antique gold pins, and a demi circlet of gold.

2. Evening Dress. Turban front of white satin striped with gold and green
velvet with an end falling on each side and bordered with gold fringe; white
esprit on left side.

3. Morning Dress. White chip bonnet, French cottage shape, lined with
pink crepe and trimmed with same material and roses.

4. Dinner Dress. Chapeau-capote of dark grey velours épinglé, brim
lined with green ribbon and grey striped ribbon; bouquet of short shaded
feathers on crown.

5. Evening Dress. Petit bord of violet velvet ornamented with velvet and
a green bird of Paradise.

6. Side and back view of 5.



UNDERCLOTHING

Information on the underclothing worn in the *20’s is mainly derived
from specimens in my collection, especially those bearing a date, e.g.

A Chemise
dated 1825, of homespun linen, unshaped, one yard wide, with a low square
neck edged with a narrow frill of cambric. Sleeves short, and gathered over



the shoulder, set in with a large gusset under the arm.

A day Petticoat
of cotton, with attached bodice, made in the stomacher front style. No
sleeves.

An evening petticoat of muslin, with attached bodice in the stomacher
front style; short puffed sleeves. Above the hem, which is four feet wide, are
seven narrow tucks.

An evening petticoat of cotton with attached bodice fastening down the
back with hand-made buttons and a drawstring at the neck. The neck round
and low, with an edging of embroidered insertion and lace. No sleeves. The
skirt has a deep edging of scalloped and embroidered cambric, above which
are sixteen lines of heavy piping up to the knee.

A Nightgown

dated 1825, of linen. Wide front opening with cambric frill edging; a shallow
collar. The sleeves, set in with gussets, are long, finished with a gauged cuff
edged with a frill and fastened with one button. The hem is four feet wide.

There is no reliable information about the shape of drawers or corsets,
other than references to the occasional wearing of the former, and universal
wearing of the latter.

A letter, dated 1820, however, suggests that drawers (often referred to as
‘trowsers’) were then a novelty and that they were made with the legs
imperfectly attached to each other; the lady complains that: ‘They are the
ugliest things I ever saw: I will never put them on again. I dragged my dress
in the dirt for fear someone would spy them; the blue and brown checked
gingham I had in the house. My finest dimity pair with real Swiss lace is
quite useless to me for I lost one leg and did not deem it proper to pick it up,
and so walked off leaving it in the street behind me, and the lace had cost six
shillings a yard. I saw that mean Mrs. Spring wearing it last week as a
tucker. I told her that it was mine and showed her the mate, but she said that
she hemmed and made it herself—the bold thing. I hope there will be a short
wearing of these horrid pantalets, they are too trying. Of course I must wear
them for I cannot hold up my dress and show my stockings, no one does.’
(Quoted by Mrs. Earle. Twwo Centuries of Costume in America.)

A similar pair in my collection have the two legs only united by a narrow
tape round the waist, which might conceivably give way and lead to the
deplorable catastrophe such as the lady describes.



CHAPTER FOUR
FROM ROMANCE TO SENTIMENT IN THE ’30’s

exuberantly romantic into one droopingly sentimental. The change

occurred abruptly in the middle of 1836. The flood of romance which

had risen to such a height by the end of the ’20’s reached a
culmination, so far as fashions went, in the year 1830, when extraordinary
attention was lavished (as always in romantic periods) on the upper half of
the dress and the sleeves. Innumerable variations of the ‘closed’ and ‘open’
types of bodice appeared; in the Annual Summary for that year the principal
ones are described. In addition there were at least a dozen different patterns
of sleeve for day use; and when it is recalled that the hats were more
startling in colour and size than the dresses it can easily be understood that
the total effect was overwhelming, especially as the woman of fashion wore
them all with an air of perfect assurance; the mode was not intended to be
anything but ravishing and arresting; a spirit of conquest dominated the
designs which burst upon the world in the year 1830.

But it was not possible to sustain that triumphant air for long; already by
1832 the modes were becoming slightly stereotyped, and the first fine
careless rapture seemed to be passing. Attempts at mere novelty by widening
the shoulder line yet more were uninspired and the increasing number of
pointed bodices indicated the beginning of a return to purer Gothic forms; as
inspiration faded in intensity the design became overloaded with details such
as ribbon knots strewn over the surface and the copious use of lace.

At the same time the attention seems to have wandered from the bodice
towards the skirt which increased in size and ornamental trimming; materials
for the evening dress became even richer in design. All through 1834 and
1835 fashion was recovering its breath, slightly exhausted by the hectic
experiences through which it had just passed. But we find, in other aspects
of life besides costume, the same signs of a change towards a more subdued
tone. The actively romantic mood was turning into a passively sentimental
one. That this was not the outcome of a new reign with a girl as sovereign is
shown by the fact that the change was symbolised by an abrupt alteration in

THE fashions of this decade illustrate the transformation from a phase



the fashions of women’s dress in the middle of 1836, a year before the
beginning of the Victorian era. It began by the collapse of the sleeve and the
shrinking of the upper half of the costume. Details of the change are given in
the Annual Summary for the years 1836 and 1837, where it will be seen how
the lines tend to droop and form themselves into long pointed angles, while
the skirt increases in importance, presently to dominate the whole picture.
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The structure of the dress of the ’30’s calls for a few comments. All
bodices are lined with cotton, often glazed silesia, and also the day skirt,
except in light summer materials. Pocket holes but not pockets are common
in walking dresses. Flat brass hooks and eyes, hand-made, are the usual
fastenings, but buttons of wood and mother-of-pearl are found. It should be
noted that many dresses of, presumably, home manufacture, do not attempt
to carry out in their details the full extravagance of contemporary fashions;
the complicated designs in 1830, for example, must have been beyond the
amateur’s skill, and one finds therefore dresses certainly of that period with,
for example, simple fairly close-fitting sleeves, or bodices in which ‘fichu-
robings’ are only suggested in a crude form. It is in such home-made
examples that details surviving from styles current in the 20’s may crop up
(e.g. the wadded hem or the ‘Gallo-Greek’ bodice). In this decade the use of
India rubber, in the form of ‘elastic’ begins to appear for such articles as
garters and stays.

A survey of the dresses of this decade creates the impression that in the
earlier part fashion was more concerned with form, and in the later part with
colour. When art is vigorously inspired it is apt to be indifferent to details
and aims at creating its effects by bold strokes; as the wave of inspiration
begins to subside attention is then lavished on detail. We see this well
illustrated in the fashions of this decade. The striking varieties of form in the
years 1830 to 1836 are not dependent on material; fashion was in the main
content to use the fabrics already in use, and the incentive to create a host of
new ones with fresh blends of colour only became marked as the next
decade was approached. Technical improvements were the natural response
to the new demands then made by fashion. Polychromatic printing on
muslins, thin woollens and silks provided cheaper substitutes for textiles
woven in patterns, and mixed fabrics of silk and wool, or cotton and wool,
steadily increased in number and variety. It is interesting to find an artificial
silk, made from wood, put on the French market in 1831, and called
‘Sylvestrine’. The Jacquard loom (invented about 1801) was by this time
capable of supplying endless varieties of patterns, but the designer of
materials was subordinate to the designer of dress as long as form rather than
colour dominated the fashionable taste. Towards the end of the decade there
was an increasing tendency to revive styles established in the seventeenth
and eighteenth centuries, suggesting that originality was giving place to
‘reproductions from the antique’. In fact, whenever Dame Fashion is



exhausted she puts on a series of revivals, and ransacks the wardrobes of a
monarch’s mistresses who, it is safe to assume, were experts in the art of
sex-attraction. The amateur is ever ready to learn from the professional, and
the Victorian Lady showed an unconscious hankering for the discarded
modes of famous harlots, a compliment virtue is always eager to pay to vice.
Styles which could whet the jaded appetites of Charles the Second and Louis
Quinze must have irresistible qualities.
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1833
Day dress of flowered de laine

1830

DRESSES

Day



Low waist, always round, with belt and buckle, or occasionally a sash.
Types of bodice:

A. Closed and high.

(1) As a pelisse-gown with high collar, and fastening down the front.

(2) The ‘corsage uni’, i.e. the front plain and without seams; with such
would be worn a white canezou-pelerine.

(3) The corsage uni with horizontal revers, similar to a falling tucker, but
made of the same material as the dress, and cleft on the shoulders.

(4) With pelerine lapels, i.e. with revers set at an angle so as to leave a space,
in the form of a stomacher, between.

(5) Front and back arranged in fan-shaped folds extending on to the
shoulders.

(6) ‘En chemisette’ (Summer), with a band of embroidery round the neck
and down the centre of the bodice.

B. Closed and half-high.

(1) En gerbe.

(2) Draped. (1) a la Sevigne. (i1) Cross-over. (ii1) ‘En eventail’ (fan-wise).
(iv) a I’enfant, with falling tucker. (v) With a white muslin or cambric
canezou covering the front, or a canezou-pelerine.

C. Open Bodice.

(1) Cut into a ‘V’ with lapels turned back, and filled in with a chemisette, or
if the “V’ is very deep with a habit-shirt. The lapels may be turned back so
widely as to extend over the shoulders; they may be continued round the
neck forming a cape (a type known as ‘the bodice en schall’, i.e. producing
the draped effect of a shawl round the shoulders). The lapels may be cut
down to the waist, front and back, and the space between filled in with a
pleated chemisette. The lapels may be turned back with a square collar in the
redingote style and a habit-shirt.

(2) The bodice ‘en cceur’, i.e. descending somewhat in the centre and having
a number of narrow pleats along the upper edge.

Types of Sleeve:

Gigot; Imbecile; Donna Maria. The sleeve pleated from the elbow
downwards in longitudinal folds.

‘Montespan.” The upper half very full, with a band at the elbow; the lower
part cut in points, with a ruffle hanging over the upper part of the forearm.



‘Medici.” The upper part bouffante; closed at the elbow and continued tight
to the wrist.

‘Marino Faliero.” Large hanging sleeves, caught up by a band at the elbow.
‘Sultan.” Large hanging sleeves, caught up in the middle of the upper arm
and also in the middle of the forearm.

‘Caroline.” Similar, but tight from the elbow to the wrist.

‘Gabrielle.” Very full from the shoulder to the elbow; moderately full from
the elbow to the middle of the forearm, thence a deep cuff, laced in the
middle.

‘Cavalier.” The upper half full; the lower half tight, being closed along the
outer side by knots of ribbon.

The term ‘Amadis sleeve’, which is frequendy used by contemporaries,
refers only to the presence of a tight cuff-end at the wrist.

Skirt: ankle-length, trimming scanty and generally at the knee level; a line of
fringe 1s especially common. ‘That everlasting trimming worn on everything
and by everybody.’

‘Wrapping morning dresses for the breakfast table in the form of pelisses
with large capes.’

Peignoirs (Summer) of white muslin and plain gingham.

‘The redingote style is so decidedly in favour that it is adopted even in
morning visiting dresses.’

Some muslin dresses (Summer) with the bodice separate from the skirt and
forming a canezou.

Towards the end of the year flounces return, e.g. one deep bias flounce.
Aprons worn with morning dresses: of the same material as the dress, or of
foulard, with braces and small round pockets.

Riding Habit
in the redingote style, gigot sleeves, chemisette, stock and frill.

Evening
The bodice is always cut low and off the shoulders.

Types of bodice:

A. Closed bodice.

(1) Corsage uni, tight to the shape, (a) with or without a fall of blonde or
fringe; (b) with horizontal revers forming mancherons on the shoulders.

(2) The ‘corsage carre,’ i.e. square cut with narrow shoulder straps.



(3) The ‘corsage a la Caroline,’ i.e. with a narrow fall of lace and drapery
forming a ‘V’ en pelerine.

(4) A 1’ enfant.

(5) En demi-cceur.

(6) With the centre slightly drawn down by a vertical rouleaux.

(7) Draped corsage: (a) a la Sevigné; (b) a la grecque, i.e. with horizontal
folds and central bone; (c¢) with rouleaux arranged en eventail.

(8) Occasionally a corsage slightly pointed below, ‘a la Marie Stuart’.

B. Open bodice.

(1) En redingote.

(2) En schall.

(3) With lapels open to the waist and a chemisette.

(4) With lapels turned back and the skirt open over an under-dress, i.e. the
‘robe a la Roxalane’.

(5) With a bodice comprising lapels only, worn over a canezou.

Sleeves: short and very full.

Types of sleeves: beret; double beret; Marino Fali¢ro; ‘Roxalane’, the upper
half bouffante, confined above the elbow by a fringed band, and very full to
the wrist. These are worn with or without manchettes of white blonde.

Skirts: short, ankle-length, and round. Ornamentation mainly at the knee
level, such as fringe, embroidery and foliage. Large flat pleats all round the
waist.

‘Evening dress of pale yellow gauze over white satin; corsage cut low and
open front and back, with wide revers; white pleated chemisette; sleeves
with double bouffantes; skirt plain with a deep scalloped and embroidered
flounce.’

Materials: ‘Painted and printed foulards now of English make.’

OUTDOOR GARMENTS

Cloaks
Large, with mantlet-cape, cleft on the shoulders, and with a smaller pelerine-
cape and an upright collar.

Pelisses and Redingotes
with collars and capes. Vertical trimmings down the edges, or as a broken
cone on the skirt.

The Pelerine,



of cambric or muslin, embroidered. Of two or three falls, usually pointed
corners and extending widely over the shoulders.

The Canezou,

of same materials, may be pointed behind, with the front ends crossing under
the belt, or crossing over the bosom, or may lie flat on the shoulders with a
trimming round the bust.

The Pelerine-fichu is a pelerine with long hanging ends in front reaching
nearly to the knees.

The Canezou-pelerine is a combination of the two first.

NOTE: The four last named are also worn as indoor garments.

ACCESSORIES

‘Shoes cut into sandals and fastened with three bows on the instep’ (Morning
dress).

‘Worked Gloves, white silk Stockings, and shoes the colour of the
trimmings’ (Carriage dress).

Evening Gloves long, and finished with fringe or vandyking just below the
elbow. Fan of white feathers, the stick with a small mirror attached. ‘The
most novel Parasols are in white gros de Naples, with a border but without a
fringe. A large bouquet of flowers is embroidered in coloured silk in each
compartment.’

New invention: ‘Among the recent inventions at Paris an elastic stiffening of
a vegetable substance has been invented, instead of that spiral brass wire
now used for shoulder straps, glove tops, corset, etc.; it is valuable because it
neither cuts the cloth that covers it nor corrodes with verdigris; it is said to
be made of Indian rubber.’

1831

DRESSES

Day
as in previous year.
‘Really a reform in the size of the sleeves is necessary.’



Waists round with belts and deep gilt buckles. Some summer dresses of
jacconet are made en blouse, up to the throat, with a gusset on the is
shoulder. A few summer dresses have one or two scalloped flounces. For
home dresses the pelisse gown, partly open on the bosom with high collar
and broad lapels is usual.

Aprons, some black, with pockets and bib, very wide and long and the
border ruched, are usual with home dresses.

‘Cravat of flowered or shaded silk with pointed ends, fastened by a gold
slide, 1s generally worn with a chemisette in Home dresses.’

Evening

Similar to previous year, but bodices tend to be less square across the bosom,
being drawn down at the centre, or with crossed drapery, or en cceur. The
lowness of cut is ‘a fashion as unbecoming as it is indelicate’.

Sleeves usually of the beret or double bouffante shape. The short large
sleeves are ‘covered with a thin stiff gauze, rather than to have them
supported by any undersleeve of buckram, which is apt to rub against the
shoulders and indicates the presence of the females almost in the adjoining
saloon’. ‘A dinner dress of chaly or gros de Naples, half high, with crossed
drapery in front and a plain tight back; gigot sleeve of transparent tulle, over
short beret sleeve.’

Materials: Chiné silk mentioned as a dress material.

New Material: Sylvestrine, an artificial silk made from wood.

OUTDOOR GARMENTS

Mantles

with deep capes and fur collars (winter). ‘A Mantle of green velvet lined
with white silk; long cape, rounded at corners; long loose sleeves; black
velvet collar.’

‘A green velvet Pelerine Cape, fringed edge, worn over walking dress of
fawn cashmere.’

‘Canezous
Made en cceur and with collar, and scarf ends reaching half-way to knee ; a
broad ribbon gauze sautoir is an indispensable appendage.’

ACCESSORIES

Jewellery: Girandole ear-rings. Rather less jewellery worn than previously.



‘Jackman’s celebrated Health Preservers. Promenade and Carriage Clogs for
Ladies and Gentlemen’ (Advt.) Made of cork and leather, worn over the
shoe.

Corsets. ‘A recent discovery . . . substituting India rubber for elastic wires;
the rubber 1s manufactured in strong but delicate fibres which possess all the
elasticity of wire without being subject to snap or to corrode.’

1832

DRESSES

Day

The types of day dresses are unchanged, but the width of the shoulders is
increased by the pelerine-cape and sleeves. Some of the gigot sleeves in
summer day dresses are hooped.

‘The skirts are longer and the hem is stiffened with flannel or stiffened
muslin lining to preserve the form of the pleats.” Eight or nine breadths are
needed for a skirt. They are wider with deep pleats and no gores.

Morning dresses in wrapper style with high neck and full back; the front of
bodice and skirt wraps over to one side; skirt open and lined with sarcenet;
no cape, but a deep collar. Or morning dresses with bodice close to the
shape. ‘Morning Dress of white jacconet, pleated corsage and dented hem
under a lilac Pelisse with lappels forming a pelerine and mancherons’
(Summer). ‘Over a Pelisse dress an India muslin double canezou-pelerine,
square and covering the whole bodice.” ‘A carriage dress with sleeves
pleated in at the shoulders.’

Materials: gingham, batiste de laine, washing foulards, chaly. ‘There is a
perfect rage for Chaly for morning, dinner and evening dresses.’

Evening

In full dress the bodice is cut very low and off the shoulders. A number of
bodices are pointed in front, or front and back. The drapery forms are
general (Sevigné, cross-over, a la grecque, etc.). Dinner dresses and half-
dresses are either low or half-high; if the latter the open bodice with turned
back lapels is usual.

The ‘Corsage a la Regente’ (pointed in front, plain square neck; boned) is
sometimes seen for evening dresses.



The back and shoulders are trimmed with blonde, forming mancherons or
jockeys. Frequently floating ribbons on the shoulders.

Sleeves are of the beret or bouffante or double bouffante kind, with or
without oversleeves. The bouffante sleeve 1is often divided into
compartments. Also the ‘Soufflet sleeve’, very short and full with separated
puffs.

Skirts trimmed at the knee level with flowers or ribbons. A deep lace flounce
is common. ‘It is scarcely possible for the skirts to be too elaborately
trimmed.’

Over dresses of black or white blonde over satin slips.

Materials: batiste de soie (embroidered with silk); organdy embroidered in
worsted; gros de Naples printed in squares, colour on colour; moir¢; and the
transparent materials (crepe, tulle, etc.) over slips. For half dresses: Terry
velvet, satin, moiré.

New Materials: Cameleon, Macabre, Buridan, Persian Thibet (for cloaks).
Gauze sylphide, mousselaine velours, Ottoman satin (for dresses).

OUTDOOR GARMENTS

Mantles, with single or double deep capes. Mantles with shawl patterns; the
pelerine-cape i1s deeper with two points in front and one be hind; the over
cape 1s smaller in the form of a falling collar. Witzchoura Mantles revived
(Winter).

Shawls

Small square shawls; carriage shawls of black China crepe, the corners
embroidered in gold. ‘Hernani shawls’; of white silk net studded with a
Grecian pattern.

ACCESSORIES

Shoes

Many with small rosettes or bows. Boots of aventurine cloth lined with sable
(Winter). Circular Fans or ‘hand-screens’, ornamented with ostrich feathers.
Boas (Winter). Palatine Tippets (with long ends hanging down in front).

Prices
Cashmere shawls with deep borders, 25/- to 60/-

1833



‘In the days of our late Sovereign the style of beauty most esteemed was
the embonpoint. Now, with much better taste, fashion bestows her favour
upon the graceful sylph-like forms.’

‘The skirts are now of the most extravagant and ungraceful width; the
pleats doubled and often trebled, very hollow and add excessively to the size
of the hips.’

DRESSES

Day

Fashion unchanged except that the pelisse-robe is very common; this is
ornamented with ribbon knots down the front, and has a single or double
pelerine, of the same material as the dress, which is round and deep behind
but narrow in front. Or the bodice is plain and high (Winter) with plain back
and the front gathered into compartments, and a single lapel.

Walking dresses (Summer) are half or three-quarters high, with round waist
and large pelerine-fichu. A number of summer dresses have bodices open
‘en schall’ (known as shawl dresses), with open skirts. Shawl dresses: ‘it
requires an experienced eye to distinguish between a fifteen shilling dress
and one of three guineas.” A few summer dresses of muslin have bodices
with triple pointed waist; pointed bodices begin to come in, for day dresses,
in the summer.

Sleeves of the Imbecile or gigot type, or the ‘Amadis sleeve’.

Aprons of washing silk, three-quarter length, with pockets, worn with
morning dresses.

Materials: gros de Naples, satin, cashmere, merino, chaley, sarcenet, foulard,
poult de soie, chintzes, printed cottons, muslins, mousselaine de laine,
batiste.

Evening

Pointed bodices with central bone for full dress during the first quarter of the
year, subsequently also for dinner dresses. All cut very low and off the
shoulders, either plain with falling tucker, or draped across, or cross-over, or
en eventail, or a la vierge.

The round waists have the front of the skirt decorated with flat ribbon bows.
The waist ribbon is sometimes replaced by a cord and tassel. The pointed
waist has a ribbon knot at the point. Sleeves: the double sabot the most
usual; also single bouffante with lace manchette or long ornamental sleeves



with knots of ribbon, e.g., ‘a la chevaliere’, gigot in shape with ribbon knots
along the inner border.

Skirt very wide and pleated, often a deep single lace flounce.

‘New fashion for making evening dresses; body cut low and square with a
narrow line of blonde standing up round the bust; waist very low; skirt
disposed in triple pleats round the hips; bodice separate and with a long
sharp point; short sleeves, divided by a band and bow of ribbon, very puffed
out above, close at elbow; if of silk, sleeves trimmed at elbow with fall of
black lace; if of white material the fall is of blonde.’



1831
Morning dress of lilac gros de Naples with pelerine en mantille; sleeves a la Chevalicre
Capote anglaise
Riding dress of terre d’Egypte cloth with pelerine of black terry velvet; green veil
Morning visiting dress of citron foulard de laine; blonde cap



1832
Carriage dress: pink striped jacconet pelisse over jacconet
muslin dress
Carriage dress of green printed chaley with satin trimmings;
net pelerine

For dinner dresses the demi-redingote, half-high, with bust trimmed with
lace, and long sleeves.



Materials: very heavy rich silks, heavily flowered; or crepe, organdi, etc.
over satin slip; foulard, gros de Naples.
Fashionable Colours: green, yellow, rose.

OUTDOOR GARMENTS

Mantles

are very ample with sleeves falling over the hand; fur collar; and cape.
Witzchoura Mantles, single high collar and very large sleeves, no pelerine.
Of satin and cashmere, often lined with grey squirrel.

Mantlets

A development from the pelerine, having a rounded shoulder cape with long
wide ends in front, passing under the ceinture and descending to the knee.
The cape has two falls and a collar, under which a cravat is worn. In winter
the collar is of fur. ‘A Mantlet of black blonde lined with green sarcenet,
trimmed round the back with blonde, and long square front ends, worn over
white promenade dress.’

A Mante is a smaller version of the mantlet.

Shawls
New, of French cashmere, 5 yards square, border 7 inches deep, of Oriental
pattern, or with palm borders, the grounds black, white or blue.

ACCESSORIES

Gloves

‘Knit Gloves are very much worn in the morning, of all shades and colours.
Many prefer gloves of very fine Scotch thread. Leather gloves are only worn
of very light colours (which) can only be worn for one day.’

Mittens recently revived for dinner parties; of black silk net worked on the
back with gold, or ‘the new mittens of white silk net or white kid worked in
coloured silks.’

Shoes

Rather less square round the instep, but square toes: of silk or fancy leather.
‘Prunella shoes are become so common that no lady wears them.” Evening
shoes of satin (white for full dress, black or colour of dress for dinner). A
passing fashion for shoes worked in carpet worsted.



Silk Gaiters much worn. Stockings, both plain and clocked, of extreme
fineness, often with a faint tinge of pink. Parasols of moiré, gros de Naples
and foulard, some with black lace borders. Jewellery less ornate. Pearl ear-
rings. Wide gold bracelets with large clasp. Black silk Mantillas worn in the
evening. ‘Muffs and fur Boas are indispensable’ (Winter). New invention:
pins with conical heads made in one with the shafts. Fancy pins with cut
ivory heads.

1834

DRESSES

Day

Bodice either high and close to the shape, with a central bone; or as a closed
pelisse with turned back lapels (in winter these are of fur); the skirt being
trimmed en tablier. The turned back lapels are frequently continued round
the back ‘en schall’. Or as a ‘pelisse-robe’, with open skirt. Waist usually
round, occasionally pointed. Sleeves gigot or imbecile.

Skirts usually quite plain and very full.

Some morning dresses with high bodies and pelerines which are attached
behind and before under the ceinture, and cut into points on the shoulders;
such dresses always have pockets or pocket holes. Summer morning dresses
of the peignoir shape, either fastening down the front with ribbons, or with
mother-of-pearl buttons.

Short black mittens and black lace apron worn with a morning dress.

‘An emerald green pelisse over an embroidered muslin dress; the body of the
pelisse is high, close to the shape, and pointed; gigot sleeves and pelerine, en
suite.’

‘Summer silk dresses all of robe form with elaborate canezous and pelerines
of embroidered muslin, and pelerine-mantlets which have very deep collars
and very long ends in front.’

Chintz dresses. ‘We must protest against those odious large glaring patterns
that seem to be actually copied from the furniture calicoes of our
grandmothers.’

A few muslin dresses with headed flounces.

Evening
Bodices either plain and close to the shape; or draped; or cross-over; or open
with lapels. For full dress all bodices are pointed and cut very low off the



shoulders. For demi-evening, half-high; often pointed. Pointed bodices have
a central bone and usually a line of ribbon knots down the centre.

Sleeves: for full dress, double bouffante or beret. Demi-evening, imbecile.
Skirts very full; either an open robe with underskirt, or with robe trimmings
to simulate an open skirt, or trimmed en tablier. The underskirt may be in the
form of an apron attached to the sides of the open robe by ribbon knots or
ornaments.

A trimming of ribbon bows en tablier is common. Some open robes are open
in the centre, others at one side or at both.

Dresses of lace with lace flounce, in the robe form.

‘An opera dress of terry velvet, en robe, over white satin; the robe with
pointed bodice, low round bust; double sabot sleeves with ruffle of blonde.’
Ruched ribbon trimming common.

Materials: Terry, satin, velvet, embroidered organdy, lace, crepe, poult de
soie, and ‘new silks of the antique kind.’

New Materials: Satin de laine, rep silk revived, damask silks and painted and
printed taffetas coming in.

OUTDOOR GARMENTS

Mantles
Some without sleeves and with pockets in the lining; others with enormous
sleeves and a band at the back of the waist; moderate sized cape.

Mantlets are fashionable; with fronts long and pointed, hanging outside the
ceinture, the backs square and descending to the knee level; square collar
which, with the edges of the mantlet, is bordered with velvet; made of same
material as the dress. These are used with walking dresses. ‘A summer
mantlet of India book muslin with two falls (one very deep be hind) gathered
at centre of back: open on the shoulders forming deep mancherons; the
fronts reach below the knee.’

Materials: Terry velvet, satin and velvet (Winter). Chiné silk.

Canezous
of three falls, very wide and heart-shaped in front, pointed behind.

Cravats of rich ribbon worn with canezous and mantlets (Summer).

Carriage Shawls of thick twilled satin, generally black or brown with floral
borders or bouquets in the corners.



ACCESSORIES

Boots

Walking boots of leather ‘contrived so that the gaiter part is contained in a
kind of shoe, not cut in two parts but encasing the foot in one entire piece of
black kid’. Cloth boots only worn as wraps over a thin slipper (at the theatre,
etc.). Carriage boots of velvet, trimmed and lined with fur, with a small
tassel at the ankle. Black satin Slippers for evening. ‘When will an
Englishwoman learn that white shoes are unbecoming?’

‘Stockings of the finest black silk are the most fashionable for morning,’
without clocks, or with a stripe worked up the side.

Mittens. Long black silk net mittens for evening dress, with bouquet on the
back in floss silk.

Jewellery: much fewer bracelets.

Parasols smaller.

‘The long ribbon Belts should be worn twice round the waist, the second
rather loosely with a rosette and ends hanging to the knee; 2} yards is the
allowance for a nymph of slender proportions.’

Prices
Advertisement: ‘French corsets producing a graceful and sylph-like
tournure, 25/-.”

1835

DRESSES

Day

Bodices, either plain and high, close to the shape; or half or three-quarters
high, en gerbe; or as pelisse-robes (redingotes), with cone trimming of
ribbon knots. Pleated wrapping fronts for morning dresses. A few walking
dresses with high bodies draped with folds from the shoulders. Chemisettes,
cut to fit the shape, are universally worn under high dresses. Sleeves,
generally imbecile; frequently these are set in lower than formerly with
narrow longitudinal pleats at the shoulder. Some gathered or pleated from
the elbow to the wrist, with a cuff.



The ‘du Barry’ sleeve, very wide with two bouffantes, one confined just
above the elbow, the other just above the wrist.

Skirts plain and full, ‘the front showing the ankle, behind just touching the
ground’.

‘A morning dress (Summer) of jacconet muslin, trimmed round back and
shoulders with lace; square collar trimmed with lace; imbecile sleeves; front
of skirt embroidered en tablier; line of coloured ribbon knots down the
centre.” Satin aprons with chenille borders for morning negligé dress.

The Pelerines

Worn with day dresses, either of the same material as the dress, or of
organdy or embroidered cambric, are round and double, with a deep hem
edged with lace; others are round behind and cut in front to form a
stomacher; others with scarf ends are deep and round behind, with a collar.
The collars and edge of the pelerine are bordered with a very deep hem
through which a coloured ribbon is run. Sometimes a small coloured collaret
is worn round the neck over a white pelerine.

‘The Pelerine continues an obstinate mode, though many ladies who are
conscious of really fine figures dispense with a disguise invented to improve
bad ones.” For summer walking dresses a Mantlet-Pelerine of cambric,
round behind, with ends short and crossing in front, and having two falls.
Some have sharp points in front, with one fall and a deep collar.

Materials: cashmere, merino, satin, organdy, silk and wool mixtures,
foulards with satin stripes, silks with Eastern designs, cambric, batiste.
Checks and plaids fashionable (Summer). Chaly. There is a marked taste for
printed designs on all materials.

Riding Habits

of mazarine blue, brown or green. Tight pointed corsage with velvet collar
en revers, showing a cravat and frilled chemisette. Short swallowtails. Gigot
sleeves. Skirt in full pleats all round.

Evening

Bodices cut very low and off the shoulders. Generally pointed. Corsage
close to the shape, either en coeur or round; draped, en gerbe or a la Sevigné.
Often with ribbon bows down the front. An edging of blonde lace is
common.

Sleeves: beret, double sabot, or Marino Faliéro. Blonde ruffles. Very wide
mancherons extending from the bodice over the sleeves.



‘The width of the skirt is very ample supported by stiffened muslin and
frequently wire also’, (but no specimen with wires is known to exist in any
collection). ‘The waist ribbons worn with evening dress unite every
perfection of pattern and texture.’

Open robes, the underskirt of some striking colour, e.g. ‘a maroon robe over
a rose-coloured satin skirt with four flounces of blonde.” Occasionally the
over-dress is looped up at the side, e.g. ‘the underdress of rose-satin; the
overdress of white gauze, its skirt looped up on one side.” Tablier trimming
common. Often ribbon knots down the centre or down the sides of the
tablier.

Dinner

Three-quarters high, of velvet or flowered silk with fichu (blonde or tulle)
pointed behind and front points under the ceinture.

New Materials: for evening dresses: flowered brocades, Pompadour satins,
tigrine.

OUTDOOR GARMENTS

Mantles
Winter mantles with hanging sleeves having alternate openings for the hands
on the inner side. A mande of lilac silk with mameluke sleeves and sable
trimming. Velvet mantles with small capes. The short Polish mantle (or
Polonaise), knee-length, with pelerine-cape, made of satin edged throughout
with fur.

Mantlets

Black velvet mantlet, the pelerine and collar square with scarf ends very
long and broad with wide lace edging.

Mantlet of black silk with attached caleche sometimes worn with ball
dresses.

Shawls

New carriage Shawls of grenadine gauze, large plaid squares with a flower
in each square. Square shawls of French cashmere with black grounds,
flowered. Silk shawls with plaid pattern. Black satin shawls edged with lace.

Douillette
An outer dress, for winter, worn over cambric or silk walking dress which is
almost completely concealed by it. The front made like a redingote; sleeves



very full and long; pelerine-cape. Trimming of two narrow bias bands. Made
of material with rich heavy colour (stamped satin, merino, cashmere) and
lined with a bright coloured material.

ACCESSORIES

Shoes and Boots

Black kid boots with small rosette. Black velvet and satin brodequins,
fringed at the top, with a tassel. Evening slippers of black satin. ‘The toe is
not so square as formerly.’

Day Stockings, white or grey, of Lisle thread or silk. Black silk with dark
dresses. Ball dress silk stockings ornamented with rich blonde on the instep.

Gloves

Openwork silk gloves for ‘promenade’. For negligé, suede or embroidered
kid with elastic wire at the wrist. Evening gloves finished below the elbow
with scalloping or ribbon ruching.

Long Mittens for evening, short for day.

Jewellery: ear-rings of enormous length, imitating fruit and flowers. Short
necklaces.

With white day dresses a ‘Solitaire’ or narrow, coloured Scarf is often worn
round the neck and shoulders, loosely knotted in front and the ends hanging
to the knee level. Tippets, Boas and Fur Palatines. Evening boas of
Marabout. ‘Muffs universal.” Sable and Kolinsky furs.

Cambric Handkerchiefs with three small tucks about an inch from the edge.
Large Parasols of white silk, rosewood stick and gold head. Large Fans
painted with flowers. Small Bouguets carried with both evening and day
dresses.

Prices
‘Dresses made up, plain, 5/6d; full-trimmed, 7/6d.” ‘Corsets, 25/-. Patent
caoutchouc instantaneous closing corsets; this novel application of India-

rubber is by far the most extraordinary improvement that has ever been
effected.’

1836

The chief change in this year is the shrinking of the sleeves which
occurred abruptly in the early summer. ‘The only absolute rule is to flatten



the sleeve on the shoulder and banish for ever the memory of those
enormous artificial balloons which gave to the delicate form of female
beauty a breadth proportionate to Holbein’s Dutch women.” So that in May it
was said that ‘Gigots and stiffness of sleeves are completely abolished’. At
the same time the design of the dress became mildly sentimental and lost its
exuberant romanticism. A demure prettiness took its place.

DRESSES

Day

For the first few months as in the previous year, the bodice half-high or high
and close to the shape; sleeves of the gigot or imbecile type, but set in more
off the shoulder, often with small, flat, longitudinal pleats above the
bouffant.

From May onwards the bodice is plain and close, high in the neck behind but
slightly open at the throat; occasionally with slight drapery folds from the
shoulders down to the waist, which is round. The sleeve is now made with
close pleating at the shoulder and from the middle of the forearm to an
‘Amadis’ cuff at the wrist, with a large bouffant occupying the middle of the
arm; or there is a series of small bouffants or sabots extending all down the
sleeve. The bodices become progressively much simpler and the turned-back
large lapels disappear, together with the huge white pelerines. The skirt
shows little change, ‘the same ample fulness all round and the length just
shows the foot’. The pelisse-robe, fastening down one side with a line of
ribbon knots is the fashionable type of dress. Winter pelisse-robes of velvet
or cashmere with deep pelerine-cape pointed behind, reversed collar and full
sleeves ending in a cuff. Summer dresses as pelisse-robes with open skirts;
one deep bias flounce or two small flounces becomes common.

‘Aprons indispensable with morning dresses.’

Materials: mousselaine de laine, poult de soie, levantine glacé, plaid
gingham, silk and wool mixtures, merino, figured and printed; figured satins
and poplins, striped sarcenets. For summer: muslins, clear, chequered or
striped; brilliantine, flowered cashmeres.

Evening

Bodices very low and off the shoulders, square, and close fitting; frequently
a slight point at the waist. Generally boned. Draped either a la Sevigné, or
with transverse deep fall of blonde, or trimmed with ribbons from the
shoulders enclosing a triangular ‘stomacher’, filled in with a chemisette.



Often with ribbon knots down the front. A few with lapels en pelerine, edged
with ruching or lace.

Sleeves: double bouffants or doubles abots, but smaller than formerly and
headed by lace epaulettes. An increasing number with short sleeves close to
the shoulder with several lace falls hanging from them. Dinner dresses with
long tight sleeves, or with sleeves made of a series of small bouffants. ‘As
the sleeve diminishes the corsage fits more closely to the sylphlike forms of
young aspirants to fashion.’

Skirts very full; either trimmed en tablier or en tunique, or open robes over
an under-dress. Often with one deep bias flounce. Bows of ribbon or velvet
common as trimming,.

Sashes general, fastening to one side with long floats. ‘What can be more
unbecoming than to see the present tight apparel upon the person of a lath
and plaster damsel, all skin and bone?’

Materials: Pekins, plain and striped, organdy, muslin over poult de soie,
satin brocaded silks (for evening dresses). Moir¢, glacé silk, foulards,
poplins (plain figured or watered) for haif dresses.

New Materials: Amy Robsart satin, grebe trimming for mantlets, reps
imperials, brilliantine.

OUTDOOR GARMENTS

Mantles

Very ample with mameluke sleeves, and either a round cape or one with a
point behind and scarf ends in front. Made of figured cashmere, trimmed
with velvet. The Casaweck mantle: a short mantle with sleeves and close

collar, of velvet, satin or silk, trimmed with fur, velvet or lace; always
wadded.

Mantlets

Made up to the neck, with round pelerines, of black velvet. Mantlets of black
silk bordered with deep lace, with long ends a foot wide. Winter mantlets,
wadded, reaching to the knee, with large pelerines and collars.

Palatines worn with winter pelisse-robes.

Shawls

(Winter) large square velvet, embroidered round the edge with flowers and
lace borders. Shawls of black gros grain, embroidered in raised pattern of
coloured silks.



(Summer) mousselaine de laine damasked in satin stripes.

ACCESSORIES

Shoes

Black silk shoes, and silk or black velvet boots buttoned with gold buttons at
the side for ‘promenade dress’. Walking boots of stuff, the fronts very short
and square, with a black tassel on the instep. Black satin shoes for evening.

Gloves
Day. Short, of coloured silk net confined at the wrist by coloured ribbon, or
short with two buttons. Evening. Long black lace with ribbon edging.

Jewellery: mosaic and cameo pins for fastening scarves, etc. at the neck.
Large oblong brooches. Eyeglass and watch hanging by chain from the
waist. Jeannettes, of a narrow tress of hair or velvet, from which is
suspended a heart or small cross of pearls, are fashionable. Bandeaux and
ferronieres worn in the evening. Velvet ribbon round the throat.

Reticules, lozenge-shaped, of coloured velvet. Carriage Parasols, very small,
of white silk lined with pink, or light green and fawn; rosewood handles.
Boas and Muffs fashionable. Furs of sable, ermine and grey squirrel. Grebe,
as a new form of ‘fancy fur’ for boas and muffs. Ribbons of rich poult de
soie, fringed or plain satin. Frequently ribbons are used for trimming dresses
by passing them through the broad hems, in and out.

NEW ACCESSORY

Instead of a cravat a ‘fraise’ worn, with a scarf, for carriage dress, i.e. ‘a
piece of muslin half an ell long by one-eighth wide; embroidered and edged
with a ruche; folded across the bosom and fastened by a large ornamental
pin.” ‘The long established custom of restricting silk materials to the winter
and half-season is now abolished.’

1837

The principal changes in the year are longer skirts and tighter
sleeves.

DRESSES



Day

The pelisse-robe, with or without side fastening, trimmed down the front
with ribbon knots, is the usual type. Or round dresses.

Bodices high or half-high, tight to the shape. Either plain, or with lapels en
pelerine or drapery folds from the shoulders descending to the waist, which
is round and slightly at a lower level than previously. Frequently the bosom
is partly open showing a chemisette.

Sleeves long and tight to the wrist, with two or three mancherons round the
upper arm. Some are bouffante just below the shoulder; others with fullness
confined to the elbow. Amadis sleeve or short cuff, often with ornamental
chicorées (i.e. material cut at the edge but not hemmed). Skirt plain or
trimmed en tablier. Summer dresses with a deep flounce. ‘Skirts continue
their present ungraceful length.’

Cloth dresses for winter, with corsage buttoning up the front. With morning
dresses a small pelerine of muslin, just covering the shoulders, with blunt
point behind and front ends fastened with a brooch at the neck.

The ‘Fichu Corday’ of grenadine gauze bordered by a broad hem run
through with a ribbon, the ends crossing on the bosom and tied behind, worn
with morning dresses.

Collars, for day, small with points, fastened by a brooch.

‘Our ¢élegantes cannot be accused of slighting comfort for show, for out-door
dresses at least offer a complete union of both.’

Materials: cloth, merino, plaid cashmere. (Summer) flowered foulards and
quadrilled muslins fashionable, and especially organdy.

Evening

Bodices low, off the shoulders, and generally square; most are slightly
pointed at the waist. Either close to the shape and plain, especially the
‘corsage en corset’, i.e. with the seams corresponding to the bones marked
out by narrow rouleaux; or draped, a la Sevigné; or with transverse lace fall
round the neck and shoulders; or with a double lapel forming a ‘stomacher’
or a ‘heart-shape’. Some, instead of being square, descend slightly en cceur,
either with wrapping fronts or drapery folds. ‘Some corsages are cut so low
as to be really indelicate.’

Sleeves short (half way down upper arm), and tight, ‘but the trimming gives
an appearance of fulness’, e.g. covered by three falls of tulle or blonde, or
ending in lace ruffles; or with small double bouillons at the shoulder over the



sleeve; some, instead of a ruffle, end in a bouillon. Ribbon knots on the
shoulders and sleeves are common.

Skirts long; a few with demi-trains. More dome-shaped. Very full. Often a
deep flounce of lace, or of the dress material, headed.

The tunic dress: an over-dress of tulle, etc., shorter than the under-dress and
looped up at the sides with ribbon bows or bouquets, or a tunic of gauze
reaching just below the knee. This is very common. Or dresses trimmed en
tablier. Or ‘robes’ with trimming simulating an open skirt.

Ruching much used as trimming.

Fichu-pelerine, of lace, just covering the shoulders, often worn with evening
dresses.

Materials: rich silks, velvet, crepe, tulle.

In summer, organdy or chiné silk.

Fashionable Colours: brown, violet, green, dark blue, for outdoor dresses.
Violet, ponceau, rose, light green, and especially blue, for indoor dresses.

Summer Colours: white, light blue, rose, green, lilac, gorge de pigeon.
New Materials: Day dresses—Levantine folicé, poplin lactée. Evening—
Ariel, satin velouté.

OUTDOOR GARMENTS

Mantles

Very voluminous, with a cape often pointed behind; some capes reach knee
level in front and behind; open Venetian sleeves.

‘A cashmere Mantle with deep fichu-pelerine with long pointed ends, and a
small velvet pelerine-cape.’

‘A satin Mantle lined with plush.’

Carriage mantle—the Witzchoura.

New form of evening mantle, the Burnouse, of satin, very loose, with
sleeves.

Materials: damasked satin, satin Esmeralda.

Mantlets

very fashionable, largely displacing shawls. Some of the same material as
the dress, others of satin, velvet (wadded in winter) or silk, in summer of
embroidered muslins lined with silk of grenadine. They are ample and round
over the shoulders, often with a pointed hood, and long scarf ends in front



reaching nearly to the feet. Many reach the waist behind and have a collar.
No sleeves.

1833. Seaside dresses
Of jacconet muslin; mantlet of pink gros de Naples
Pelisse of green silk; double pelerine of white muslin worn over jacconet muslin dress



1834, Evening dress of figured muslin with bows of gauze
ribbon; blonde stomacher body; gigot sleeves

‘There is really quite a rage of black silk mantlets.’
The Carmeillette or Capuchon, a short evening mantlet, waist length, with

long close sleeves, and hooped hood.

Pelisse



The pelisse as an outdoor garment is going out; a few wadded.

Spencers

A few summer spencers of velvet, made up to the throat and close to the
shape, fastening behind; long tight sleeves; worn over organdy walking
dresses.

Shawls
Large square cashmere, with flowered borders; chenille shawls (Summer) of
grenadine silk, two yards square, some with rounded corners.

ACCESSORIES

Gloves
short, white or coloured; for evening, with ruching at the top.

Scarves of embroidered silk with chenille edging.
Muffs of satin, the ends trimmed with swans-down.

Ribbons: white with very narrow coloured edge; satin figured in rings; the
moss ribbon; satin stripes on plain ground, the stripes shaded. Fancy silk
Buttons with centred pattern, and enamel buttons in simple and compound
tints, introduced.

1838

The chief change is an increasing preference for the open neck in day
dresses, and the corsage en cceur in evening dresses, together with more
flouncing, and trimming with ruching.

DRESSES

Day

Bodices half-high or high; plain or folding, or draped from the shoulders.
Many with trimming to form a ‘heart pelerine.’

Sleeves. The fullness at the middle is now cone-shaped, with either several
volans above it, or lines of pleats repeated below it, or both.

The “Victoria sleeve’: two close volans above a larger one which is just
above the fullness at the elbow; forearm tight with close cuff.

Skirts voluminous and pleated at the waist. Closed skirts with tabliers, or
trimming or ruching in a broken cone; one deep headed flounce or several



smaller bias flounces.

The pelisse-robe is very common. Round waist with or without ceinture and
floats. The open pelisse-robes have ruched borders or are trimmed en tunic.
Flounces of robes cut in large or small dents, or bias, or cockscomb.

The redingote style (flat back: front either with lapels or pleats from the
shoulders to the waist; no belt) is revived.

Aprons with morning dresses, of velvet or black satin.

Fichus, replacing canezous, descending to the waist, with a collar behind,
worn with day and demi-evening dresses. Or a flat collar with points in
front.

Materials: cashmere, merino, satin, taffeta.

(Summer) printed muslins with small patterns, mousselaine de laine, gros de
Messine, foulards, and organdy are fashionable.

Riding Habit
of cloth; corsage buttoned with one row of buttons; velvet collar; tight
sleeves; pantaloons of white coutil.

Evening

Bodices very low off the shoulders; some square, but most drawn down in
the centre en coeur or demi-ceeur. Pointed waist, some with very long points
in front and short points behind. The corsage en corset, tight to the shape, is
usual (often called the ‘corsage en trois pieces’). A lace fall across the
bosom; or drapery a la Sevigné; or pelerine trimmings.

Sleeves tight and short (half way to the elbow), with a lace ruffle. Multiple
volans of lace at the shoulder, with a ribbon knot.

Skirts. The open robe is usual, with ruched border, over a flounced petticoat,
the flounces being usually of lace. The closed skirt has a deep headed
flounce or several small flounces, or a band of ruching at the knee.
Demi-evening dresses half-high, en gerbe, with long sleeves as in day
dresses.

The tunic dress is also fashionable (see description in 1827).

Materials: crepe, grenadine gauze, satin-striped gauze, Pekins, rep velvet,
black velvet, brocades, shot silk, terry velvet, organdy, grenadine, chiné silk.

OUTDOOR GARMENTS
Mantles



For carriage, full length and voluminous, with large hanging sleeves and
pointed pelerine-cape. Other mantles are knee length, often cut with points
in front and with a similar cape: edged with lace or fringe.

The Pelisse Mantle. Skirt short but very full; corsage full behind but made in
front like a gentleman’s coat, with hanging sleeves.

Mantlets

Very fashionable for day and evening.

Made with pelerine-cape and long wide scarf ends nearly to the ground,
often edged with a bias flounce. Some with sleeves, others (‘shawl mantles’)
with folds and generally hoods.

Materials: shot silk fashionable. Some of the same material as the dress.
Shawls

China crepe fashionable, especially those figured in the loom. Also of shot
silk, glacé, white moir¢, and white lace. Always square.

ACCESSORIES

Less Jewellery worn.

Mittens common with both day and evening dress.

‘Victoria Parasols’, for carriage, are of a very small size and with folding
sticks; some trimmed with a fringe, others with embroidered border.
Advertisement: ‘Worked hair sleeves and bustles, black and white, prepared
whalebone covered.’

1839

The changes in the year are in the direction of increasing the sloping
lines downwards so as to accentuate the appearance of drooping; thus, the
bodice opens in front, the corsage is more often pointed at the waist, which
is tight and longer; while the sleeves are set in below the shoulders and have
the air of hanging limp; in fact, it is increasingly difficult to raise the arm.
The skirt, even by day, is frequently open over an under-dress, with long
descending lines of trimming, and materials with vertical stripes become
very fashionable. The general effect is to produce long pointed Gothic
angles, emphasised by the acute points of shawls and mantles.

DRESSES
Day



Types: the closed Round Dress; the Pelisse-Robe; the Robe Redingote.

The closed round dress calls for no comment, but the pelisse-robe is now
developing new characteristics; the skirt is usually open over a petticoat and
resembles the evening robes of previous years. The Robe Redingote is a
term now used to denote a dress, the bodice of which has defined lapels; the
skirt is trimmed to simulate a front opening. It is therefore similar to the
‘pelisse dress’ of former years.

Bodices are tight to the shape generally, and open at the neck, either en cceur
or in a deep ‘V’ to the waist with draped folds at each side, filled in with a
chemisette; or a shallow ‘V’ formed by crossed folds; or the ‘corsage en
schall.” The shallow open necks either show the edge of the chemisette or
are trimmed with white ruching or a flat edging of white lace. A few have
high necks with flat pointed collars.

The waist is very low; either round (with ceinture and buckle or ceinture of
broad rich ribbon tied on one side); or pointed, especially in pelisse-robes;
some even with ‘antique bodice’, i.e. with a long sharp point in front and the
corsage descending all round below the waist line.

Sleeves: The Victoria sleeve, or modifications of it; either a fullness limited
to the elbow with several small bouffants or volans on the upper arm and
gauging at the wrist; or the ‘bishop sleeve’, full from the wrist (where it is
finished by a tight cuff) to half way down the upper arm where the fullness
is drawn into small vertical pleats extending to the shoulder and held in
place by two or three narrow bands.

Skirts: The closed skirt, very full, pleated at the waist and cone-shaped,
either plain or with one, two or three bias flounces headed by narrow
rouleaux or ruching. Sometimes the flounces are made deeper behind than in
front. Some are trimmed en tablier.

The open skirt, either trimmed with ruching, velvet or narrow bias flounce of
dress material. In the robe redingote the line of opening is marked out by
ruching, pleating or ribbon knots.

Materials: cashmere, shot silk, mousselaine de laine, striped; foulards striped
or plain. (Summer). Muslins, poult de soie, gros de Naples, gros des Indes.

Evening

Types: Semi-evening—round dresses.

Full evening—round dresses or open robes.

Bodices low off the shoulders and tight to the shape; some cut ‘en corset’; a
few with square necks, but the majority slightly or fully en cceur, and very



low behind. Pointed waist; some with deep points ‘in the antique style’. The
neck line is sometimes draped with a fall of lace, usually three or four inches
deep; this is now known as a bertha, in others the draping descends in folds
from the shoulders to the waist; or the top may be draped across a la
Sevigné, or with pleatings in the form of a bertha.

The ‘corsage a la Maintenon’ is close to the shape with ribbon knots down
the centre, and the bottom of the corsage edged with a fall of lace.

Sleeves always short, i.e. half way down the upper arm, either tight, ending
in a sloping ruffle or bouillon, or with small double bouffants or volans and a
ruffle.

Skirts: Closed, with a deep bias flounce, or trimmed en tablier. Open, with
trimmings en tunique, of velvet, ruching, lace or flouncing, revealing a
petticoat of the same material, or satin.

Materials: damasked and flowered silks of the style of the seventeenth
century; velvet, satin; Pekins; taffeta; shot silks; poult de soie; gros de Tours;
rep velvet. (Summer) organdy, muslin and crepe.

Fashionable Colours: soft secondary and tertiary colours, and in summer,
white.

OUTDOOR GARMENTS

Mantles

The mande (winter use) is becoming less voluminous; it soon loses its hood
which is replaced by a fur or velvet collar. The cape hangs below the waist
and merges into large hanging sleeves with rounded corners. By wearing the
upper part closed over the bodice it imperceptibly changes into a ‘pelisse-
mantle’. Its length is just clear of the ground. Chiefly worn in the carriage.
Materials: striped silks, levantine, satin, velvet.

For walking, a sleeveless mantle (i.e. cloak) somewhat shorter, with
armholes, is worn.

The ‘pelisse’ as an outer garment has now become a mantle.

Cloaks

have long pointed scarf ends, with tassels, in front, reaching nearly to the
ground; they are cut up at the sides to permit the arm to appear, and hang in
a full point behind, with a small pointed cape or hood on the shoulders.

The Carriage Cloak comprises an under part like the skirt of a mantle, and a
‘pelerine’ in the form of a large shawl with front points, and hanging nearly



to the ground behind, with a small cape covering the shoulders. The edges
are bordered with fringe.

Mantlet

Chiefly for summer use, is rounded behind to the level of the waist with long
rounded scarf ends hanging in front to below the knee, and is trimmed round
the edges with ruching.

A new outdoor garment, the Paletot appears in the autumn. It hangs in stiff
pleats from the shoulders, which are covered by a stiff short cape, and
reaches to the top of the flounce of the dress. The armholes are guarded by
flaps.

Spencers
of velvet. Open at the neck either en cceur or en schall, are worn occasionally
with walking dresses.

Burnouse

Worn over evening dress. Of cashmere lined with satin. Reaches just below
the knee, with rounded corners and fringed border, and fastens at the neck. A
small ‘capuchon’ or serviceable hood is attached to the shoulders.

Shawls

The shawl is now becoming one of the important garments, tending to
displace the mantle and the mantlet, especially in the summer; worn both for
day and evening. Large and square; or with tasselled points which hang in
front; or with scalloped edges. Most are lined with coloured silk or crepe,
and fringed. The large shawl is worn with long corner point at the back.
Materials: silk plush, velvet, satin, damasked silk, shot silk, poult de soie,
cashmere (with border embroidered in gold and silver thread), black gros
grain; and for summer, muslin, organdy, and embroidered China crepe.

ACCESSORIES

‘Fans are now made too large to be elegant.’
Fan Parasols.

HEADGEAR IN THE ’30’s

By the beginning of this decade the headgear had already passed the
climax of size. For the next five years attention was mainly devoted to
inventing a host of variations on types already established in favour.



Romance was now softening into sentiment. By about 1832 or 1833 the
extravagant erections of hair in the evening coiffure began to subside; the
Apollo knot no longer arrested the eye like a beacon and the modes of
hairdressing associated with the names of Agnes Sorel and Madame de
Sevigné introduced a more subdued effect. An air of demureness was
thereby obtained and in the ball-room at least, flowers and ribbons woven
into the tresses took the place of more aggressive devices. The use of huge
combs was no longer required. The covering up of the ears by simple side
loops of hair seemed to imply a desire to shut out sounds unsuited to virginal
purity (a form of symbolism frequently adopted whenever that particular
mentality is in vogue).

Day caps followed suit, becoming simpler in design and meeker in
shape, with a growing tendency to conceal the ears by hanging lappets. By
day the hat and the bonnet remained perpetual rivals; the latter pre-eminently
for ‘walking’ and the former for ‘carriage’, while both disputed with each
other for the ‘promenade’. The bonnet tended, in fact, to shield the face
while the hat seemed to invite inspection. Day hats soon acquired a shape
not unlike that of the conventional bonnet, being worn further back on the
head with the front tilted up to form a frame for the face. The novice may
have some difficulty in distinguishing a hat from a bonnet as shown in
contemporary fashion-plates, and may even be led to suppose that the terms
were almost synonymous. In reality the distinction was carefully observed;
the hat always had a brim of sorts at the back, even when it was concealed
(as it often was towards the close of the decade) by a curtain or ‘bavolet’.

We find, in 1831, the capote becoming extremely fashionable and
dominating the next three years. It rapidly developed a number of variations,
in particular the bibi. The different forms are described in the Annual Notes
for that year and their various shapes are best appreciated from illustrations.

From the middle of the decade hats and bonnets gave an oval frame to
the face, while from 1837 onwards the shape tended to become more and
more circular, carefully guarding the wearer from impertinent observation.
Just as the dress, from 1836 onwards, became less aggressive in form, so too
the headgear, which no longer proclaimed the face but affected to conceal it.
As a method of attracting attention this is a characteristically ‘Gothic’
manceuvre.

An important form of headgear in this decade was the ‘drawn bonnet’,
the surface of which was made of gauged material; it possessed the practical



drawback that its surface was a perpetual dust-trap and its use was reserved
chiefly for special occasions. The ‘cottage bonnet’, with its simple but
effective protection of the face against the weather, was a practical type of
headgear always acceptable to the Englishwoman, and in the less
fashionable circles was much used. But while protecting the face from the
sun or even the rain it was awkward to control in a high wind; there was, in
fact, all through this period a striking absence of ‘sensible’ headgear for
rough weather, and we must assume that the fair wearers did not contemplate
so perilous an adventure. While the cottage bonnet would at least shield the
complexion from the sun the more fashionable shapes gave but slight
protection, and veils of large dimensions in summer were usual and a parasol
a necessity. The effect of the sun was especially dreaded; to be sunburnt was
extremely unladylike, and the back of the bonnet or hat was curtained to
preserve the skin of the neck.



1836
Brown satin cloak and velvet cape; velvet undersleeves; satin oversleeves
Green cashmere morning dress



1837

Morning dress of black figured poult de soie
Promenade dress of white India muslin; mantlet of green gros de Naples
Carriage dress of pink satinet, en pelisse; fichu a la paysanne

In the evening caps, hats, toques and turbans were variously used to suit
the importance of the occasion; young women preferred a coiffure of hair,
but the married women wore something more impressive; the turban was
pre-eminently the headdress of the mature matron. The beret disappeared
early in the decade, and the toque became more and more of a hat which, in
1ts turn, became more and more like a bonnet, with a backward tilt and the
brim drawn down at the sides.



Materials used: Leghorn was the material best adapted for the huge hats
and bonnets popular at the beginning of the period, but less suitable for the
more complicated curves of the capote, and its cost was always great. The
Dunstable straws supplied a somewhat cheaper substitute, but both materials
found a rival, early in the ’30’s, in rice straw; the chip-bonnet on the other
hand was eclipsed, as the material did not lend itself to the complexity of
form fashionable. For winter use velvet was popular, especially in black, and
drawn bonnets of silk and satin persisted all through the period. In the
evening, dress hats were made of satin, velvet, terry and gauze. A growing
tendency to use lace, especially English made, for caps was a noticeable
feature. As the bonnet became smaller the custom of wearing a white cap
beneath it was gradually abandoned in favour of flowers, ribbons, or
occasionally a ‘bonnet-front” of ruching, all these ornaments being now
attached to the bonnet itself.

Specimens of the bonnets of this period as now seen in museums are
generally without their inside lining. The brims of the huge Leghorns of the
beginning of the period were unlined, but all bonnets and hats of smaller
dimensions had, originally, linings of silk, terry, satin or gauze. The linings,
however, did not extend into the crown itself, where the maker’s label was
affixed. Dress hats were, of course, always lined. Capotes and drawn
bonnets were lined with materials such as velvet over a stiffening layer of
book muslin.

It should be noted that while the headgear tended to become
progressively smaller all through the decade, the bonnet took the lead and
the hat lagged behind, so that during the middle years one finds small
bonnets and large hats being worn side by side. It is a striking feature of this
decade that profiles became unfashionable, and only the full face was
displayed; even in the evening the mass of ringlets on the cheeks concealed,
in a measure, the side view. It was the aim of the youthful belle of the time
to be short and plump; as such the profile is perhaps not the most alluring
aspect, and the type of face most in demand was the well-rounded, which
should make its appeal only to the gentleman who was fortunate enough to
be vis-a-vis. Fashion did not encourage the fair charmer to look about her; or
at least the obstacles to her so doing supplied a delicious thrill.

1830

HAIR



Day
Unchanged.

Evening

Hair often very tight and dose to the head, with bows of ribbon in front of a
comb with a high gallery; or the hair drawn up behind as tight as possible
with three small combs at the back.

COIFFURE

Day
Caps ‘built storey upon storey in wide and lofty edifices of blonde with
floating strings’.

Evening

Dress hats of crepe and gauze, with low crown, partly turned up on one side.
Evening berets and turbans, with cauls of openwork supported by rouleaux
of satin, with flowers or aigrettes.

OUTDOORS

Bonnets. Bonnet brims closed and the crowns lower, being replaced by
capotes.

Hats. Carriage hats low, with wide brims, and short at the ears. Of Leghorn
or silk, or, in summer, of rice straw. The brims always trimmed on the
underside, e.g., with a band of ribbon twisted across it and ending in a bow.
These hats are becoming more bonnet-shaped and less trimmed.

1831

HAIR

Evening

Lightly curled in front; the hind hair in bows or plaited braids with a knot of
gauze; or in bows with two birds of paradise and a bandeau on the forehead,
or a gold ferronniere.

COIFFURE
Unchanged.



OUTDOORS

Bonnets. Tuscan bonnets (made of English straw) with low slanting crowns,
the brims square and rather wide.

The Capote Anglaise. Also known as ‘bibi’ or ‘English cottage bonnet’. The
crown, of drawn material, is round and placed rather far back; the brim,
often of drawn material also, is of moderate size, cut square at the corners
and low at the ears but open across the forehead; simply trimmed with a
ribbon knot on the side of the crown and perhaps one feather. Lined with
satin and often a curtain or ‘bavolet’ of blonde or silk.

Materials: Leghorn, rice straw or gauze on a frame.

The Capote Frangaise. The crown is round, but not flat on the top, being
either ‘drawn in a spiral direction’ or made to resemble the rind of a melon;
the brim 1s larger and more open than the English variety. There are three
chief types:

1. The Capote modeste, in which the crown is low and domed.

2. The Capote de paquebot, in which the crown is cylindrical and high,
with a flat top, usually trimmed with bands of ribbon.

3. The Roquet (‘pug-dog’) bonnet in which the brim is shorter than the
bibi, square at the corners, the crown of the same height all round and tilted
very much backwards and rhomboidal in shape. Trimmed with gauze
ribbons with a knot and bunch of flowers on the summit.

Materials: velvet, terry or satin.

During the year the Capote Anglaise developed a higher crown and became
indistinguishable from the French form, and henceforth was spoken of as the
‘capote’ or ‘bibi bonnet’. It was often worn over a white cap.

Hats. Carriage hats worn with mentonnicres (attached to the strings and
known in this country as ‘chin stays’).

1832

HAIR

Day
Parted in the middle with short curls on the temples.

Evening



Parted on the forehead and plaited behind in braids forming knots on the
summit of the head, with a bow of ribbon inserted in each. Or hair a la
Sevigné; curls at the sides of the face, with the rest of the hair drawn tightly
back off the forehead and a low knot at the back, in front of which is a low
pearl crescent.

Or coiffure Agnes Sorel: ‘the hair is divided in soft folds on the forehead
which it almost entirely covers; the braids descend very low on the cheeks
and form a half-circle in turning back behind the ears.’

COIFFURE

Day
Morning caps with a low crown, very short at the ears and the front
trimming narrower.

Evening
Hats in the style of Henri IV, with low crowns and small round brims. Berets
and turbans smaller.

OUTDOORS

Bonnets. Bibi bonnets almost universal for ‘promenade and carriage’; the
brims smaller and more circular in shape, with less trimming. An extra small
version of the bibi was the Marmotte bonnet. ‘Drawn Bonnets, 20/- to 25/-.”

1833

HAIR

Day
Often parted in the middle without curls.

Evening
The hair ‘in the style of the beauties of the court of Charles I1°.

COIFFURE

Day
‘Morning caps indispensable; made of tulle with a caul like a child’s cap and
the front trimmed with a double ruche; gauze ribbons.’



The Marmotte cap: a half-handkerchief put far back on the head and tied
under the chin.

Evening

Hats of white satin trimmed with flowers; or chapeau-berets with wide brims
rising on one side and very short on the other, with a long ostrich feather
winding round; or blonde lace caps in the shape of a cockle shell. Small
turbans, often divided in the middle into two lobes.

OUTDOORS

Bonnets with much smaller brims, the ears of which are longer.

Capote Bibi, the crown high and tapering; often no ornament inside the
brim; one large ostrich feather or a single sprig of flowers or gauze ribbon.
Black blonde veil worn with it.

Veils. Black lace veils with walking dresses.
1834

HAIR

Day
The hair 1n flat braids low on the cheek, often with a good deal of false hair
added.

Evening
Similar, or with side curls and a gold circlet. Or coiffure a la Sevigné.

COIFFURE

Day

Morning caps small, the crown round and simple, lined with coloured
material; the front low. Or the Gothic cap, quite round to the face and
trimmed with a double ruching; the crown very small.

Evening

Blonde caps worn very much off the face. Or dress hats, of rice straw with
oval crown rather large and the brim evasé. Turbans of satin, covered with
tulle, or simply a tulle or gauze scarf.

OUTDOORS



Bonnets. Aragon bonnets with pointed crowns. Capotes with pleated crowns
and very small brims. Blonde fronts instead of caps worn under bonnets.

Hats. Of the capote shape, évasé in front but close to the cheeks; demi-veils
in summer.

1835
HAIR
Unchanged.
COIFFURE
Day

Morning caps in the cornette shape.

Evening
Hats with turned up brims, placed far back on the head. Moabite turbans.

OUTDOORS

Bonnets with oval brims, long and deep and under lining of ribbon;
perpendicular crown with blonde and ostrich feathers.
Hats. ‘Curtains are now as frequently attached to hats as to bonnets’

1836
HAIR
Evening
The hair with ringlets at the sides.
COIFFURE

Day
Morning caps, a la paysanne, or with high crown; or ‘French cap’.

Evening
A white crepe hat with ostrich feather; or the Camargo hat, the brim raised in
front and small. The Arab turban, without a tassel.



OUTDOORS

Bonnets close at the sides and evasé in the centre; blonde lace lining meeting
under the chin.

Dunstable and Leghorn bonnets (Summer) with deep brims and very long at
the sides; cone-shaped crowns.

Day capotes and drawn bonnets.

Hats. Carriage hats of velvet (Winter). Day hats with ‘auriole brim’, of a
large size and perfectly round.

1837
HAIR
Unchanged.
COIFFURE
Day

Caps a la paysanne, a la babet; or a la fanchon; or of lace with lappets.

Evening
Caps, either a la paysanne, or silk lace; or the ‘Italian cap’ of embroidered
tulle over white silk.

OUTDOORS

Bonnets: with deep brims, oval in shape, worn with a large white blonde
veil. Drawn bonnets are either open shaped or bibi-shaped and small.

Note: the bonnets are much smaller than the hats.

Hats. Of white chip or Italian straw; the latter have the ribbons passed under
the brim in order to prevent it from sitting close to the cheeks, and these are
sometimes tied under the chin, sometimes left loose. Pamela hats. Gipsy
hats. Some hats have bavolets under which two ends of ribbon fall nearly to
the shoulders and are called ¢ bishop’s knot’. Hats and bonnets are trimmed
under the brim with flowers or ribbons.

1838



HAIR

Evening

Either in soft braids over the ears with flowers, or with side ringlets and a
knot at the back. For balls, the hair is dressed very low and quite at the back
of the head; the hind hair mingled with feathers and jewellery; the front hair
in tufts of ringlets with knots of ribbon.

COIFFURE

Day
Caps are small and worn at the back of the head, with ribbons.

Evening
Caps, the babet of the paysanne shape; dinner caps with long lappets.
Evening hats with brims completely encircling the face ‘en auriole’; the
crown descending very low behind. Turbans of gauze with a bird of
paradise.

OUTDOORS

Hats and bonnets are becoming smaller.

Bonnets. The Victoria bonnet, of satin, the crown without stiffening; the
brim rather close and meeting under the chin; openings are cut at the sides
through which the brides pass to tie under the chin; a long full bavolet at the
back. Drawn bonnets of demi-bibi shape. The cottage bonnet is revived.

Hats of Italian or rice straw, with the brim turned up behind or cut away, are
worn far back on the head. The brim encircles the face like a cap and is fully
trimmed with flowers, blonde or ribbons.

1839

HAIR
Unchanged.

COIFFURE
Day



Morning caps of lace fitting close to the head, except the front, which is a
little raised; narrow cambric brides; a small rosette of satin ribbon on one
side.

Evening
Turbans or turban-fronts, or petit bords.
Dinner hats of velvet; velvet toque-hats.

OUTDOORS

Bonnets of the cottage shape. Drawn bonnets of crepe lisse.

Hats. ‘Rice straw hats are now made like those of Italian straw with the brim
attached to the crown which prevents the seams that have a bad effect when
the crown is made by the milliners.’

The summer hats are rounder in shape with auriole brim. Winter hats of
cashmere, terry, velvet or satin.

UNDERCLOTHING

A contemporary (1837) informs us: ‘Of all the articles of the toilet linen
is the most important. . . . The softness and fineness of its texture produces
no irritation of the skin and can be changed daily. . . . If the chemise be too
large it forms creases under the stays which are troublesome and leave marks
on the skin, and for this reason it should be made of very pliant and fine
materials. A chemise of new linen should not be worn at first except in bed.
The chemise should be made sufficiently low before and behind not to
extend beyond the rest of the dress. The sleeves may have worked
wristbands with an edging of net or lace.” Further information and authentic
specimens of this decade are at present lacking.

On the subject of stays, the same author remarks: ‘women who wear
very tight stays complain that they cannot sit upright without them, nay, are
compelled to wear night stays when in bed. A well-known effect of the use
of stays is that the right shoulder frequently becomes larger than the left
because the former, being stronger and more frequently in motion somewhat
frees itself, and acquires by this means an increase of which the left side is
deprived by being feebler and subjected to continuous pressure. When,
indeed, corsets are employed to render the chest as small below and as broad
above as possible, and greatly to increase the fulness and prominence of the
bosom, when the young lady spends a quarter of an hour in lacing her stays



as tight as possible and is sometimes seen by her female friends pulling hard
for some minutes, next pausing to breathe, then resuming the task with might
and main till after perhaps a third effort she at last succeeds and sits down
covered with perspiration, then it is that the effect of stays is not only
injurious to the shape but it is calculated to produce the most serious
inconveniences. . .’

‘Demi-corsets for the morning are made about eight or ten inches in
height, furnished here and there with light whalebones. In other respects they
are of the form of the upper part of the common corset; but the back edge
ends in two long flaps which are fastened in front by means of a tape. The
proper object of “The Complete Corset” should evidently be gently to
support the figure, without diminishing the freedom of motion and to
conceal the size of the abdomen when it becomes disproportionately large,
either from corpulence or from accidents which naturally occur. The
extension throughout the back should, for meagre persons, be produced by
two pliant whalebones, or for plumper persons by two thin steels; for where
the former are applied to a great variety of contour they are apt to press
painfully upon the skin. Under these circumstances, says a French writer,
when the bones are not straight, wear the corset the wrong side outwards for
a few days; that will suffice to put them straight! The extension throughout
the part, and the pressure, if necessary, to repress any prominence inferiorly,
should be produced by tempered steel of about 1} inches wide, bent inward
in a semicircular form and sufficiently long to extend over the prominence . .
. below the arm in the middle may be a double whalebone to prevent
disagreeable folds on the side. All shoulder straps should pass over the
shoulders. . ..~






1838. (circa). Portrait of Baroness Le Despencer



1839
Carriage dress of grey gros de Naples with draped flounce; green velvet shawl
Evening dress of white satin trimmed with feather fringe
Morning dress of fawn silk, figured; bishop sleeves

From the same source: ‘Many persons endeavour to increase their size
by aid of a considerable quantity of drapery. Size does, in effect, give a sort
of dignity and majesty to the figure but this may be carried to an excess, as
in the extreme enlargement of the hips by means of monstrous bustles, than
which nothing can be more ridiculous, not to say indecent. When the bust is
too long the defect is concealed by the fulness of the petticoats supported by
a small bustle behind; nothing, however, can be in worse taste than the
monstrous and ill-shaped bustles we commonly see, sometimes placed
altogether on one side, and sometimes so irregular that they look as if some



domestic utensil were fastened under the dress. French women have a much
better contrivance which they call a Tournure. The tournure is a
handkerchief drawn by the end through the stay-lace at the waistband. It
raises up the folds of the dress, makes them fall with elegance, and
diminishes in summer, the necessity of wearing a number of muslin
petticoats. . . . Many persons under the sleeves of the dress wear skin-
coloured sleeves, wadded or padded so as to render the arm of the necessary
dimensions, and the padding is doubled to conceal the elbow if it be too
sharp. . . . Trousers, rather light, supported by elastic bands buttoned to the
corset, are suitable for women of a very delicate constitution who find a
difficulty in walking and for those who are disposed to excessive plumpness.
... Petticoats should not have shoulder straps because being placed over the
straps of the corset, the pressure would be painful and the appearance ugly.
Bodies, therefore, are now always attached to them. The bodies are made as
plain as possible, and the skirts are not sloped but equally full above and
below and equally filled in all round. The wide-flowing petticoat skirts are
generally sufficient to conceal any slight deformities in the shape of the
limbs. . . . Very fine white stockings and shoes made exactly to the shape
ought to delineate perfectly the leg and the foot. If we wear thin stockings or
prunella or kid shoes in winter we must expect that the natural state of the
functions will be seriously disordered at particular times. It is absurd to
imagine that worsted stockings or flannel socks are necessary in a state of
health to prevent sore throats or catarrhs. Black stockings in winter, except
in mourning, are in bad taste, unless the gown be black and then the
stockings should, of course, be silk. If they are too narrow they fret the skin
of the instep.... Garters of ribbon sit well but press too much and impede the
circulation. Woollen garters with sliding knots irritate the skin. Garters
which require tying ought to be loosely tied and if possible above the knee.
If the calf of the leg is slender and the knee small two garters may be worn,
one above and the other below. Elastic garters are greatly to be preferred.
Some ladies attach two triangular pieces of elastic material to the straight
edge of the gusset at the lower part of the corset; and from each of these
descend two tapes which, passing through a loop of tape attached to each of
the stockings, render garters unnecessary.’

In my collection is a bustle, dated 1833, a large crescent-shaped pad with
long points to which tapes were attached for tying round the waist. It is
stuffed with down. In a caricature by Heath (about 1830) is shown a bustle



made of a series of gathered rows of stiffened material increasing in size
from above. A petticoat with attached bodice, dated 1830, of linen, has short
puffed sleeves gathered into a band; the neck is plain with a drawstring, and
a tape is attached to the waist. The bodice has a back opening and a piped
seam down the centre of the front. It is four feet wide at the bottom with six
narrow tucks above the hem.



CHAPTER V
THE GOTHIC ’40’s

expense of her body. Physically she was less active than at any period

in the century; she was absorbed in acquiring the art of expressing

emotions by graceful attitudes rather than by movement. Her dress,
therefore, was admirably designed for passive poses, and it was constructed
to check anything approaching unladylike activity. Needless to say, it was
peculiarly unhygienic, but that was not a consideration which troubled her; it
sufficed that it expressed exactly her frame of mind to which her body must
submit to be moulded. Besides, an appearance of rude health was regarded
as scarcely ladylike.

Sentimentalism in England finds a natural mode of expression in the
Gothic, and it was the period when Victorian Gothic was at the height of its
popularity. As we should expect, then, woman’s dress showed a marked
liking for Gothic forms, so that sometimes it almost suggested that it was
built up of scraps looted from an Early English church. The general effect,
all through the ’40’s, was a demure—or even a meek—passivity of mind and
body. And just as the simplicity of ‘Early English’ gradually developed into
the more elaborate style of ‘Decorated’ so, too, the simplicity of dress in the
beginning of the decade presently acquired greater ornamentation, so that the
fashions of the first half might be described as ‘Early English’ and those of
the second half as ‘Decorated’, following the custom of all arts that the
simpler style does not satisfy for long.

But the essential form remained unchanged because there was no change
in the attitude of mind; the average Englishwoman underwent less
development in this decade than in any other. It is also characteristic of her
cloistered existence that passing historical events are less reflected in the
dress of the ’40’s than in any other period of the century. The greater
facilities for travelling provided by the new railways, the political upheavals,
the economic distress, which were so disturbing the habits of the average
man did not, as yet, affect the average woman. She did not travel and did not
understand politics. It must have seemed to the contemporary man that the

THE Englishwoman of this decade cultivated her feelings at the



restless march of feminine fashions was arrested for ever and that the Fair
Sex had at last arrived at the ultimate stage of elaborate perfection. Woman
was acquiring, perhaps, an increasing consciousness of her social
importance, but she was as yet afraid to assert herself by action. And so the
fashions of her costume remained static except for an increase in the area
occupied by the skirt, which steadily expanded with her growing sense of
her importance.

Quite early in the decade the long waist, with its pointed bodice forming
an acute angle emphasised by trimmings from the shoulders which met at a
point at the waist, proclaimed a Gothic style. The preference for a bodice
‘tight to the shape’, over stays laced in to the utmost, indicated that physical
activity was to be discountenanced. And the new device of setting in the
sleeve (usually a tight one) below the shoulder made it impossible to raise
the arm beyond a right angle. Such a dress, almost always with a back
fastening of hooks and eyes, proclaimed that the services of a maid or sister
would always be required. It symbolised a ladylike dependence on others.

The bodice was always lined and boned, with three bones placed fan-
wise in the centre, and with side bones running up to the arm-pit. The lining
was often strengthened by a broad tape sewn round the waist inside;
sometimes, in addition, a pair of tapes were attached inside at the back and
tied round the waist; and occasionally the lining had its own hooks and eyes
under those fastening the dress; they were now of brass wire or black
japanned iron. A number of these bodices will be found to have pads of wool
attached in front to supplement the deficiencies of anatomy: a device
specially common in the first half of the decade before the detachable
‘Artificial Bust Improver’ was invented to supply a long-felt want.

It was the fashion to be willowy, and young ladies assiduously practised
slimming so that they might be able to display an eighteen inch waist; in
consequence the natural figure too often needed the assistance of art. We
also begin to find, early in the decade, the use of ‘dress protectors’, of india-
rubber or chamois leather, sewn into the dress. A further novelty was the
dress with two bodices, one for day and one for evening, either of which
could be roughly tacked on to the skirt band as required. Apart from these
few the bodice and skirt were always made in one.

The general effect of the upper half of the dress with its tight sleeves was
restraint rather than allurement. The romantic spirit of the former period with
its varieties of corsage designed to attract attention to the figure, had now



given place to a guarded reticence. Even the ball dress, though cut low off
the shoulders, preserved, with its long dagger-pointed corsage, a certain
defensive air. The mechanical framework displayed marble shoulders and
bosom—>but they were immobile as marble, cold monuments of chastity.

It was the skirt to which fashion devoted its chief attention. The
ingenious method (described in the Annual Notes for 1841) of gauging the
material on to the waistband was a new and characteristic feature of the
decade, and was used whenever the nature of the material permitted it. The
effect was to throw out the skirt abruptly from the waist so as to give the
skirt a dome shape. This was further helped by the bustle underneath. During
the first half of the decade, in skirts of heavy materials, there was frequently
inserted a padding of wool between the dress and the lining just over the
back of each hip, to increase the bustle effect. Towards the end of the decade
when flat pleating tended to replace the gauging this padding was no longer
needed.
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1840

Public promenade dress: short silk pelisse-robe, ornamented en tablier
Riding costume (as worn by Her Majesty) of brown cloth; black silk cravat; black beaver hat; white

veil
Morning visiting dress of dust-coloured silk en demi-redingote



1841 (circa). Portrait of Lady Elizabeth Villiers



1841 (circa). Portrait of Miss Dormer

The skirt (except with light summer materials) was invariably lined,
either with silesia or, in evening dress, with book muslin. Towards the end of
the decade the material ‘crinoline’ was occasionally used as a lining for the
day skirt. Winter dresses were frequently lined with flannel in between the



cotton and the dress material. In day dresses of heavy materials, the hem is
braided, a device not hitherto used.

aiff|  SiLk DAY DRESS
W SHom/nG cLosE

'1
W GAGING IR Ar-
l{: \'., 64 3

The outside watch-pocket hidden in the folds at the front of the waist
was another innovation dating from the beginning of this decade. The large
pocket in the skirt was in general use.

Towards the end of the period demi-trains were occasionally made for
full evening dresses, but specimens are so rare as to suggest that this French
fashion did not find much favour in this country. It is unfortunate that most
of the English fashion magazines in the ’40’s were content to give their
readers merely accounts of Parisian fashions; we may suppose these were
largely drawn upon by English dressmakers, but not absolutely. It is
significant, for instance, that the redingote style of day dress, so popular in
France during the decade, is comparatively rare in existing collections; thus,
of over thirty day dresses of this decade in my collection only three are
redingotes. It seems probable that it was not so popular in England as the
fashion articles would lead a reader of them to expect.



It is also noticeable that the tight-fitting corsage was, in this country,
often modified by the addition of loose folds of material covering the front
and descending to a blunt point at the waist; the number of such specimens
in English collections implies that it was a style more used than the fashion
articles would indicate.

The Annual Notes are of necessity derived from such fashion articles as
exist, and it should be understood that in practice the more aggressive forms
were often toned down by the average English dressmaker. It is always a
characteristic English trait to soften an uncompromising outline. The more
closely a specimen resembles a contemporary fashion-plate the more likely it
is to have been a French model. (Dressmakers’ labels were not attached to a
dress until the end of the *70’s, so that we can only assume the country of
origin.) At the close of the decade a significant shortening of the front of the
skirt, so that the foot was once more visible, indicated that women were once
more beginning to walk.

If we were to consider only the form of the dress of this decade we might
suppose that woman was almost indifferent to sex-attraction; the form, even
with a flounced skirt, had a hard outline, at times almost Puritanical. But a
glance through the advertisements of the period reveals a multitude of
devices for enhancing the beauty or supplying gifts where Nature had been
parsimonious: paint and powder and washes and unguents and dyes, together
with artificial ringlets, bust-improvers, pads and bustles, to say nothing of
eyebrow thickeners, lotions for rendering the eye more limpid or more
sparkling, scents, breath-sweeteners, depilatories and dentifrices, hardly in
keeping with Puritanism.

We have, in fact, only to glance at the dresses themselves to perceive
wherein lay their power of sex-attraction. It was the colour. Primary colours
were no longer considered good taste; indeed they were thought to be almost
vulgar. The art of dyeing materials had reached a very high level; even to-
day specimens a hundred years old show no fading. It is singular that
vegetable dyes should at last have arrived at such a pitch of excellence only
to be driven from the market in the *60’s by the aniline dyes. Secondary and
tertiary tints were mainly employed and materials shot in two, three or even
four colours were fashionable. In addition colour on colour was worked out
in endless variety of broch¢ silks, damasks and printed materials.

Colour printing had enormously improved; the French barége supplied a
mass of ever-changing patterns. The merinos and cashmeres, both English



and foreign, were now woven with technical perfection, and new mixed
textiles, of which alpaca was one, were appearing in bewildering variety. By
their use all sorts of delicate tones and depths of tint as well as texture could
be obtained. It will be seen from actual prices given in the annual summaries
that materials were, on the whole, cheap, and labour inordinately so.

A marked liking for harmonising tones in the dress, with contrasting
tones in the outer garments worn over it, was usual. A lilac dress under a
myrtle-green mantle with a lemon-yellow bonnet and gloves, formed a
perfectly acceptable mixture. But, of course, it was essential that each should
be of the precise tint. There would be no blundering mixture of ‘cold’ with
‘warm’ colours. For example: ‘A crimson opera-dress, worn with a light
blue mantle and pale green velvet leaves in the hair.” ‘A visiting dress of
light green satin; mantle of shot pink and lilac silk; white silk capote
trimmed with lilac.” ‘Promenade costume: dress of drab silk; mantle of
bright ruby velvet, bonnet of green velvet lined with rose-pink satin.’

Again it is necessary to remind the reader that the fashion-plates of that
period are by no means exact reproductions of the colours of the materials
used; it is only in the dresses themselves that we can perceive the subtle
charm of those delicate colour blendings.

We may perhaps assume that the man of that day was more susceptible to
colour than to form. Or perhaps there was something irresistibly piquant in
the contrast between the rigidity of form and the softness of colour,
suggesting that the demure Puritan might, after all, be a dainty rogue in
porcelain.

In many respects it might be claimed that woman’s dress of this decade
was the most artistic of the century. In the sense that it most closely
expressed the artistic taste of its day, this would be correct. It never verged
from the spirit of Victorian Gothic, displaying both the admirable features of
that period as well as its affectations; its fond efforts to revive an obsolete
past from which the nation was not willing to part. In spite of Disraeli’s
advice, ‘The age of ruins is past; have you seen Manchester?’ the well-bred
woman of the ’40’s declined to look; it was a last attempt to preserve a
traditional pose. In her costume she assumed an air of sublime passivity, a
standard so acceptable to masculine taste. It was her function to symbolise
the domestic virtues, and she dressed up to the part.

1840



The principal changes in this year are in the direction of greater elaboration
of the recent style with more variations in details. The day bodice is more
frequently cut en cceur, and the opening is deeper and wider. Whereas in
1839 the back of the bodice was frequently gored with three seams showing,
or with a centre piece, or with the material cut on the cross, in this year a
single centre seam is the rule. The Victoria sleeve is varied by a return to
greater fullness in the middle; the skirt is fuller and now completely domed;
its trimmings are more impressive, the flounces being either more numerous
or larger and the heading (such as a double line or bouillon) more evident,
and the flounces are now often scalloped.

DRESSES

Day

Types: The Pelisse-Robe; the Redingote and the Round Dress.

The pelisse-robe: corsage open en cceur, or in deep ‘V’ to the waist with side
lapels (sometimes passing round the shoulders ‘en schall’), or with draped
folds from the shoulders to the waist. The skirt trimmed to simulate a front
fastening, by lines of ruching, fancy buttons, etc.; or to simulate a tunic over-
dress. In summer the pelisse-robe has an open skirt revealing a white
petticoat.

The redingote: the corsage half-high and plain. with a simulated front
opening, and the skirt similarly trimmed (buttons, etc.), or open (in summer).
The round dress (frequently described vaguely as ‘a Robe’): the bodice half-
high or en cceur, with drapery folds from the shoulders descending to the
waist, often in a ‘heart-shape’ (spoken of as forming a ‘heart pelerine’); or
the front of the bodice gathered to a blunt point at the waist (‘en gerbe’); a
few high to the neck with the front plain except for lines of buttons as in a
riding habit (the corsage ‘en Amazone’). With an open corsage a white
chemisette is worn.



Outdoor Garments (1842-49)

Sleeves: usually of the Victoria type, but frequently the fullness in the
middle is larger than formerly, and the ‘bishop sleeve’ is common. By the
summer the tight sleeve to the wrist (with very short upper sleeve) begins to
appear.



NOTE: During the year the loose and the tight sleeve rival each other in
popularity for day dresses. The tight sleeve is fashionable for heavy
materials, and is cut on the cross with one seam, and headed by a
mancheron; with it the corsage is cut with three seams in front and
excessively tight. The waist is usually round and a ceinture with long floats
is common. Skirts fuller and domed; either plain or flounced (three, five or
seven flounces), or trimmed en tablier. ‘Brandebourgs’ (transverse cording
and tassels in the military style) are common.

Day Negligée. The peignoir is used as a morning dress, similar to a pelisse-
robe but the corsage is full and without bones, and the sleeves of the
‘bishop’ shape.

Materials: quadrilied and plaided and chin¢ silks; mousselaine de laine;
barege; organdy; foulards; barege-cashmere; batiste-barege; muslin;
levantine.

Riding Habit

‘A riding habit of blue, green or black cloth, the corsage trimmed with fancy
buttons or Brandebourgs; sleeve tight or demi-large. Corsage open with
cambric frilled chemisette fastened down the front with gold filigree buttons;
deep cuff embroidered with lace; black cravat; half boots of kid or silk with
kid tips; coutil pantaloons, strapped. Small round beaver hat, black or grey,
or straw hat; veil; yellow kid gauntlet gloves.’

Advertised prices 3 to 5 guineas.

Evening

Bodices cut low off the shoulders, either square with a square lace bertha, or
slightly en cceur surrounded with a fall of lace, or with flat drapery folds
which sometimes descend to a point at the waist. The waist is pointed, the
corsage being boned. A few with corsage ‘en corset’.

Sleeves short and tight; being covered by the bertha there is no heading at
the shoulder; the sleeve ends in two or three small bouillons or folds of dress
material, or lace manchette.

Skirts: the open robe is rare but the skirt is often trimmed to simulate it.
Flounces with headings are usual and increase in number nearly up to the
knee; they are frequently laid on in waves. A single deep flounce of lace
may be seen.

Semi-evening dresses half-high, or bodice en eventail, with long sleeve.
Often in the form of a pelisse-robe.



Evening Negligée. A lace or organdy canezou, in the form of a jacket with
sleeves 1s used as a bodice.

Materials: plain or embroidered organdy; satin; rep velvet; shot and figured
silks rather than striped. Crepe or tulle over satin.

New Materials: Lavender poplin shot with cherry, Pekins chiné, barége-
cashmere and batiste-barége, organdy printed in small patterns, cashmere
Syrien, Pompadour chiné, Pekin point, broché moire¢, resille de soie, marbled
silk, Algerine. ‘The new material, Tarlatan.’

OUTDOOR GARMENTS

Mantles and Cloaks

Except for evening and carriage these are largely displaced by shawls.

The burnouse-mantle, for carriage, long and full, with a pelerine-cape having
long tasselled points below the knee, and a hood; easy sleeves. Opera cloak
of brown rep velvet, lined with blue satin; shorter than the dress; no sleeves,
but armholes; deep lapels, and a hood.

Mantlets

(Summer). Of embroidered muslin edged with lace, some lined; with a small
shoulder cape attached, rounded behind and flat ends in front. Some are
embroidered in flowers.

Paletots
as in former year.

Shawls

(Summer). Of glacé silk, trimmed with lace; figured silks; embroidered
organdy with plain centre; white foulard, fringed (Winter) Cashmere
(French), velvet shot with orange.

ACCESSORIES

Shoes
much more pointed.

Gloves
Long gloves ‘can now scarcely be called demi-long’. Buttoned or laced close
to the arm.

Jewellery



Coral fashionable; also brooches and large ear-rings.

Fashionable winter Furs: Sable, chinchilla, grey squirrel and musk.
Porcelain Buttons invented by Prosser of Birmingham.

‘Every article of the toilet seems at present to have reached its highest point
of perfection for it would be difficult to imagine how any part of a lady’s
dress could be rendered more rich and elegant.’

1841

The principal changes in this year are the increasing use of the plain tight
sleeve for day dresses, frequently without the heading of a volan at the
shoulder; and consequently the narrower shoulder line, and in general a
quieter tone; thus, flounces are less common, and the skirt, even in evening
dress, 1s often plain. But the most important innovation, beginning to appear
in the spring, is ‘a new method of setting the skirt by gauging it round the
top as far as the points of the hips; by this means the excessive fullness
(which otherwise would be disposed in pleats or gathers) is formed exactly
to the shape; but on the other hand this method lengthens the waist
excessively and gives an air of stiffness to the figure’. The gauging is
presently used all round the waist and 1s employed for all heavy materials,
during the next five years, although pleated specimens are occasionally
found. The practical effect is to emphasise the dome shape, which is
increased by a bustle extending round the sides as well as the back. It is a
method of construction which is entirely confined to the years 1841-1846,
and is one of the few technical devices which were original to the nineteenth
century; the gauging used in the eighteenth century was uneven and partial,
whereas that of the 40’s is distinguished by its remarkable evenness and its
employment all round the waist. Its presence dates a specimen more
certainly than any other feature.

The year is also notable for the introduction of the material A/paca.

DRESSES

Day

Types: the Round dress; the Pelisse-Robe; the Redingote. Peignoirs (for
morning negligée). Bodices half or three-quarters high, high at the back and
open in front, often en cceur (with a chemisette). In round dresses either
draped with folds from the shoulders forming a ‘V’, or with a flat fancy
trimming enclosing the points of the shoulders and passing down to meet at



the centre of the waist in front and behind, arranged in front in a heart-
shaped curve; this type of trimming is very common and is known as
‘trimmed with a heart pelerine’, or ‘with pelerine trimmings en cceur’. The
term must not be confused with ‘a pelerine’, which is a separate garment
worn over the dress, and this, of a narrow type, i1s sometimes used instead of
a trimming. These trimmings are sometimes single bands, sometimes double,
and bodices thus trimmed usually are pointed at the waist.

In pelisse-robes the bodice is trimmed either en pelerine or en schall; in
redingotes the bodice is tight to the shape with turned back lapels. A
chemisette is worn when the bodice opening is deep. Sleeves long and tight,
with one or two small and close mancherons below the shoulder, or perfectly
plain to the wrist with a small cuff with cambric edging.

Skirts: round dresses with one to three bias flounces, headed, or two deep
separated tucks, but the plain skirt, or trimming en tablier, is more usual;
pelisse-robes and redingotes have the skirt trimmed en tablier by a
continuation of the bodice trimmings.

Summer dresses: the skirt of a pelisse-robe is open over a cambric petticoat;
a cambric embroidered canezou (with sleeves) may replace the bodice. In
muslin dresses the bodice may be gathered ‘en chemisette’ or drawn in small
folds. Peignoirs: for morning negligée, the bodice and skirt open except at
the waist; in winter lined and wadded, pleated behind, without seams in
front; trimmed en schall, with demilarge sleeves, often with tight under-
sleeves.

Materials: rich plain silks, Saxony cloth, foulards, satin, shot silks, Pekins,
organdy, barege chiné, broché and chiné silks, tarlatan. Negligée, of
mousselaine de laine, cashmere and nankin.
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1841 Day dress of striped alpaca with Pompadour sprig

Evening

Corsage low off the shoulders, drawn down in the centre, but the round low
bodice becomes more fashionable. Trimmed with cross folds, or plain with
falling tucker or bertha of lace or dress material. Always pointed at the
waist. Some bodices made ‘en corset’ with long points. Sleeves short and
tight, ending in a small bouillon or lace manchette.



Skirts either with one deep flounce of lace; or a flounced tablier; or two
flounces en disposition. Ball dresses trimmed en tunique; or as an open robe;
or with two skirts, the upper shorter than the lower.

Materials: velvet, satin, moiré, Pekins, shot taffeta, chiné taffeta, poplin
broché, crepe and tulle over satin, tarlatan, grenadine figured, la Jardinicre.
New Materials: Alpaca, Saxony, la Jardiniére, poplin broché.

OUTDOOR GARMENTS

Mantles and Cloaks
These tend to be shorter; trimmings of black lace and fringe are common.

Mantlets
of black silk, with flounced edge and long scarf ends worn in summer.

Scarves
The long scarf, a foot wide, the ends fringed, often replaces the mantlet in
summer; of silk with broad stripes, or muslin with a flounced border.

Shawls

Square, plain ground, rich border; or broch¢ and damasked (fringed); or
white cashmere, bordered. At the end of the year very large cashmere shawls
with a point descending nearly to the ground behind, and very deep borders,
come in. Borders of velvet shawls embroidered in coloured silks.

ACCESSORIES

Gloves

elaborately trimmed round the top, with tassels. Mittens of black silk ‘are
indispensable for all social parties’.

Jewellery: gold smelling bottle suspended by a chain and hook from the
ceinture.

The ‘three fold’ linen button introduced by John Ashton.

1842

The changes from the previous year are slight, but mainly a tendency to
greater severity and plainness. Thus, for day dress, the redingote form is
common, with sleeves plain but fuller in the upper part. In evening dresses
the double skirt increases in favour.



DRESSES

Day

Redingotes with plain high corsage, long tight sleeve and skirt en tablier; in
summer of nankin with pelerine trimmings en disposition. Some with full
corsage, and skirt with buttons or brandebourgs down the front en tablier; or
with corsage en Amazone, a plain high body tightly buttoned to the throat
with small cambric collar and cuffs.

Pelisse-robes as previous years, but often trimmed with quilling.

Round dress, as before.

Some summer dresses of quadrilled gingham, the bodice en blouse with
demi-large sleeves; and muslin dresses with gauged corsage en canezou.
Peignoirs retain their popularity; in winter of cashmere or a twilled woollen
levantine, and lined.

Materials: barége very fashionable, and passementerie trimming. ‘The new
bareges have given mousselaine de laine its death-blow.’

Evening

Demi-evening, three-quarters high and tight to the shape, the bodice opening
with small lapels; demi-large sleeves; the skirt with two deep satin flounces,
the upper one looped up at one side with a bouquet.

Full evening. Corsage very low and full, or in a deep ‘V’ with a chemisette
or a bertha-pelerine; or low and round with a lace bertha. Pointed, some with
scalloped point. Sleeves short and tight.

Skirts with two deep flounces en disposition; with satin dresses one deep
lace flounce of tulle, crepe lisse, etc., over satin.

A new form is the tarlatan dress with double skirt; a deeply pointed bodice,
the neck low and draped all round in full folds.

Ball dresses either en tunique, or with one side looped up and caught with a
bouquet of flowers, or the overdress shorter than the under. Corsage very
low and tight with drapery folds, or a la Sevigne, or with a lace bertha-
pelerine (i.e. a bertha which opens on the bosom and descends down the
centre to the waist). Short sleeves with double bouillons.

Materials: tarlatan very fashionable.

New Materials: Pekin Victoria.

OUTDOOR GARMENTS
Mantles and Cloaks



New Types: the Camail. A waist-length cloak, with armholes, rounded
below, full round the neck with small falling collar. In summer of
embroidered muslin, lined and lace trimmed, or of black silk, fringed. In
winter wadded, of cashmere, satin or velvet.

The Crispin. A short mantle, occasionally with sleeves, cut on the cross;
close round the shoulders and neck and with a small pelerine-cape. Of
similar materials.

The Crispin-Cloché. A bell-shaped Crispin, knee-length.

The Cardinal (or Cardinal-Pelerine). A short collarless cape without sleeves,
either just above or below waist level, rounded below. For morning, of
barége or coutil; for evening, of lace.

Mantles
for carriage wear tend to be shorter than the full mantle of previous years.

Mantlets
large, and very low behind, with three lace flounces which terminate at the
bend of the arm. Small cape and long scarf ends.

Pelerines
of cambric or muslin, for day or evening, are now cape-shaped, and merge
into the mantlet form.

ACCESSORIES

Jewellery: brooches now much smaller. Bracelets containing a portrait
fashionable.

1843

The changes of fashion during this year are but slight; in the bodice an
increase of the point which is often rounded into a scallop, and in the skirt an
increasing use of one or two deep flounces, which are often scalloped and
pinked; these changes being seen in day dresses as well as in evening. Skirts
tend to lengthen almost to the ground. But the principal developments are in
the outdoor garments, the shawl being largely displaced by forms of cloak
and mantle. The general effect is always towards a greater rigidity.

DRESSES
Day



Morning dresses of cloth, with high corsage, some closed, others open in
front in the habit style; cambric collar and cuffs; waist either round or
pointed. (By the middle of the year the point is usually rounded.) Plain
sleeves either tight to the wrist, with a cuff, or short (halfway between the
elbow and wrist) and half-tight, with engageantes; often with two small rows
of bouillonée round the upper arm. Some morning dresses have the bodice
buttoned up to the throat so that by unbottoning the top, lapels are formed
when used for ‘half dress’.

Collars are small and square in form, trimmed with lace, and worn close
round the neck.

The ‘pelisse-robe’ is largely worn for morning and afternoon dress.

The redingote, with skirt en tablier, for the ‘promenade’ and afternoon, is
very common. The more formal or ‘carriage’ dress has the skirt with a series
of tucks or two scalloped flounces, or one deep bias flounce of the same
material, placed almost at knee-level and headed by pleated ribbon, or
reaching from above the knee down half way to the ankle, simulating a
double skirt.

Pockets concealed in the folds of the skirt become usual. Trimmings of flat
braid and velvet and passementerie are much used.
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1841
Full length: Morning dress of striped silk trimmed with rows of reversed pleatings
Evening dress of straw-coloured silk, corsage a la grecque
Evening dress of pink striped silk, trimmed with tucks
Half length: Back of centre figure
Walking dress with sleeve puffed at the elbow
Evening dress, the corsage in folds



1843

Evening dress of blue and white Pekin silk, trimmed en tablier with passementerie
Ball dress of pink tulle over satin
Ball dress of satin broché with festooned lace flounces en tablier
Evening dress of white satin trimmed with lace en pelerine and lace flounces

Materials: plaid, shot and striped taffetas, pekins, poplin, satin striped
foulards and varieties of barcge.

Evening

Similar to previous year, but the point of the corsage is often scalloped. By
the summer the corsage is cut less low and the double skirt becomes usual. A
new type of corsage, the Monte span, with a deep peak front and back, is
introduced, ‘a kind of bodice, descending below the waist and taking in the
hips; tight to the shape, cut square at the top and excessively low.” Ball
dresses are made with two or three skirts in diminishing size, of transparent
material over satin. The ‘Cardinal-Pelerine’ is a deep lace bertha, cleft in the
centre, worn with evening dress.

Materials: shot and watered silks, chiné plaids, tarlatan, organdy.

New Material: Alpago.

OUTDOOR GARMENTS



Mantles and Cloaks

The Camail and the Crispin undergo modifications which render them
almost indistinguishable, the latter preserving a certain close and rigid fit
round the upper part.

Shoulder capes, under the name of Cardinals, are a development from the
pelerine.

Paletot

The paletot, with three capes or ‘pelerines’ (two rounded in front and the
third ending in a point at the waist) becomes a combination of a Camail and
a Cardinal. Winter mantles are more voluminous, loose from the shoulders,
very wide and nearly reaching to the ground, having loose sleeves and a
velvet collar. They are made of satin, and lined with plush or silk.

Mantlet

The mantlet, or mantella, rounded and deep at the back with long scarf ends
in front, is just beginning to acquire sleeves and will presently become yet a
new garment with a new name. In its more primitive form, the wide scarf is
still in use, draped round the shoulders with the long ends hanging down in
front nearly to the ground. ‘It is becoming as popular as during the summer
of 1837, the period of its first introduction. In form it differs but slightly
from those worn at that time, the chief alterations being that lace is no longer
employed for trimming. Of black, puce or brown taffeta en negligé. Or light
shot-colours for dress.’

Casaweck

The casaweck is similar to the mantle, but knee length.

Large square Shawls with black grounds thickly covered with flowers in full
colours.

ACCESSORIES

Boots

Hall’s patent elastic boots.

Ladies’ Elastic Gaiters in silk, cashmere and woollens.

NOTE: Wire-drawn hooks and eyes, or brass or japanned iron, and pins with
solid heads, are now in general use.

Prices
Fringed satin Cardinals, 12/6.



Musquash boas, 5/9. Squirrel boas, 9/6. French Sable boas, 28/6. Lynx
muffs, 14/9. Sable muffs, 16/- to 31/6. Ermine muffs, 25/-.

Chinchilla muffs, 21/-.

Merinos at 2/9 a yard. Spitalfields Ducapes from 1/4}. Satin Turcs from 1/7
}. Striped silks from 1/3 }.

Paisley Shawls, 21/6; with scarlet grounds, 31/6.

1844

“The time is past when great and sudden changes took place in fashions.’
In spite of this contemporary opinion, expressed at the end of this year, we
can detect a very decided move, after two years’ immobility; the Gothic
spirit is more noticeable; in day dresses the bodice is more open in front in a
deep ‘V’ with lapels turned back; the close sleeve is expanding into a bell
opening, and the skirt is apt to open over an under-skirt, so that long pointed
angles are a feature. In evening dresses the same effect is got by a long
pointed bodice above an open skirt. In addition materials are richer and
trimmings more varied, and skirts tend to increase yet more in width so that
for evening dresses the half-train is introduced.
The outdoor garments become so complex that their distinguishing names
tend to be abandoned and they are described simply as ‘pardessus’.

DRESSES

Day

The Round Dress, with high tight corsage trimmed with a pelerine or with
lines of pass-menterie en cceur; round or pointed below; tight sleeves, and
skirt plain or with a tablier.

The Pelisse-Robe with pointed bodice open down to the waist with lapels
and chemisette; the sleeves often widening into a bell-shape with white
undersleeves; the skirt open over a white petticoat. Or, as a variation very
common this year, the front opening of the bodice and skirt laced across.

The Redingote, with closed tight corsage, tight sleeves, and skirt trimmed all
down the middle. The Peignoir (for summer) with corsage nearly high and
en cceur, pointed over a wide-open skirt. Long wide sleeves.

‘Aprons are in very great vogue’ for home costume being made of black silk,
or satin encircled with a stamped chicorée trimming; others in shot silk.
(April) ‘walking dresses are now commencing to be seriously thought of; the



materials most in favour being rich satins, poplins, pekins and plaided
cloths.’

The ‘afternoon’ or ‘visiting’ dress has the skirt usually trimmed either with a
deep ‘bias’ composing the lower half of the skirt, or with two scalloped and
pinked flounces, or tucks. In summer, with muslin dresses, the double skirt is
sometimes used. The chemisette is beginning to develop into a blouse by the
addition of sleeves which appear beyond the dress sleeves and serve as
engageantes. During the summer skirts increase in width and ‘flounces are
quite the rage’.

Trimmings for day dresses largely braid, passementerie and velvet.
Materials: cloth and merinos fashionable, also alpaca; in summer, bar¢ge
and organdy. For promenade dresses chameleon silk, florence and foulards.

Wedding Dresses

are now made more like a day dress, e.g. ‘the corsage three-quarters high,
round above and drawn in with a little fullness at the waist which 1s round;
three-quarter sleeve of a series of small bouillons; double skirt.’

Evening

Corsage very low and tight with long tapering point; very short sleeves. Skirt
either open with front facings of lace and velvet over a satin underskirt
trimmed with three lace flounces, or an over-dress of transparent material
with three skirts over a satin one.

Or the ‘open robe’, i.e. the corsage open with turned back lapels covering the
shoulders and the very short sleeves, and finishing at the waist; the skirt
open down to the knee over an under-dress. The open robe is very
fashionable, and the bosom ‘cut indelicately low’, and round.

The ‘corsage a la Norma’, the front with a loose fold in the centre caught
with a gold ornament. Demi-trains are introduced for full dress. Black velvet
aprons worn in the evening.

Materials: The silks and satins are more elaborately designed and richer than
in former years. Ball dresses (with double skirts) of organdy, tarlatan and
crepe.

OUTDOOR GARMENTS

Pardessus. Crispins of wadded satin, with large sleeves and capuchin hood.
The Polonaise, of velvet or satin, close fitting corsage and sleeves; skirt half
length and moderately full; a short square pelerine-cape. The Caftan,



between a paletot and a mantle.

The Polka, a short shaped mantle with sleeves. The Camail, or Cardinal-
Pelerine is large, while the Mantle is made in the form of a pelisse. These
outer garments tend to become more shaped at the waist and to approximate
each other so that presently ‘Pardessus’ serves as a generic name for any
outdoor garment of half or three-quarter length with sleeves, and shaped in
at the waist. They have generally a short rounded cape or ‘pelerine’, and are
trimmed with lace or velvet.

Paisley Shawls in winter.

ACCESSORIES

Gloves
Evening, short and plain, finishing just above the wrist.
Rubber Galoshes worn in muddy weather.

Jewellery: several bracelets worn on both arms. Large drop ear-rings. Barege
Scarves with broad coloured stripes ‘a la Bayadere’ very fashionable in
summer. Parasols smaller and often fringed. Bouquets and Handkerchiefs
carried in the hand.

Prices

Cameleon silk, 1/10 a yard. Twilled cashmere, 8/9 ‘the full dress’ (an
expression meaning a full dress length of material).

Handkerchiefs, Irish cambric, 16/- a dozen. French ditto, 30/- to 70/- a.
dozen.

Polka Mantle, 25/-. ‘The Pardessus Pelisse’, 18/9.

Rich watered Peignoir, 38/6.

Squirrel Victorine, 5/9. Sable mink ditto, 8/9.

1845

During this year the interest is mainly concentrated on the skirt, *which
becomes more decorated; a fashion for rows of ornamental buttons running
down the whole length in the centre of the dress contrasts with a taste for
horizontal lines of trimming round the skirt in diminishing width as they
pass upwards, the so-called ‘pyramid style’. In addition the liking for
flounces, especially scalloped, double skirts (now used for day dresses), and
the skirt set with one deep bias, does not diminish. There are also further
forms of the mantle.



As regards materials a host of variations of shot silk appear on the
market. ‘Velvet is employed for every possible article of dress’ (winter).
‘The days are past when fashions went from one extreme to another.’

DRESSES

Day

The previous types continue, but a new form of corsage appears in the
summer, the Caraco, at first shaped like a jacket and later an actual jacket,
open in front over a chemisette, and with the front longer than the back.
Sleeves, in cloth or silk dresses, remain tight, but of three-quarter length
with a white undersleeve to the wrist. In muslin dresses the sleeve is fuller
and slightly bell-shaped at the opening. Skirts are plain or flounced, or
double; in redingotes with lines of buttons descending en tablier. Many are
trimmed with velvet or ribbon en pyramid.

The waist is either pointed or round (in which case a ribboned ceinture is
worn).

Redingotes remain unaltered but round dresses are more frequently worn
with two or three flounces. Visiting dresses are more elaborate, having more
flounces, or double skirts. Materials: (Winter) cloth. (Summer) balzarine,
coutil, printed muslins, baréges, batiste, nankin (especially with the Caraco
dress), mousselaine de soie, pyramid silks. ‘Shot silks have become so
common that plain silks are considered more elegant’ (in the summer). There
is a marked taste for materials with horizontal stripes, and trimmings of
passementerie, braid and velvet.

Evening

Corsage always tight to the shape and deeply pointed; some round and off
the shoulders with a bertha, others en demi-cceur, with a chemisette.

Sleeves very short and almost hidden by the bertha.

Skirts open as a robe, revealing a flounced under-dress; or trimmed en
pyramid, or with multiple flounces. Some are trimmed en tunique or made as
short open tunics. Ball dresses usually with double skirts of transparent
material. ‘Les Montants’ or trimmings (of foliage or lace) placed on each
side of the skirt. Materials: shot silks, especially chameleon, chiné silks,
velvets.

Fashionable Colours: shot colours and black are the most in vogue.

OUTDOOR GARMENTS



New forms are:

1. The Visite, close fitting, lined, and heavily trimmed with black lace or
chenille. In shape between the camail and the scarf-mantlet; the pelerine is
very large, and the scarf ends rounded and drawn in at each side of the waist
so as to produce a kind of half-sleeve.

2. The Casaweck. A short mantle, lined and wadded, and quilted round
the border.

Summer Mantlets of organdy lined with coloured silk and embroidered in
featherstitch.

The Pelisse-Mantle, of satin or silk, of three-quarter length, is a revival of
the old-fashioned pelisse, but fitting the shape at the waist.

ACCESSORIES

Mittens
still worn with day and evening dress.

Prices

Paisley Shawls, two yards square, 15/9 to 21/-.

Polkas, 16/9, Barege Shawls, 5/9.

Swiss muslin, the full dress, 3/9. Barége ditto, still worn with day and
evening dress. 4/9. Balzatine ditto, 10/9. Glacé silks, 1/6 to Prices 2/6 a yard.
Satins, 4/- to 6/9 a yard. French Paisley Shawls, two yards square, 15/9 to
21/-. merinos, 3/- to 5/9 a yard.

1846

The chief feature of the year is the introduction of the ‘waistcoat-
corsage’ and the jacket, while the varieties of the pardessus increase. The
stiff effect is further diminished by abundance of trimmings, and the long
pointed Gothic angles are broadening and curving into the ogee. The pure
‘early English’ period is changing imperceptibly into a ‘decorated period’.

DRESSES

Day

The redingote form retains its popularity for morning and visiting dresses. It
acquires the ‘gilet corsage’, open with lapels ‘like a gentleman’s waistcoat’
(or the modern dress coat), closed at the waist by three buttons and sloping
away a little in front and descending well below the hips. The round dress



develops a ‘jacket corsage’; e.g., ‘a morning dress of grey taffeta, the bodice
being a jacket with basquins buttoning down the front and high in the neck;
tight sleeves with reversed cuffs; five rows of frilling on the skirt as volans.’
Or the jacket may be simulated by basquins (an extension of the corsage
below the waist line). With the open corsage the revers extend down to the
waist and are widely splayed apart revealing an embroidered chemisette;
with a closed corsage an embroidered canezou of muslin or cambric
descending in rounded points to the waist, front and back, is a common
feature. Or, in place of a canezou, the ‘corsage a basque’ is ‘encircled with a
bias of black velvet forming a kind of round flat collar close up to the neck
and descending down the centre of the front and round the sides’.

The waist is usually round with a ceinture with a knot and floating ribbons.
There i1s an increasing tendency to skirts without trimming ‘for the
extravagant width of skirts makes the addition of trimming very often
ungraceful’, but a number have five or six scalloped and pinked flounces; or
plain tucks. Fringe is frequently used as trimming. Occasionally the skirt
has, on the right side, half way up, a small slit enabling the skirt to be caught
up through it in order to reveal a glimpse of the embroidered petticoat.

The peignoir (e.g., with corsage widely open with revers of stamped velvet
meeting those of the open skirt over a cambric under-dress, the sleeves loose
with cambric undersleeves) retains its popularity for morning wear,
especially in the summer.

In addition, the types of day dress seen in the former year are also worn.
‘The gowns are still worn very full, that is seven breadths without and six
with flounces, and these last and trimmings of all sorts, are much worn very
high up; evening gowns made with rows of fringe up to the waist or tucks
with ribbon through them up to the waist. Buttons are the rage and sleeves
are not worn open or short so much as they were. Bodies are made straight
or cross as one likes, and white collars are rather larger.” (Letter from the
Hon. E. Stanley, Feb. 1846).

Materials: merino, satin-merino, cordeliére, alpaca, cashmere. For
afternoons, Pekins, striped and quadrilled taffetas, foulards, chiné silk,
levantines, glacés, poplins, cloth, reps, cashmeres and velvet. (Summer)
Wool grenadine, foulards especially quadrilled, silks with narrow white
stripes on dark grounds, mousse-laine de soie, barége, printed tarlatans,
glacés.



NOTE: reference i1s made to ‘the striped silks or as they are called “Pekins”.’
This has become now a generic name for striped silks.

Evening

The long point of the corsage is even longer and the corsage descends still
further over the hips with the skirt gauged on to it. It is cut very low, sleeves
very short, and the skirt with numerous scalloped and pinked flounces, or
lace or dress material. Or a double skirt, the hem of the under one fluted, the
upper one looped up in three or four waves.

The open robe is less common.
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1844
Promenade dress of dark striped Pekin silk; black satin pardessus with cape; gimp edging
Carriage dress of green satin under a Polish pelisse of black satin, ermine trimmed
Walking dress of plum-coloured satin with column of fancy trimming on each side
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1845
Opera dress of white satin, with two broad lace flounces; dark velvet sortie de bal
Promenade dress of brown satin under a mantle of bright purple satin
Carriage dress of dark green velvet; palatine and muff of ermine

Ball dresses of crepe, tulle, etc., embroidered in colours.

Materials: damasks, velvet, satin broché, taffetas, and satin moiré. (Summer)
Transparent materials, especially barege and organdy.

New Materials : reference is made to Japanese silks. Wool grenadine, rep-
bluets.

Fashionable Colours: in country dresses or ‘the morning walking costume’
the conventional colour rules are deliberately broken, e.g., a skirt of striped
green and white barége and a jacket of violet silk; worn with a garden hat.
Or a seaside dress, of light violet and white striped barege skirt and a jacket
of sea-green cashmere.



OUTDOOR GARMENTS

Pardessus. ‘Every day brings new forms of pardessus.’

The Polonaise is now ‘with high corsage, buttoning half way down to the
waist and then sloping away to reveal the dress; half-length and trimmed
with black lace.’

The Marquise, a mantlet with short ends and short sleeves, the back with a
deep flounce. These, with the Visite, now fit in closely at the watist.

The Casaweck is now a shaped jacket, like an ‘Eton’, and quilted, the revers
forming a flat collar, the sleeves cleft at the end and hanging loose.

The Crispin is revived, of half-length, cut on the cross, wide below but close
round the shoulders and neck, with a falling collar.

The Polish Jacket (for seaside and country) of cashmere, lined with quilted
satin, with revers and collar similar to a man’s dress coat; waist-length; the
sleeves square and split open to the elbow on the inner side.

The Andalouse Cape, of silk, trimmed with broad volants of crepe lisse,
fringed. The front ends are cut straight, and the arms are free.

The Polverino, a large wrapping cloak of silk, loose and unlined, with or
without a hood.

The Caprice, an evening loose jacket with armholes but no sleeves; sloped
away to a rounded point below the waist at the back; worn over evening
dress.

There is an increasing use of taffeta for Pardessus.

Shawls
(Summer). Of embroidered China crepe, some black embroidered in colours.
Crepe de Chine, red and embroidered; lace; muslin, lined; Italian silk.

ACCESSORIES

Gloves

extremely short (day and evening).

The ‘La Sylphide’ Parasol. The stick of metal (hinged below the handle)
with ribs of whalebone and stays of iron. The cover of fringed taffeta. A
carved ivory handle and point.

Furs: Siberian sable, chinchilla, grebe, Kolinsky, and grey squirrel.
Dress Clips, called Pages, formed in the shape of a negro’s head, atta