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Annual  Conference 2009 
 
The 2009 DATS conference was held in Leeds on the 19th and 20th of November, with different  
topics explored each day. Day one was held at the Leeds City Museum and the programme of 
speakers addressed the themes of Ready to Wear and Textile Production.  At the end of the day 
delegates were given a tour of the stored collections at the Discovery Centre, by curator, Natalie 
Raw.   
Day two was held at Temple Newsam House, a magnificent TudorςJacobean mansion, and the 
theme of the day was Curating the Country House. Activities in the morning included a hands-on 
workshop with Annabel Westman on Identifying 17th and 18th century furnishing textiles, and a 
presentation by Sharon Woodcock and Natalie Raw on their revival project at Lotherton Hall.  
During the afternoon delegates were guided around Temple Newsam and its collections by the 
Curator of Exhibitions, James Lomax, , ǿƘƛƭŜ ŎǳǊŀǘƻǊ tƻƭƭȅ tǳǘƴŀƳΩǎ presentation, Textiles by 
Candlelight  highlighted ¢ŜƳǇƭŜ bŜǿǎŀƳΩǎ collection of gold and silver brocades and illustrated 
how spectacular these fabrics look shimmering in the light of candle lit lamps.  

_____ 
 

Notes on the Shoddy and Mungo Industry in Batley and Dewsbury, Katina Bill, 

Kirklees Museums and Galleries 
 
Definition 
Shoddy is primarily recycled wool, though the term has been also been used for recycled 
cotton and rayon. The distinction between shoddy and mungo is confusing, and there is 
overlap. Mungo seems to be a variety of shoddy. 
According to Gee: 
Shoddy (is) fibrous material resulting from pulling knitted or loosely woven rags and wastes 
and some light and thin felts.  Mungo (is) pulled material resulting from the pulling of thick 
felted rags, maximum set and thoroughly shrunk goods or small pieces of rag in which the 
fibres are short. 
Often now called reclaimed fibres, rather than shoddy. 
 
Origins 
Invention of shoddy dates back to very early years of C19th 
The first reclaimed fibres were used for padding, especially, saddles 
 
Benjamin Law is the person widely credited with inventing the process, in 1813.  But itΩs 
never that simple. ItΩs not certain who invented the process, but it seems that Law was the 
first to recognise or exploit its commercial potential. Law set up business in Batley, and was 
soon followed by other entrepreneurs working in the same field. The industry became 
established quickly, grew rapidly and continued to grow through the 1800s: 
1855 35,000,000 lbs of rags dealt with 
1875 104,000,000 lbs of rags dealt with 
 
It had a huge impact on Batley, which went from a small village to a large town in about 20 
years, and was at one time the fastest growing town in W. Yorks. The shoddy industry 
ǿŀǎƴΩǘ ŎƻƴŦƛƴŜŘ ǘƻ .ŀǘƭŜȅΣ ōǳǘ ǎǇǊŜŀŘ ǘƻ ǘƘŜ ƴŜƛƎƘōƻǳǊƛƴƎ ǘƻǿƴǎ ƻŦ 5ŜǿǎōǳǊȅ ŀƴŘ hǎǎŜǘǘΣ 
and remained primarily in this small area.  
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The process involved several related industries, from collecting and sorting rags, fibre 
reclamation itself and engineering, to create the required machinery. 
 
Processes in making shoddy 
 
Collecting and sorting rags 
The raw material of the shoddy industry was used rags, tailors clippings and off cuts.  The 
quality of the end product depended on the quality of the rags: new tailors off cuts were the 
best quality, dirty worn out clothing was the lowest quality. Sorting and grading rags was of 
enormous importance. 
 
The industry came to generate an enormous demand for rags, which were collected 
throughout the country, and internationally. 
There were regional differences: 

 Scotland ς coarse knitted, good strong staples 

 mining areas ς dirty and poor 

 clean sound worsted mostly from cities 

 agricultural districts tweeds and cheviots 
 
The rags were sold at auction in Dewsbury and Batley, originally at the train stations, later at 
purpose built warehouses. Sorting rags into different categories was extremely important. 
 
There were many rag merchants, some specialised and some more general. The larger might 
sort rags into 1000 different lots. Specialised firms might have 26 different qualities of 
indigo. 
The sorting was done on riddles ς usually a mesh topped table through which rubbish and 
dust can fall ς with a northern light. It was a dirty, messy and unpleasant job, mostly done 
by Irish women. 
 
As well as being sorted, the rags were cleared on unwanted bits and pieces (so called 
ΨŎƻƴǘǊŀǊƛŜǎΩύ ǎǳŎƘ ŀǎ ŎƛƎŀǊŜǘǘŜ ōǳǘts, coins, tickets, hankies etc, and linings pulled out. 
 
Angus Bethune Reach described the conditions in which the women worked; the women, 
Ψlaboured in a sort of half roofed outhouse, the floor littered with rags and heaped with dust, 
the walls and beams furred with wavy down-ƭƛƪŜ ƳŀǎǎŜǎ ƻŦ ŦƛƭŀƳŜƴǘΧ ¢ƘǊƻǳƎƘ ǘƘƛǎ ǘƘŜ 
women, with their squalid, dust-strewn garments, powdered to a dull greyish hue, and with 
their bandages tied over the greater part of their faces, moved like reanimated mummies in 
their swathings; I had seldom sŜŜƴ ŀƴȅǘƘƛƴƎ ƳƻǊŜ ƎƘŀǎǘƭȅΩΦ 
 
Preparing rags 
Before being ripped into fibres, the rags were washed, stripped and dyed, if necessary. 
Stripping of dye was only necessary if the required cloth was a different colour to the 
original. In many cases, stripping and dyeing would not be necessary as the same colour 
would be required at the end. 
Carbonisation is a chemical process whereby cotton thread is removed without damaging 
the wool. 
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Blending and oiling 
Where sorting and pulling is done by same firm, the rags are blended before pulling to be 
close in colour: rags are laid on the floor of the pulling room, different colours and qualities 
on top of each other, then fed into machine, small amounts at a time, but in preserving 
proportions of mix. Wool or waste may be added to improve quality or lighten colour. 
Shoddy maker is supplied with a small sample which must be replicated for shade and 
quality. When a few pounds of rags pulled, a comparison is made with the sample, and 
additions made to get colour right, using the Blend Book for reference. 
 
This is the Fearnought which is the main machine in the blending plant.  Material comes 
from next door, through this cage and then it goes through the Fearnought which opens it up 
and mixes it but the mixing is not only done though the Fearnought but through spinners 
which are in the next room, that's where its blown and mixed into layers and builds up and 
builds up and then its taken from one to another and it does the same.  Its surprising just 
blowing it and spinning it through the spinner how even a black and white gets to a grey. 
Henry Day 
 
Pulling 
Pulling is the heart of heart of the process, whereby the rags and ripped apart and blended 
together to form a new usable fibre. A pulling machine has rollers of teeth which rotate and 
pull apart the rags. Different settings (speed of the rollers, size of the teeth) create different 
end results and are more appropriate for different typoes of rags. Too much pulling results 
ƛƴ ŀ ΨōǳǊǎǘΩ ǎƘƻŘŘȅ ǿƘƛŎƘ ƛǎ ŦǊƛŀōƭŜ ŀƴŘ ǇƻǿŘŜǊȅΣ ǿƘƛƭǎǘ ǘƻƻ ƭƛǘǘƭŜ ǇǳƭƭƛƴƎ ƳŜŀƴǎ ǘƘŜ ǎƘƻŘŘȅ ƛǎ 
raw and still contains bits of rag. 
 
ItΩs a double swift pulling machine - can pull anything ... it has the versatility and the scope 
to pull anything from fine lambsΩ wool clips up to synthetic carpet threads.  So we cover a big 
range.  And with that machine, with 2 swifts, we don't get any rag bits which the normal 
pullers do...  we feed straight into the double box press. Henry Day 
 
Products of Shoddy 
The shoddy industry produced a great range and variation of goods, though mostly at the 
lower end of the marker, some was good quality. In 1947 prices varied between 220/- per 
cwt for new white flannel and worsteds (fine) to 18/- for old grey linsey cloth.  
The quality largely depended on the quality of rags and how much virgin wool mixed in. 
 
Some sample recipes: 
 

Khaki coating warp and weft blend 
224 lb khaki serge (mungo) 
20lb khaki wool 
20lb white cross-bred wool 
4 gallons oil 
 

blanket 
140lb carbonised seams 
80lb carbonised silky merinos 
140lb new clips 
36 lb mixed nippings (waste made by piecer 
in woollen mule spinning) 
6 gallons black oil 
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Blazer cloth cotton warp, weft blend 
116 lb white cashmere clips 
36lb corn plaster cuttings 
60 lb white felts 
18lb super-bleached floss 
18 lb super cashmere 
95lb white worsted 
7 gallons oil 
I gallon water 

 
Jubb lists main products in early days as 

 Flushings ς heavy coarse, well-rasied cloth with very little finish, prob mostly 
replaced by pilots; mostly blue or drab, rare now except for Royal Navy 

 druggets ς mixed unraised cloth, often plaided, in various widths and qualities, 
chiefly made at Batley Carr, main use low carpeting, mostly for home market 

 paddings ς red and crimson, for stuffing and stiffening collars etc 
 
According to Jubb, by 1860, this had expanded to include: 

 duffels ς stout, medium and good quality, well raised and finished soft 

 frieze cloth ς mixed and mostly unraised, heavy and sound, for Irish market, in 
brown, claret mixed and grey 

 witneys - Ǉƭŀƛƴ ŎƻƭƻǳǊǎ Σ ƳƛȄǘǳǊŜǎ ŀƴŘ ŦŀƴŎȅ ǎǘȅƭŜǎ ŦƻǊ ƭŀŘƛŜǎ ƳŀƴǘƭŜǎ ŀƴŘ ƳŜƴΩǎ 
overcoats 

 mohairs ς with woollen or cotton warp 

 pilots ς shoddy staple, commonly blue, also black and brown 

 tweeds ς summer overcoats etc 

 petershams 

 strouds, mostly blue, for Govt and Hudson Bay company, with white stripe between 
selvedge and cloth 

 savelists 

 army goods, esp Kersey for soldiers great coats and convicts clothes 

 reversibles ς  

 linings 

 coloured blankets ς Ƴŀƛƴƭȅ ŦƻǊ !ƳŜǊƛŎŀƴ ΨǎƭŀǾŜ ǎǘŀǘŜǎΩ 

 velvets ς grey and brown union mixtures 

 sealskins ς mohair etc, lustrous, up to £1/yard 

 cheviots ς  
 
Shoddy Industry in recent years 
 
Shoddy industry in West Yorkshire declined since WW2, along with rest of textile industry in 
the region, and the industry has virtually disappeared. 
India and Italy are now the main centres of production 
 
IƻǿŜǾŜǊΣ ǘƘŜ ƎǊƻǿǘƘ ƻŦ ΨDǊŜŜƴΩ ŀǿŀǊŜƴŜǎǎ ƛǎ ƎƛǾƛƴƎ ǘƘŜ ǘǊŀŘŜ ŀ ƴŜǿ ƭŜŀǎŜ ƻŦ ƭƛŦŜΦ !ǘ ƭŜŀǎǘ 
ƻƴŜ ŦƛǊƳΣ ōŀǎŜŘ ŀǘ !ƭōŜǊǘ aƛƭƭǎ ƛƴ .ŀǘƭŜȅΣ ƛǎ ǇǊƻŘǳŎƛƴƎ ǎƘƻŘŘȅΦ Ψ9ǾŜǊƎǊŜŜƴΩ ȅŀǊƴ ƛǎ ƳŀǊƪŜǘŜŘ 
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as environmentally friendly and, according to the label, contains 80% recycled fibres. Now, 
for the first time ever, shoddy makers are proud to declare the nature of their product. 
 
Sources: 
History of the Shoddy Trade by Samuel Jubb, (a shoddy mfer)1860 
Shoddy and Mungo Manufacture  by NC Gee, head of Dewsbury Technical college Textile 
Dept, c1950 
Plus tour/interview at Days, in Dewsbury, in 2000, just before they closed down 

_____ 
 

ά¢ƘŜ /ƘƛŜŦ {Ŝŀǘ ƻŦ ǘƘŜ /ƘƛŜŦ aŀƴǳŦŀŎǘǳǊŜ ƻŦ ǘƘŜ wŜŀƭƳέΥ ǊŜŎƻǾŜǊƛƴƎ ǘƘŜ 
textiles history of Norwich ς a synopsis.  Cathy Terry, Curator of Social History, 

Norfolk Museums and Archaeology Service 
 
¢Ƙƛǎ ǘŀƭƪ ǇǊƻǾƛŘŜǎ ŀƴŘ ƛƴǘǊƻŘǳŎǘƛƻƴ ǘƻ ǘƘŜ bƻǊǿƛŎƘ ǘŜȄǘƛƭŜǎ ƛƴŘǳǎǘǊȅΣ ŦƻŎǳǎƛƴƎ ƻƴ ǘƘŜ άǎǘǳŦŦǎέ 
industry of the 18th century. It describes the complex and closely integrated group of trades 
which together produced desirable and distinctive cloths such as callimancos and taboretts, 
destined for places as far flung as China, Russia, New England, Italy, Holland, and 
Scandinavia. 
 
Norwich is a provincial city in which textile production is now barely a memory, and yet for 
hundreds of years it was the major industry in a city second in size and importance to 
London. Textile money underpinned its prosperity, and a textiles oligarchy held the reins of 
power in local government. Today, Norwich has fine museums, civic records and buildings. 
However, apart from a remarkable collection of pattern books, there are surprisingly few 
surviving examples of cloths or garments that reflect the era of peak production. During the 
18th ŎŜƴǘǳǊȅ άbƻǊǿƛŎƘ {ǘǳŦŦǎέ ǿŜǊŜ ŜȄǇƻǊǘŜŘ ǘƻ 9ǳǊƻǇŜŀƴΣ !ǎƛŀƴ ŀƴŘ !ƳŜǊƛŎŀƴ ƳŀǊƪŜǘǎ ƛƴ 
ƘǳƎŜ ǉǳŀƴǘƛǘƛŜǎΣ ŀƴŘ bƻǊǿƛŎƘ ǿŀǎ ŀŎƪƴƻǿƭŜŘƎŜŘ ŀǎ ǘƘŜ ƳŀƧƻǊ ƳŀƴǳŦŀŎǘǳǊŜ ƻŦ άǎǘǳŦŦǎέΣ 
(worsted and worsted mix cloths). 
 
Traces of this activity remain in the Norwich townscape. We can see from the few surviving 
ǿŜŀǾŜǊǎΩ ƎŀǊǊŜǘǎ ŀƴŘ ƳƻŘŜǎǘ ǿƻǊƪǎƘƻǇǎ ƛƴ ǿƘƛŎƘ ǘƘŜ ŎǊŀŦǘǎ ǿŜǊŜ ǇǊŀŎǘƛǎŜŘΣ ǘƘŀǘ ŎƭƻǘƘ 
production was pre-industrial in scale and nature. At the same time, the evidence from the 
ƛƳǇǊŜǎǎƛǾŜ ƳŜǊŎƘŀƴǘΩǎ ƘƻǳǎŜǎΣ ƳƻƴǳƳŜƴǘǎΣ ŎƘǳǊŎƘŜǎ ŀƴŘ ŎƛǾƛŎ ōǳƛƭŘƛƴƎ ǎǳƎƎŜǎǘǎ ǘƘŀǘ ǘƘŜ 
profits it generated were substantial. To understand how Norwich succeeded at a time 
when other mighty textile cities failed we examine the versatility and ingenuity of the 
various trades involved in cloth making over the previous four or five hundred years. 
 
The wealthy and powerful medieval city gradually developed a number of different textile 
specialities, including dornix weaving, linens, knitted stockings and Turkey work, as well as 
woollens and worsteds. Lying at the centre of a rich agricultural area, it had a famous 
market as well as excellent trading connections to London and across the North Sea. Add to 
this the combined expertise of many generations of immigrant settlers, collectively known 
ŀǎ ά¢ƘŜ {ǘǊŀƴƎŜǊǎέΦ CƭŜƳƛǎƘΣ 5ǳǘŎƘΣ ²ŀƭƭƻƻƴ ŀƴŘ CǊŜƴŎƘ IǳƎǳŜƴƻǘǎΣ ǿƘƻ ōǊƻǳƎƘǘ ǘƘŜƛǊ 
various distinctive cloth-making traditions to add to the range already produced. During the 
17th century, Norwich became known for the resuƭǘƛƴƎ άbŜǿ 5ǊŀǇŜǊƛŜǎέΤ ƭƛƎƘǘ-weight, 
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colourful cloths, using worsted or worsted mix-yarns, typically featuring pre-dyed yarn, 
inventive patterning and hot-pressed finishing.  
 
Capitalising on tried and tested methods, the merchant-manufacturers of the 18th century 
ǘƻƻƪ ŀŘǾŀƴǘŀƎŜ ƻŦ ŎƻƴǎǳƳŜǊǎΩ ǎǇŜƴŘƛƴƎ ǇƻǿŜǊ ŀƴŘ ŘŜƳŀƴŘ ŦƻǊ ŦŀǎƘƛƻƴŀōƭŜ ŎƭƻǘƘƛƴƎ ŀƳƻƴƎ 
the gentry classes.  They sent their goods not only to London for distribution, but all over 
the world, carefully cultivating foreign clients and using their own agents to market their 
ǿŀǊŜǎΦ 5Ŝǘŀƛƭǎ ƻŦ ǘƘƛǎ ǇǊƻŎŜǎǎ ŀǊŜ ƎƭŜŀƴŜŘ ŦǊƻƳ ƭƻƻƪƛƴƎ ŀǘ ǘƘŜ ƳǳǎŜǳƳΩǎ ŎƻƭƭŜŎǘƛƻƴ ƻŦ 
ǇŀǘǘŜǊƴ ōƻƻƪǎ ǿƘƛŎƘ ŘŜǘŀƛƭ ǘƘŜ ǾŀǊƛƻǳǎ ŎƭƻǘƘǎ άǎŜƴǘέ ƛƴ ŘƛǎǇŀǘŎƘ ōƻƻƪǎΦ ¢ƘŜǎŜ ǊŜŎƻǊŘ ŀ ƘǳƎŜ 
trade in the most popular cloths; camlets, callimancos, satins and taboretts, much of it 
shipped via the port of Great Yarmouth to Rotterdam, the Baltic and Scandinavia. 
 
A picture emerges of merchant-manufacturers who were true masters of the arts of 
weaving, but also astute businessmen and able administrators, co-ordinating the many 
ŘƛŦŦŜǊŜƴǘ ŎǊŀŦǘǎƳŜƴΩǎ ƛƴǇǳǘ ƛƴ ǘƻ ǘƘŜ ŦƛƴƛǎƘŜŘ ǇƛŜŎŜ ƻŦ ŎƭƻǘƘΣ ŀǎǎŜƳōƭƛƴƎ ŎƻƳǇƭƛŎŀǘŜŘ ƻǊŘŜǊǎ 
ready for shipping, and arranging credit and insurance. Around thirty such individuals can be 
traced at the end of the 18th century in Norwich and some of these made immense fortunes. 
Nonetheless, there were a few bankruptcies; direct export left manufacturers hostage to 
fortune as wars, alliances, trade treaties and rivals came and went. 
 
Ultimately Norwich was not well placed to compete with the more industrialised textile 
production of the north and north-west of England, steadily losing ground to competitors in 
the later 18th and early 19th centuries. Worsted cloth was less fashionable, and worsted 
weavers hit hard times. Enterprising manufacturers turned to new types of fashion markets, 
including the famed Norwich shawls and to mourning cloths such as crepe and bombazine in 
the struggle to survive, but many manufacturers went out of business and there was 
widespread distress among the remaining weavers. When shawls fell from fashion in the 
1870s the remaining textiles production dropped dramatically, leaving only a small amount 
of power-woven silk weavings, crapes and lower cost horse-hair fabrics used for furniture 
and linings. 
 
Today only a handful of Norwich citizens remember textiles production in the city at first 
ƘŀƴŘΦ IƻǿŜǾŜǊ ǘƘŜǊŜ ƛǎ ŀ ƪŜŜƴ ƛƴǘŜǊŜǎǘ ƛƴ ǘƘƛǎ ŀǎǇŜŎǘ ƻŦ ǘƘŜ ŎƛǘȅΩǎ ƘŜǊƛǘŀƎŜ ǎƛƴŎŜ ŀ ǎƛƎƴƛŦƛŎŀƴǘ 
proportion of Norwich residents share folk memory of having weavers amongst their 
forbears. Furthermore, a vibrant new textile culture is seen in enthusiastic support for 
textiles exhibitions, research and study initiatives, artist involvement and civic 
commemoration. One of the most exciting opportunities is the prospect of discovering 
Norwich made fabrics still in use or in collections elsewhere in the world. Thanks to visiting 
researchers, museum staff have been made aware of the existence of types of fabric in 
surviving dress and furnishings, for instance in local and regional dress. Collaborations have 
made possible some of the more ambitious projects such as the Norwich textiles website 
(with Norwich University College of the Arts) and a handling/preservation project with the 
Norfolk Record Office and Camberwell College of the Arts. The engagement and generosity 
of a group of knowledgeable local researchers has proved invaluable in assembling the 
various disparate source materials into a much fuller and more consistent record of the 
Norwich textiles industry. 
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CƻǊ ŦǳǊǘƘŜǊ ŘŜǘŀƛƭǎ ŀōƻǳǘ bƻǊǿƛŎƘΩǎ ǘŜȄǘƛƭŜ ƘŜǊƛǘŀƎŜ ŀƴŘ ŀ ƎƭƻǎǎŀǊȅ ƻŦ bƻǊǿƛŎƘ ŦŀōǊƛŎǎ Ǝƻ ǘƻ 
www.norwichtextiles.org.uk 
See also 
Made in Norwich ς 700 Years of Textile Heritage, T. Morris, (Norwich, 2008) 
The Letters of Philip Stannard, Norwich Textile Manufacturer, 1751 ς 1763, U. Priestly, Ed. 
(Norfolk Record Society, LVII, 1994) 

_____ 
 

Crombie: the Story of a Textile Mill, Alison Fraser, Lead Curator (Collections Access), 

Aberdeen Museum 

 
The firm of J & J Crombie has been associated with Aberdeen since establishing a textile mill 
at Grandholm on the banks of the River Don in 1859.  Prior to this date, the mill was situated 
further upstream at Fintray, to the north of the city.  The source of most of the information 
ƻƴ ǘƘŜ ƘƛǎǘƻǊȅ ƻŦ ǘƘŜ ŦƛǊƳ ƛǎ WΦwΦ !ƭƭŀƴΩǎ ōƻƻƪ Crombies of Grandholm and Cothal 1805-1960.1  
After the woollen mill at Grandholm closed, an oral history project was instigated by 
Aberdeen Art Gallery and Museums Service and local people were invited to be interviewed 
about their connections with the company.  In 2009 the rolling programme of costume 
exhibitions included a display of outfits made from Crombie cloth, drawn from the 
permanent collections of costume and textiles. 
 
The New Statistical Account of Scotland of 18452 refers to the manufacture of fine woollen 
cloth at Cothal Mills in the Parish of Fintray in Aberdeenshire.  John Crombie, possibly the 
son of a weaver, became a partner in the firm Crombie, Knowles & Co. in 1805, based at 
Cothal Mills.  The mill was situated on the banks of the River Don close to a waterfall, a 
more cost-effective means of providing power than steam.  Skilled weavers were introduced 
from Yorkshire to raise the standard of cloth production.  In 1810 Crombie, Knowles and Co. 
and George Mercer and Sons of Galashiels shared the prize offered for woollen cloth by the 
Trustees for Fisheries, Manufactures and Improvements in Scotland, indicating that the 
Crombie product could compete with the more renowned Borders cloth.  The mill at Cothal 
produced fine quality tweed which found a market in London as well as locally.  All the 
manufacturing processes from the raw wool through to the final woven cloth were carried 
out in one factory and this remained the case until the mill in Aberdeen closed in the 1990s.  
 
The partnership of Crombie Knowles & Co. was dissolved in the late 1820s, but the business 
ǿŀǎ ŎƻƴǘƛƴǳŜŘ ŀƴŘ ŜǾŜƴǘǳŀƭƭȅ ǘŀƪŜƴ ƻǾŜǊ ōȅ WŀƳŜǎ /ǊƻƳōƛŜΣ WƻƘƴΩǎ ŜƭŘŜǊ ǎƻƴΦ  /ǊƻƳōƛŜ 
cloth continued to be commended by the Trustees and it was noted that the superfine black 
cloth was of superior quality despite the use of sulphuric acid to make it colour fast.  The 
inventory of 1846 records the employment of 26 weavers and the purchase of seven power 
looms, although handlooms continued to be operated.  The company became known as J & 
W /ǊƻƳōƛŜ ƛƴ мурпΣ ǿƘŜƴ WƻƘƴ /ǊƻƳōƛŜΩǎ ȅƻǳƴƎŜǊ ǎƻƴΣ ŀƭǎƻ ƴŀƳŜŘ WƻƘƴΣ ōŜŎŀƳŜ ŀ ǇŀǊǘƴŜǊΦ  
During these years of expansion, the company won prizes at the Great Exhibition of 1851 
and was ready to move to larger premises closer to the city of Aberdeen. 
 

                                                
1
 J. R. Allan (ed.), Crombies of Grandholm and Cothal 1805-1960, Aberdeen, 1960. 

2 http://www.electricscotland.com/history/statistical/fintray.htm, accessed 14.03.10. 

http://www.norwichtextiles.org.uk/
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In 1859, J & J Crombie acquired the site at Haughs of Grandholm on the north bank of the 
River Don which had been home to a linen factory from the mid 18th century.  The property 
included an iron foundry and two mill buildings, one of which was seven storeys high and 
remained as a working mill until it was partially destroyed by fire in 1900.  As the company 
ŎƻƴǘƛƴǳŜŘ ǘƻ ƎǊƻǿΣ ŎƭƻǘƘ ǿŀǎ ŜȄǇƻǊǘŜŘ ǘƻ !ƳŜǊƛŎŀΣ ƴƻǘŀōƭȅ ǘƘŜ /ƻƴŦŜŘŜǊŀǘŜ !ǊƳȅΩǎ ΨwŜōŜƭ 
DǊŜȅΩ ŎƭƻǘƘ and in the 1880s the first American office was opened in New York.  A new 
power loom shop was built and Crombie embraced the factory system with night-working 
and a combination of steam and water power to increase production. 
 
The business became a private company in 1883, known as J & J Crombie Limited, but still 
very much a family concern.  The partners included John Crombie (son of the original John) 
and his son, John William Crombie, who became Liberal M.P. for Kincardineshire in 1892.  
Aberdeen Art Gallery holds a portrait of his wife Mrs J W Crombie by John Singer Sargent RA 
and a painting by Robert Brough ARSA of Dolly Crombie, daughter of Theodore, another of 
ǘƘŜ ǇŀǊǘƴŜǊǎΦ  ¢ƘŜǎŜ ǿƻǊƪǎ ōȅ ŦŀǎƘƛƻƴŀōƭŜ ŀǊǘƛǎǘǎ ƻŦ ǘƘŜ ŜǊŀ ŀǊŜ ƛƴŘƛŎŀǘƛǾŜ ƻŦ ǘƘŜ ŦŀƳƛƭȅΩǎ 
wealth. 
 
The early 20th century saw the production of light-weight wool fabrics for European markets 
ŀƴŘ ŀ ǊŀƛǎŜŘ ǿƻƻƭƭŜƴ ƻǾŜǊŎƻŀǘƛƴƎ ƪƴƻǿƴ ŀǎ Ψ.ŜŀǾŜǊΩΣ ƳŀŘŜ ŦǊƻƳ ƳŜǊƛƴƻ ǿƻƻƭ ŘǊŜǎǎŜŘ ŀƴŘ 
finished to create a hard cloth with a glossy surface.  During both World Wars the firm 
ƳŀƴǳŦŀŎǘǳǊŜŘ ŎƭƻǘƘ ŦƻǊ ǘƘŜ Ψ.ǊƛǘƛǎƘ ²ŀǊƳΩΣ ŀ ǘȅǇŜ ƻŦ ƎǊŜŀǘ Ŏƻŀǘ ǿƘƛŎƘ Ƙŀǎ ōŜŎƻƳŜ 
something of an iconic garment.  In 1923 the company, now with over 1,000 employees, 
was taken over by Salts of Saltaire in West Yorkshire, but continued to trade under the 
Crombie name.  When James Edward Crombie (grandson of the first John Crombie and 
ōǊƻǘƘŜǊ ƻŦ ǘƘŜ aΦtΦύ ǊŜǘƛǊŜŘ ƛƴ мфнуΣ ǘƘŜ /ǊƻƳōƛŜ ŦŀƳƛƭȅΩǎ ŎƻƴƴŜŎǘƛƻƴ ǿƛǘƘ ǘƘŜ ōǳǎƛƴŜǎǎ 
came to an end.  Production of fine quality cloth continued at Grandholm, which was the 
largest tweed mill in Scotland in 1960.  When Gorbachev visited Britain in 1984 he wore a 
Crombie coat.  In the 1990s, the mill at Grandholm closed but the firm Crombie still exists as 
part of the Illingworth Morris group and produces classic garments. 
 
The oral history project started in 2005 when the area occupied by the factory, including the 
A-listed mill building, was being redeveloped.  Through an announcement in the press 
former Crombie employees were invited to contact the local history officer and were 
subsequently interviewed about their association with the mill.  These interviews were 
recorded and some have been transcribed.   
 
Reminiscences of former mill employees give an idea of the various procedures involved in 
the production of the cloth, processes not essentially different from the 19th century, 
though more mechanised.  A retired carding engineer, who began his apprenticeship in 
1956, recalled visits to mills in Yorkshire, where he noted that Crombie was held in high 
esteem.  While he worked in the department the belt drives on the carding machines were 
ǊŜǇƭŀŎŜŘ ǿƛǘƘ ŜƭŜŎǘǊƛŎ ƳƻǘƻǊǎΦ  ¢ƘŜ ŜƭŜŎǘǊƛŎƛǘȅ ǿŀǎ ǇŀǊǘƭȅ ǎǳǇǇƭƛŜŘ ōȅ ǘƘŜ ƳƛƭƭΩǎ ƻǿƴ 
generator, powered by water from the mill lade. 
 
aŀƴȅ ƻŦ /ǊƻƳōƛŜΩǎ ŜƳǇƭƻȅŜŜǎ ƭƛǾŜŘ ƛƴ ƴearby Woodside (a suburb of Aberdeen).  A retired 
weaver, who began work in 1939, explained that it was almost automatic for local people to 
ƎŜǘ ŀ Ƨƻō ŀǘ ǘƘŜ ǿƻƻƭƭŜƴ ƳƛƭƭΥ άǘƘŜ aƛƭƭ ǿŀǎ ƘŀƴŘȅΣ ǎǘŜŀŘȅ ŀƴŘ ƘŀŘ ƎƻƻŘ ǿŀƎŜǎέΦ  {ƘŜ ŘƛŘ ƴƻǘ 
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have a formal interview for the job, but was employed because she had two sisters who 
ŀƭǊŜŀŘȅ ǿƻǊƪŜŘ ǘƘŜǊŜΦ ¢ƘŜ ǿŜŀǾŜǊǎ ǿŜǊŜ ǇŀƛŘ ōȅ ǇƛŜŎŜ ǿƻǊƪ ŀƴŘ ǎƘŜ ŜȄǇƭŀƛƴŜŘ ǘƘŀǘ άȅƻǳ 
ƳŀŘŜ ȅƻǳǊ ƻǿƴ ǿŀƎŜǎέ ōȅ ǿƻǊƪƛƴƎ ƘŀǊŘΦ  ¢ƘŜ ŦƛǊǎǘ ƳŀǘŜǊƛŀƭ ǎƘŜ ǿƻǾŜ ǿŀǎ ŦƻǊ ǘƘŜ !ǊƳŜŘ 
Services as World War II had just started and she found this a good way to learn as, being 
plain coloured, it was less complicated than tweed.   
 
!ŦǘŜǊ ǿŜŀǾƛƴƎΣ ǘƘŜ ŎƭƻǘƘ ǿŀǎ ǎŜƴǘ ǘƻ ǘƘŜ ΨtŜǊƪΩ ŘŜǇŀǊǘƳŜƴǘΣ ǿƘŜǊŜ ƛǘ ǿŀǎ ŜȄŀƳƛƴŜŘ ŦƻǊ 
flaws, such as knots or broken thread, and repaired before it was sent to be finished.  This 
department was named after a machine which measured the width and length of the cloth. 
Nearly 100 girls worked in this section which had windows all the way round and a glass roof 
to improve the light.  The invisible mending was a skilled job and repairs were usually 
impossible to spot.  The finishing department was key to the quality of Crombie cloth and 
processes such as milling, scouring, raising, cropping, napping and pressing were carried out 
to produce fine, raised surfaces, which gave the fabrics a soft, lustrous appearance and feel. 
   
The exhibition of garments made from Crombie cloth was shown in the Costume Gallery at 
tǊƻǾƻǎǘ {ƪŜƴŜΩǎ IƻǳǎŜΦ  !ƭǘƘƻǳƎƘ /ǊƻƳōƛŜ ƛǎ ƴƻǿ ŎƻƴǎƛŘŜǊŜŘ ŀ ƭǳȄǳǊȅ ōǊŀƴŘΣ Ƴŀƴȅ ǇŜƻǇƭŜ 
in Aberdeen owned a Crombie suit or coat made from fabric purchased at the mill shop. The 
display included tweed suits and overcoats tailored from cloth woven at Grandholm; suits, 
ƧŀŎƪŜǘǎ ŀƴŘ ŎŀǇǎ ƻŦ {ŎƻǘǘƛǎƘ ŜǎǘŀǘŜ ŎƘŜŎƪǎ ŀƴŘ ŀƴ ŜȄŀƳǇƭŜ ƻŦ ΨŎƘŜŎƪōŀŎƪΩΣ ŀ ǘȅǇŜ ƻŦ ŘƻǳōƭŜ 
cloth with different checked patterns on either side.  Sample books, textile production 
notes, promotional leaflets and munitions lapel badges gave more detail about the firm and 
its employees.  The exhibition attracted considerable local interest and visits from 
representatives of the present-day Crombie firm.  The outfits made from Crombie cloth and 
the oral history records give an insight into an industry important to the economy and 
history of the City of Aberdeen. 

_____ 
 

 

CŀǎƘƛƻƴ ƛƴ ǘƘŜ ƘƛƎƘ ǎǘǊŜŜǘΥ ǘƘŜ ƳŀƪŜǊǎ ƻŦ ƳŜƴΩǎ ǎǳƛǘǎ ƛƴ ǘƘŜ ǘǿŜƴǘƛŜǘƘ ŎŜƴǘǳǊȅ, 
Katrina Honeyman, Professor of Social and Economic History, University of Leeds  
  
INTRODUCTION 
The clothing trade dominated the Leeds economy for more than half a century, and, 
between the wars, provided employment for more than one third of the local working 
population. At its peak it employed 40,000 people. In turn it was dominated by the 
ǇǊƻŘǳŎǘƛƻƴ ŀƴŘ ŘƛǎǘǊƛōǳǘƛƻƴ ƻŦ ƳŜƴΩǎ ǘŀƛƭƻǊŜŘ ƻǳǘŜǊǿŜŀǊ-ŜǎǇŜŎƛŀƭƭȅ ƳŜƴΩǎ ǎǳƛǘǎ ōǳǘ ŀƭǎƻ 
raincoats. Few families were untouched by the industry either directly or indirectly.  The 
townscape was overwhelmed by the vast factories of the larger manufacturers.  Many of its  
high street plots contained the shops of the multiple tailors, which were typically very close 
to one another. The most notable were Hepworth, Burton, Weaver to Wearer, and 
Prices/Fifty Shilling Tailors. 
 
[ŜŜŘǎ ǿŀǎ ƴƻǘ ǘƘŜ ƻƴƭȅ ǇǊƻŘǳŎŜǊ ƻŦ ƳŜƴΩǎ ǿŜŀǊ ƛƴ ǘƘŜ ŎƻǳƴǘǊȅ ōǳǘ ƛƴ ǘƘŜ ŜŀǊƭȅ ǇŀǊǘ ƻŦ ǘƘŜ 
twentieth century it became the foremost producer. It was the only city that specialized in 
ƳŜƴΩǎ ǘŀƛƭƻǊƛƴƎ όтл-80 per cent of the LeŜŘǎ ǇǊƻŘǳŎǘ ǿŀǎ ƳŜƴΩǎ ǘŀƛƭƻǊŜŘ ƻǳǘŜǊǿŜŀǊύ ǘƻ ǘƘŜ 
extent that it became the staple trade of the local economy. The local tailoring trade 
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benefited from Jewish immigrants; and a dynamic and variegated economy which nurtured 
an entrepreneurial spirit. The Leeds tailoring firms played a key role in extending the social 
ŀƴŘ ƎŜƻƎǊŀǇƘƛŎŀƭ ŘƛǎǘǊƛōǳǘƛƻƴ ƻŦ ƳŜƴΩǎ ǘŀƛƭƻǊŜŘ ƻǳǘŜǊǿŜŀǊΤ ŀƴŘ ŦǊƻƳ ǘƘŜ мфолǎ ǘƻ ǘƘŜ мфслǎΣ 
the multiples provided approximately 40 per cent of all suits worn by British men. Their 
speciality was made-to-measure on a large scale: otherwise known as wholesale bespoke. 
The local industry produced ready-made garments too, but made-to-measure was the 
profitable sector on which the exceptional growth was based. 
 
A key thread running through this paper is the juxtaposition or possibly the tension between 
mass production and fashion. 
 
aŜƴΩǎ ǘŀƛƭƻǊŜŘ ƻǳǘŜǊǿŜŀǊ ƛƴ ǘƘŜ ŜŀǊƭȅ ǘǿŜƴǘƛŜǘƘ ŎŜƴǘǳǊȅ Ƙŀǎ ƻŦǘŜƴ ōŜŜƴ ŎƘŀǊŀŎǘŜǊƛǎŜŘ ŀǎ 
ŘŜǾƻƛŘ ƻŦ ŦŀǎƘƛƻƴΦ  ²ƘƛƭŜ ǘƘŜ ǉǳŀƭƛǘȅ ƻŦ Ŏǳǘ ŀƴŘ Ŧƛǘ ƻŦ ǘƘŜ ƳŀƴΩǎ ǎǳƛǘ ƛƳǇǊƻǾŜŘ ŘǳǊƛƴg the first 
40 years of the century, it is argued that in all essentials the garment remained unchanged. 
{ǳŎƘ ΨǎǘȅƭŜ ƳƻƴƻǘƻƴȅΩΣ ŘŜǎǇƛǘŜ ƴŜƎŀǘƛǾŜ ŎƻƴƴƻǘŀǘƛƻƴǎΣ Ƴŀȅ ƘŀǾŜ ŜƴŎƻǳǊŀƎŜŘ ŀ ƴŜǿ ǘȅǇŜ ƻŦ 
ŎƻƴǎǳƳŜǊ ǘƻ ŜƴǘŜǊ ǘƘŜ ƳŀǊƪŜǘ ŦƻǊ ƳŜƴΩǎ ǘŀƛƭƻǊŜŘ ƻǳǘŜǊǿŜŀǊΦ /ŜǊǘainly suit-wearing had 
become customary among all social groups by the late 1930s, and as inter-war images 
suggest, many men preferred to merge with the crowd. Montague Burton, the founder of 
ǘƘŜ ƭŀǊƎŜǎǘ ǎƛƴƎƭŜ ƳŜƴΩǎ ǘŀƛƭƻǊƛƴƎ ōǳǎƛƴŜǎǎΣ Ƴŀȅ ƘŀǾŜ ŎƻƳǇƭŀƛƴŜŘ ŀōƻǳǘ ΨǎǘŀǘƛŎ ŦŀǎƘƛƻƴǎΩΣ ōǳǘ 
it was on these that his vast fortune was built. 
 
PHASES OF GROWTH 
The expansion of the Leeds tailoring trade took place in two distinct phases. 
 
The first period of growth took place in the late nineteenth century, and was based on 
technical and organizational changes in manufacturing with big increases in productivity. 
There was an expansion in factory production and a complementary workshop sector; and 
growth was helped along by innovation in retailing. The second phase took place in the 
inter-war years when the Leeds trade consolidated its position, and produced about one 
ǘƘƛǊŘ ƻŦ ƴŀǘƛƻƴΩǎ ŎƻƴǎǳƳǇǘƛƻƴ ƻŦ ƳŜƴΩǎ ŀƴŘ ōƻȅǎΩ ŎƭƻǘƘƛƴƎΤ ŀƴŘ ŜƳǇƭƻȅŜŘ ŀōƻǳǘ ƻƴŜ ǘƘƛǊŘ ƻŦ 
ǘƘŜ ŎƻǳƴǘǊȅΩǎ ǘŀƛƭƻǊƛƴƎ ǿƻǊƪŦƻǊŎŜΦ 
 
The growth in this period was based on a twofold strategy. 
 
1. Satisfying the growing and relatively untapped working class market for made-to-

measure suits. During the inter-war years, most men of all social groups wore a suit for 
most occasions. This period, therefore witnessed a demoŎǊŀǘƛǎŀǘƛƻƴ ƻŦ ƳŜƴΩǎ ǘŀƛƭƻǊŜŘ 
garments. 

 
2.  ¢ƘŜ ƛƴǘŜƎǊŀǘƛƻƴ ƻŦ ǘƘŜ ƳŀƴǳŦŀŎǘǳǊƛƴƎ ŀƴŘ ǊŜǘŀƛƭƛƴƎ ƻŦ ƳŜƴΩǎ ǘŀƛƭƻǊŜŘ ƻǳǘŜǊǿŜŀǊΦ ¢ƘŜ 

firms that employed that strategy were known collectively as multiple tailors and 
opened networks of shops which were supplied by their own factory produce. Some 
multiples also sold the products of other suppliers. For example, Hepworth sold a range 
ƻŦ ƳŜƴΩǎ ǿŜŀǊΣ ŀƴŘ ǎŜǾŜǊŀƭ ƻǘƘŜǊǎ ǎƻƭŘ ǊŀƛƴŎƻŀǘǎ ǇǊƻŘǳŎŜŘ ōȅ ƻǘƘŜǊ ŦƛǊƳǎΦ  ¢ƘŜ ŦƛǊƳ of 
Heatons was an important provider of raincoats for multiple outlets 

 



14 

 

The big multiples included Hepworth, Prices/ FST; and Weaver to Wearer ; Hipps; Alexandre; 
Jackson the Tailor. Among the smaller multiples were Burras Peake, Blackburn, Southcott, 
and the short-lived Lockwood and Bailey. Some of the larger and quite successful tailoring 
business did not operate on multiple lines. Barran is an example of a manufacturing-only 
business. Despite its early start and rapid initial growth, it never opened shops. This 
arguably restricted its growth and resulted in its early demise. The business was sold to Hart 
ŀƴŘ [ŜǾȅ ƛƴ мфстΦ IŜŀǘƻƴ ǿŀǎ ŀ ƭŀǊƎŜ ŦƛǊƳ ǿƘƛŎƘ ƳŀŘŜ ǿƻƳŜƴΩǎ ǿŜŀǊ ŀƴŘ ǊŀƛƴŎƻŀǘǎΣ 
ǘǊŀŘŜƳŀǊƪŜŘ Ψ!ƭǿŜǘƘŀΩΦ Lƴ ŎƻƳƳƻƴ ǿƛǘƘ ƻǘƘŜǊ [ŜŜŘǎ ŎƭƻǘƘƛƴƎ ŦƛǊƳǎ ƛǘ ǊŜŀched its peak in the 
late 1930s. By 1960 it had fewer than 500 workers and ceased trading in 1981. 
 

 
 
1930s was the golden age of Leeds tailoring. The period saw the ubiquity of suit wearing 
among men of all social groups. And the buoyancy of demand for mŜƴΩǎ ǎǳƛǘǎ ŦŀǾƻǳǊŜŘ ǘƘŜ 
Leeds trade. At the same time the provision of reasonably priced ready- made or made-to-
ƳŜŀǎǳǊŜ ǘŀƛƭƻǊŜŘ ƳŜƴΩǎ ƻǳǘŜǊǿŜŀǊΣ ŦŀŎƛƭƛǘŀǘŜŘ ǘƘŜ ǳƴƛǾŜǊǎŀƭ ŀŘƻǇǘƛƻƴ ƻŦ ǘƘƛǎ ǎǘȅƭŜ ƻŦ ŘǊŜǎǎΦ  
In other words the expansion was mutually reinforcing. Although dress was democratic, it 
could also be described as standard, bland and conservative.  As such it reflected the culture 
of the mass that took hold during the inter-ǿŀǊ ȅŜŀǊǎΦ ¢ƘŜ ƳŀǊƪŜǘ ŦƻǊ ƳŜƴΩǎ ǎǳƛǘǎ ŀǇǇŜŀǊŜŘ 
to have reached saturation point by 1914, but resurgence took place after the First World 
War.  By the 1930s about 200,000 suits per week were being produced and sold; and by 
1939 it was an unusual man who did not own at least one tailored suit. 
 
Despite appearances of homogeneity, and ŎƻƳǇƭŀƛƴǘǎ ƻŦ ǎǘȅƭŜ Ƴƻƴƻǘƻƴȅ ƛƴ ƳŜƴΩǎ ǘŀƛƭƻǊŜŘ 
outerwear, there was a quite complex segmentation of the market. Did mass production 
ƭƛƳƛǘ ǘƘŜ ŦŀǎƘƛƻƴ ŜƭŜƳŜƴǘ ƻŦ ƳŜƴΩǎ ǎǳƛǘǎΚ Lƴ ǇǊƛƴŎƛǇƭŜΣ ȅŜǎΦ ¢ƘŜ ƳŜŎƘŀƴƛǎŀǘƛƻƴ ƻŦ ǘŀƛƭƻǊƛƴƎ 
operations was more amenable to size variations in one style than the complexities 
introduced by a variety of styles.  It is also possible that the technical requirements of a 
tailored fit in menswear took precedence over the demands of fashion. 
 
An integral component of the multiple taiƭƻǊǎΩ ǎǘǊŀǘŜƎȅ ǿŀǎ ǘƻ ŀǘǘǊŀŎǘ ǘƘŜ ƳŀƭŜ ŎƻƴǎǳƳŜǊ 
unaccustomed to shopping by constructing the shop as an egalitarian masculine sphere, but 
not necessarily one in which the act of consuming appeared to predominate. Montague 
Burton understood the importance of the shop and placed it at the centre of his business 
ǎǘǊŀǘŜƎȅΦ IŜ ŀƭǎƻ ǳƴŘŜǊǎǘƻƻŘ Ƙƻǿ ǘƻ ŎǊŜŀǘŜ ǘƘŜ ŀǇǇǊƻǇǊƛŀǘŜ ŀǘƳƻǎǇƘŜǊŜΦ .ǳǊǘƻƴΩǎ ǎƘƻǇǎ 
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were handsome, striking and ς because of their uniform design - very obviously Burtons. 
They were always in good sites and where possible on the corner of two key streets; and 
that provided a useful clue when attempting to locate a Burtons in an unfamiliar town. 
Outside, they were finished in terra cotta, empire stone, granite, bronze and other fine 
materials, and were of a quality which was immeasurably superior to any other building in 
ǘƘŜ ŎƻǳƴǘǊȅΩǎ ƘƛƎƘ ǎǘǊŜŜǘǎ ƛƴ ǘƘƻǎŜ ŘŀȅǎΦ 
 
The internal organization of the shopping space, which resembled a cross between a 
ōŀƴƪƛƴƎ Ƙŀƭƭ ŀƴŘ ŀ ǘǊŀŘƛǘƛƻƴŀƭ ōŜǎǇƻƪŜ ǘŀƛƭƻǊΩǎ ǎƘƻǇΣ ŀƭǎƻ attracted the male customer. The 
ƛƴǘŜǊƴŀƭ ŘŞŎƻǊ ƻŦ ƻŀƪ ŀƴŘ ƎǳƴƳŜǘŀƭΣ ǿŀǎ ƛƴǘŜƴǘƛƻƴŀƭƭȅ ΨƳŀƴƭȅΩΦ .ǳǊǘƻƴΩǎ ǎƘƻǇǎ ǿŜǊŜ 
uncluttered, typically containing only a counter, and open cupboards containing folded 
lengths of material. Insofar as he was creating a shop, Burton clearly wished to convey the 
ƛƳǇǊŜǎǎƛƻƴ ƻŦ ōŜƛƴƎ ŀƴ ƻƭŘ ǎǘȅƭŜ ōŜǎǇƻƪŜ ǘŀƛƭƻǊΦ ¢ƘŜ ƛƴǎŎǊƛǇǘƛƻƴ ΨŎǳǘǘƛƴƎ ǊƻƻƳΩ ƻƴ ǘƘŜ ŘƻƻǊ ǘƻ 
the staff room, for example, was intended to deceive. Customers were led to suppose that 
their suits were to be tailored on the premises and not in a unit of mass production, which 
was in fact the case. 
 
The importance of shop personnel was recognised by the multiple tailors. Burton master-
minded both the design of the shops and the code of behaviour of the sales staff, and his 
model was emulated by equivalent multiples. The masculine structure of the shops was 
complemented by a specific gendering of sales staff in which all employees, except the 
ΨƛƴǾƛǎƛōƭŜΩ ŦŜƳŀƭŜ ŎŀǎƘƛŜǊΣ ǿŜǊŜ ƳŜƴ ŀƴŘ ōȅ ǘƘŜ ŎƻƴǾŜƴǘƛƻƴŀƭ ƳŀǎŎǳƭƛƴŜ ŘŜƳŜŀƴƻǳǊ required 
ōȅ ǘƘŜ ƳŀƭŜ ǎŀƭŜǎ ŀƴŘ ƳŀƴŀƎŜǊƛŀƭ ǎǘŀŦŦΦ ¢ƘŜ .ǳǊǘƻƴ ǎǘŀŦŦ ōƛōƭŜ ǿŀǎ ǘƘŜ ΨaŀƴŀƎŜǊΩǎ DǳƛŘŜΩ 
which contained 700 exhortations for male employees. Only one applied to women: The 
ŎŀǎƘƛŜǊΣ ƛǘ ǊŜŀŘ ΨǎƘƻǳƭŘ ƴƻǘ Řƻ ƘŜǊ ƪƴƛǘǘƛƴƎΣ ǎŜǿƛƴƎΣ ƴƻǾŜƭŜǘǘŜ ǊŜŀŘƛƴƎΣ ƻr similar 
ǳƴōǳǎƛƴŜǎǎƭƛƪŜ ǇŜǊŦƻǊƳŀƴŎŜǎ ŘǳǊƛƴƎ ōǳǎƛƴŜǎǎ ƘƻǳǊǎΩΦ LƴǾŀǊƛŀōƭȅΣ ǎƘŜ ǿŀǎ ƪŜǇǘ ǿŜƭƭ ƻǳǘ ƻŦ 
sight, both to spare the possible discomfiture of the clientele but above all to preserve the 
masculinity of the place. 
 
The relationship between sales staff and customers was very carefully constructed.  It was 
acknowledged that not all men were enthusiastic consumers who willingly embraced their 
ǊƻƭŜ ƛƴ ǎƘƻǇǇƛƴƎΦ  Ψ[Ŝǘ .ǳǊǘƻƴ 5ǊŜǎǎ ¸ƻǳΩ ǿŀǎ ŀ ǇŜǊŦŜŎǘƭȅ ǎŜƭŜŎǘŜŘ ƳŜǎǎŀƎŜ ŜƳōƭŀȊƻƴŜŘ ƻƴ 
ŀƭƭ ǘƘŜ ŦƛǊƳΩǎ ǎƘƻǇ ǿƛƴŘƻws. This suggested both seduction and a recognition that some 
men needed assistance when it came to clothes shopping. Such an approach was copied by 
those multiples which focussed on the lower end of the market. Blackburns, for example, 
which had once aspiǊŜŘ ǘƻ ƎǊŜŀǘŜǊ ǘƘƛƴƎǎΣ ǳǎŜŘ ǘƘŜ ǎƭƻƎŀƴ Ψ[Ŝǘ .ƭŀŎƪōǳǊƴǎ ǘŀƛƭƻǊ ŦƻǊ ȅƻǳΩΦ ¢ƘŜ 
advertising of the multiple tailors also chose careful messages when addressing the 
ǇƻǘŜƴǘƛŀƭ ƳŀƭŜ ŎƭƛŜƴǘΦ  /ƻƴŎŜǇǘǎ ǿŜǊŜ ǳǎŜŘ ǿƘƛŎƘ ŀǇǇŜŀƭŜŘ ǘƻ ǘƘŜ ƳŀƭŜ ƛŘŜƴǘƛǘȅΦ Ψwŀǘƛƻƴŀƭ 
tailorƛƴƎΩΤ ΨǾŀƭǳŜ ŦƻǊ ƳƻƴŜȅ ǘŀƛƭƻǊƛƴƎΩ Σ ǳǎŜŘ ōȅ tǊƛŎŜǎΤ  Ψ{ǳƳǊƛŜǎ ǎǳƛǘǎ ŀǊŜ ƎƻƻŘΧǾŜǊȅ ƎƻƻŘΩΤ  
IŜǇǿƻǊǘƘΩǎ ǎƭƻƎŀƴǎ ƛƴŎƭǳŘŜŘ ΨǿƘŜǊŜ ƎƻƻŘ ŎƭƻǘƘŜǎ ŎƻƳŜ ŦǊƻƳΩΤ ŀƴŘ ²ŜŀǾŜǊ ǘƻ ²ŜŀǊŜǊ 
ŀŘǾŜǊǘƛǎŜŘ ǇǊƻŘǳŎǘǎ ŀǘ ΨǎŜƴǎƛōƭŜ ǇǊƛŎŜǎΣ ǾŀƭǳŜ ŦƻǊ ƳƻƴŜȅΣ ǉǳŀƭƛǘȅ ōǳƛƭǘ ƎŀǊƳŜƴǘǎΩΦ 
 
The final way in which multiples appealed to a wider market was by disguising the activity of 
shopping. Many of the big multiples had branches in the city centres near to workplaces. 
Recognizing that men were busy and sometimes reluctant to engage in a specific shopping 
ŜȄǇŜŘƛǘƛƻƴΣ ǘƘŜǊŜ ǿŜǊŜ ŦƭŜȄƛōƭŜ ƻǇŜƴƛƴƎ ƘƻǳǊǎΦ aǳŎƘ ƻŦ ǘƘŜ ǎƘƻǇΩǎ ōǳǎƛƴŜǎǎ ǿŀǎ ŘƻƴŜ ƻƴ ŀ 
{ŀǘǳǊŘŀȅ ōǳǘ ǎǘƻǊŜǎ ŀƭǎƻ ƻǇŜƴŜŘ ƻƴ ŀ ǿŜŜƪŘŀȅ ŜǾŜƴƛƴƎΦ Ψ!ǎ ǿŜ ŎŀǘŜǊ ŦƻǊ ƳŜƴ ǿƘƻ ǿƻǊƪ ǳǇ 
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ǘƻ с ƻΩŎƭƻŎƪΣ ŀƴ ƘƻǳǊ ƛƴ ǘƘŜ ŜǾŜƴƛƴƎ ƛǎ ǿƻǊǘƘ ƳƻǊŜ ǘƘŀƴ ǘƘŜ ǊŜǎǘ ƻŦ ǘƘŜ ŘŀȅΩΦ aŀǎŎǳƭƛƴƛǘȅ 
permeated the retailing sector as both shops and consumers were constructed as male; but 
in rather a different way than the female consumer.  In fact there seem to be less evidence 
that men were encouraged to change to become consumers, than that the retail outlet was 
adapted so that men would be happy going there, and where their manliness would not be 
compromised. Either way shopping became an enduring habit among male people. 
 
FASHION VERSUS FUNCTIONALISM? THE RESURGENCE OF THE READY-MADES 
Through most of the inter-ǿŀǊ ǇŜǊƛƻŘΣ ǘƘŜ ƳŀǊƪŜǘ ŦƻǊ ƳŜƴΩǎ ǎǳƛǘǎ ǿŀǎ ōǳƻȅŀƴǘΣ ŀƴŘ 
ŀƭǘƘƻǳƎƘ ǘƘŜ IƛƎƘ {ǘǊŜŜǘ ǿŀǎ ŎǊƻǿŘŜŘ ǿƛǘƘ ǘŀƛƭƻǊǎΩ ǎƘƻǇǎΣ ǘƘŜǊŜ ǿŀǎ ǇƭŜƴǘȅ ƻŦ ōǳǎƛƴŜǎǎ ŦƻǊ 
them all. The close proximity of the various types of tailoring outlet ς operating in distinct 
market segments and appealing to different types of customer- suggests their 
interdependence. Many multiple tailors intentionally set up shop alongside traditional 
bespoke tailors hoping to be associated with their quality and personal service. In turn a 
number of retail bespoke tailors took advantage of their connections with the multiples, by 
inviting their customers to select their cloth, taking their measurements and passing the 
order for making up to a wholesale bespoke factory. Essentially, however, they operated in 
distinct market segments, and were non-competing. Demand for very high quality work 
continued to be met by the retail bespoke tailors. Factory tailoring was quite distinct and 
despite the importance of the wholesale-bespoke element, there is evidence that through 
the 1930s the multiples were increasingly concentrating on ready-made production. It was 
here that their real advantage lay. 
 
           Large scale bespoke was difficult to sustain in the long term, and by the end of the 
inter-war years the ready-made side of the multiple business had become more efficient, 
ŀƴŘ ǇǊƻŘǳŎŜŘ ōŜǘǘŜǊ ǉǳŀƭƛǘȅ ƎŀǊƳŜƴǘǎΦ 5ŜǎǇƛǘŜ .ǳǊǘƻƴΩǎ ŘƻƳƛƴŀƴŎŜ ƻŦ ǘƘŜ ǇǊŀŎǘƛŎŜ ƻŦ 
factory made-to-ƳŜŀǎǳǊŜ ǘŀƛƭƻǊƛƴƎΣ ŀƴŘ ǘƘŜ ŦƛǊƳΩǎ ŘŜǇŜƴŘŜƴŎŜ ƻƴ ƛǘΣ aƻƴǘague was all too 
ŀǿŀǊŜ ƻŦ ƛǘǎ ƻǊƎŀƴƛǎŀǘƛƻƴŀƭ ŘƛŦŦƛŎǳƭǘƛŜǎΦ  Lǘ Ψƛǎ Ƨǳǎǘ ǘƘŜ ǊŜǾŜǊǎŜ ŦǊƻƳ ώǎƛŎϐ ŀǳǘƻƳŀǘƛŎΩΣ ƘŜ ǿǊƻǘŜΣ 
ΨLǘ ƛǎ ƻǾŜǊƭƻŀŘŜŘ ǿƛǘƘ ŘŜǘŀƛƭΧ ǘƘŜ ƎƛǾƛƴƎ ƻŦ ŀ ǿǊƻƴƎ ŎƭƻǘƘ ƴǳƳōŜǊΣ ŀ ǿǊƻƴƎ ǎǘȅƭŜ ƴǳƳōŜǊΣ ŀ 
wrong figure description swiftly culminates in civil war on a small scale. Even if the order 
form reaches the factory safely and without a blemish, there are still many dangers lurking; 
the cloth is probably sold out, the cutter on a busy Monday may overlook one of the many 
instructions on a closely wriǘǘŜƴ ƻǊŘŜǊ ŦƻǊƳΣ ŀ ǘƛŎƪŜǘ ǇƻŎƪŜǘ ƻǊ ŀ ΨƘŀǊŜΩ ǇƻŎƪŜǘ όǘƻ ǿƘƛŎƘ ǘƘŜ 
customer attaches great importance) is overlooked, a tailor or machinist may overlook an 
important item, a trouser button may be carelessly sewn on; a garment may be dispatched a 
day or two late. Any of the mishaps enumerated, which are only a few of many, is sufficient 
to nullify all the efforts to satisfy, resulting in the entire service being condemned and 
ŘƛǎǉǳŀƭƛŦƛŜŘΩΦ 9ƭǎŜǿƘŜǊŜ ƛǘ ǿŀǎ ǎǘŀǘŜŘ ǘƘŀǘ Ψŀ ǊŜŀŘȅ-to-wear sale is preferable to a bespoke 
ōŜŎŀǳǎŜ ƛǘ ƳƛƴƛƳƛǎŜǎ ǘƘŜ ƳŀǊƎƛƴ ƻŦ ŜǊǊƻǊǎΣ ŀƴŘ ǇǊƻǾƛŘŜǎ ΨōŜǘǿŜŜƴ ǎŜŀǎƻƴΩ ŜƳǇƭƻȅƳŜƴǘΩΣ 
 
In the light of this statement it is surprising that Burton persisted with the bespoke tailoring 
trade for as long as it did, and there is evidence that by the end of the 1930s, Montague 
Burton actively encouraged the sale of ready-made suits within his stƻǊŜǎΦ Ψ!ŎŎƻǊŘƛƴƎ ǘƻ ƻǳǊ 
ŜȄǇŜǊƛŜƴŎŜΩΣ ƘŜ ǿǊƻǘŜΣ Ψфл ǇŜǊ ŎŜƴǘ Ŏŀƴ ōŜ ŦƛǘǘŜŘ ǿƛǘƘ ƻƴŜ ƻŦ ƻǳǊ ǎǘƻŎƪ ǎǳƛǘǎ ŀŦǘŜǊ ƘŀǾƛƴƎ 
ǎƭŜŜǾŜǎ ŀƴŘ ǘǊƻǳǎŜǊ ƭŜƎǎ ŀŘƧǳǎǘŜŘΩΣ ŀƴŘ ƛŦ ŀ ŎǳǎǘƻƳŜǊ ǊŜǉǳƛǊƛƴƎ ŀ ǊŜŀŘȅ-made suit could not 
be fitted with one, he was provided with a bespoke suit on ready-made terms. Rather than 
ΨƳƛǎǎƛƴƎ ŀ ǎŀƭŜΣ ȅƻǳ Ƴŀȅ Ǉǳǘ ǘƘǊƻǳƎƘ ǘƘŜ aŜŀǎǳǊŜ .ƻƻƪ ŀ ǎǘƻŎƪ ǎǇŜŎƛŀƭ ŀǘ ŀ ǊŜŀŘȅ-to-wear 
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ǇǊƛŎŜΩΣ ǎŀƭŜǎ ǎǘŀŦŦ ǿŜǊŜ ŀŘǾƛǎŜŘΦ .ƭŀŎƪōǳǊƴΩǎ ǇǳōƭƛŎƛǘȅ ŀƭǎƻ ǎǳƎƎŜǎǘŜŘ ǘƘŀǘ ǘƘŜ ǉǳŀƭƛǘȅ 
advantage of factory bespoke over ready-mades was exaggerated as the latter were 
ŀǾŀƛƭŀōƭŜ Ψƛƴ ƎǊŀŘŜŘ ǎƛȊŜǎΣ ǎƻ ǘƘŀǘ ǇŜǊŦŜŎǘ Ŧƛǘ ƛǎ ŀǎǎǳǊŜŘ ŦƻǊ ǘƘŜ Ƴŀƴ ǿƘƻ ǇǊŜŦŜǊǎ ǘƻ ōǳȅ ƻƴ 
ǎƛƎƘǘΩΦ Lǘ ǎŜŜƳǎ ǘƘŀǘ ǘƘŜ ōŜǎǇƻƪŜ ƳǳƭǘƛǇƭŜǎ ǿŜǊŜ ŘƛǎŎƻǾŜǊƛƴƎ ŦƻǊ ǘƘŜƳǎŜƭǾŜǎ ǿƘŀǘ ǘƘŜ 
manufacturers of ready-made suits had known all along. John Barran, for example, who 
never owned retail outlets nor made suits to measure, had from the outset extolled the 
virtues of ready- ƳŀŘŜ ƎŀǊƳŜƴǘǎΣ ŜǎǇŜŎƛŀƭƭȅ Ƙƛǎ ƻǿƴ ΨhƳƴƛŦƛǘΩ ōǊŀƴŘΣ ōŜƭƛŜǾƛƴƎ ǘƘŀǘ ΨƳŜƴ 
who are normal in shape should not wear clothes made-to-ƳŜŀǎǳǊŜ ŀǎ ƛǘ ƛǎ ƴƻǘ ŜŎƻƴƻƳƛŎŀƭΩΦ  
 
Business records indicate that by the later 1930s, ready-made suits had improved in quality 
ŀƴŘ ƘŀŘ ōŜŎƻƳŜ ƳƻǊŜ ǇƻǇǳƭŀǊΦ CǊƻƳ ǘƘŜ ŎƻƴǎǳƳŜǊΩǎ Ǉƻƛƴǘ ƻŦ ǾƛŜǿΣ ǘƘŜ ǉǳŀƭƛǘȅ ŀƴŘ Ŧƛǘ ƻŦ 
wholesale bespoke were no longer sufficiently superior to the ready-made version to justify 
ǘƘŜ ŜȄǘǊŀ ŎƻǎǘΣ ŀƴŘ ǿŜǊŜ ŎƭŜŀǊƭȅ ƛƴŦŜǊƛƻǊ ǘƻ ǘƘŜ ǊŜǘŀƛƭ ōŜǎǇƻƪŜ ǇǊƻŘǳŎǘΦ CǊƻƳ ǘƘŜ ǇǊƻŘǳŎŜǊΩǎ 
perspective, profit margins were inadequate to compensate for the extra trouble and 
attention to detail involved. The traditional bespoke tailor, however, retained its position as 
the tailor of choice for elite or individual requirements, as well as for those committed to 
updating their garments regularly. 
 
Renewed producer and consumer preference for the ready-made garment during the 1930s 
indicated dynamism rather than regression within the industry.  It revealed the flexibility of 
the multiple tailors, whose engagement with the marketing as well as the production of 
ƳŜƴΩǎ ǘŀƛƭƻǊŜŘ ƻǳǘŜǊǿŜŀr facilitated sensitivity to changes in consumer taste. The multi-
layered structure of the Leeds menswear trade permitted the satisfaction of a 
heterogeneous market. It was essential for the multiple tailors to be adaptable in their 
manufacturing and marketing practices. Their capacity to make a distinction between 
fashion and style monotony, to vary product character according to different customer 
requirements, made business sense, even if, in reality, the differences were not huge. 
 
Multiple tailoring varied in the proportion of ready-made and made-to- measure suits 
produced and sold, and in the market segment targeted. The foregoing analysis has 
ǎǳƎƎŜǎǘŜŘ ǘƘŀǘ ǘƘŜ ƳŀǊƪŜǘ ŦƻǊ ǘƘŜ ƳŀƴΩǎ ǎǳƛǘΣ ŀƴ ŀǇǇŀǊŜƴǘƭȅ ǎƛƳǇƭŜ ŎƻǎǘǳƳŜΣ ǿŀǎ ǊŜƴŘŜǊŜŘ 
diverse by changes in production and distribution practices; and despite its superficially 
standard appearance, the suit had the potential to satisfy the subtle and complex 
requirements of different social groups. Although the business of the key players in the 
trade may have been dominated by a standard, unchanging product, there was, at the 
ƳŀǊƎƛƴΣ ǇƭŜƴǘȅ ƻŦ ǎŎƻǇŜ ŦƻǊ ǾŀǊƛŜǘȅΣ ǉǳŀƭƛǘȅ ŀƴŘ ŜǾŜƴ ΨŦŀǎƘƛƻƴΩΦ ¢ƘŜ ǎǳƛǘ ƘŀŘ ōŜŎƻƳŜ ǘƘŜ 
ƎŀǊƳŜƴǘ ƻŦ ŎǳǎǘƻƳΣ ƛŦ ƴƻǘ ŀƭǿŀȅǎ ƻŦ ΨŦŀǎƘƛƻƴΩΦ ¸Ŝǘ ǿƘƛƭŜ ƛǘ Ƴŀȅ ƘŀǾŜ ǎŜŜƳŜŘ ǘƘŀǘ ƳŜƴ ƻŦ ŀƭƭ 
classes and types had begun to resemble one another, the examples of Blackburn and 
Burton suggest that individual requirements could be accommodated and those who could 
afford it had the opportunity to distinguish themselves if they wished.  
 
STYLE BOOKS 
 
The argǳƳŜƴǘ ǘƘŀǘ ǘƘŜ ƳŀƪƛƴƎ ƻŦ ƳŜƴΩǎ ǎǳƛǘǎ ƛƴŎƻǊǇƻǊŀǘŜŘ ŀ ŦŀǎƘƛƻƴ ŎƻƳǇƻƴŜƴǘ ƛǎ 
supported by the large numbers of style books which were produced at least annually by 
ŜŀŎƘ ƻŦ ǘƘŜ Ƴŀƛƴ ōǳǎƛƴŜǎǎŜǎΦ Lƴ ǘƘŜ ŎŀǎŜ ƻŦ .ǳǊǘƻƴΣ ŜŀŎƘ ȅŜŀǊΩǎ ǎǘȅƭŜ ōƻƻƪ ƘŀŘ ŀ ƴŜǿ ǘƛǘƭŜΥ ƛƴ 
1фопΣ ŦƻǊ ŜȄŀƳǇƭŜΣ ƛǘ ǿŀǎ Ψ¢ƘŜ ǘǊŜƴŘ ƻŦ ŦŀǎƘƛƻƴΩΣ ǎǳōǘƛǘƭŜŘ ΨŜȄŎƭǳǎƛǾŜ ŘŜǎƛƎƴǎ ōȅ .ǳǊǘƻƴΩΦ .ǳǘ 
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{ŀƭŜǎ !ǎǎƛǎǘŀƴǘǎ ǿŜǊŜ ŜƴŎƻǳǊŀƎŜŘ ǘƻ ōŜ ŦƭŜȄƛōƭŜΥ Ψȅƻǳ ƳŀȅΧƎŀǘƘŜǊ ŀ ŎǳǎǘƻƳŜǊΩǎ ǘŀǎǘŜ ōȅ 
observing his present dress. If he is wearing a loud tie and a suit of conspicuous pattern, you 
ƘŀǾŜ ŀ ŎƭǳŜ ŀǎ ǘƻ ǿƘŀǘ Ƴŀȅ ŀǇǇŜŀƭ ǘƻ ƘƛƳΩ 
 
IŜǇǿƻǊǘƘ {ǘȅƭŜ ōƻƻƪ ƻŦ мфнп ǿŀǎ ŜƴǘƛǘƭŜŘΥ Ψǎǳƛǘǎ ŦƻǊ ƳŜƴΣ ȅƻǳǘƘǎ ŀƴŘ ōƻȅǎΤ ǳƴƛŦƻǊƳǎ ŀƴŘ 
liveries. Designed and tailored by J Hepworth and son Ltd, designers and makers of good 
ŎƭƻǘƘŜǎΩΦ 5ŀǾƛŘ Little, a firm which produced good quality garments but did not open their 
own shops, also had style books and pattern books of various qualities of tweeds, serges 
ŀƴŘ ǿƻǊǎǘŜŘǎΦ ¢ƘŜ мфнф ǎǘȅƭŜ ōƻƻƪ ƻŦ WƻƘƴ .ŀǊǊŀƴΣ ŘŜǎƛƎƴŜǊǎ ƻŦ ΨƻƳƴƛŦƛǘΩ ŎƭƻǘƘƛƴƎΣ ΨŦƻǊ ƳŜƴ 
ǿƘƻ ŀǊŜ ΨƴƻǊƳŀƭΩ ƛƴ ǎƘŀǇŜΩΣ ƛƭƭǳǎǘǊŀǘŜǎ Ψǎǳƛǘǎ ŦƻǊ ŀƭƭ ǘƛƳŜǎ ŀƴŘ ƻŎŎŀǎƛƻƴǎ ōȅ .ŀǊǊŀƴǎΩΣ ƛƴŎƭǳŘƛƴƎ 
ǘƘŜ ²ŜǎǘƳƻǊŜƭŀƴŘ ƳƻŘŜƭ ŦƻǊ ōǳǎƛƴŜǎǎ ŀƴŘ ǎƻŎƛŀƭ ǿŜŀǊΦ ¢ƘŜ ǎǘȅƭŜ ōƻƻƪ ŀƭǎƻ ǎƘƻǿǎ ΨƎƛǊƭǎΩ ŀƴŘ 
ƭŀŘƛŜǎΩ ŎƻǎǘǳƳŜǎΩΣ ƛƴŎƭǳŘƛƴƎ ǎŎƘƻƻƭ ǳƴƛŦƻǊƳǎΦ  
 
The 1926 style book of the firm of William Blackburn contained many examples of clothing, 
ƛƴŎƭǳŘƛƴƎ ǘƘŜ Ψ.ƭŀŎƪōǳǊƴ ŎƻƭƭŀǊΩΣ ŀǎ ǿŜƭƭ ŀǎ ŀ ΨƎŜƴǘƭŜƳŀƴƭȅ ǎǳƛǘΩΤ ǘƘŜ мфоо ǎǘȅƭŜ ōƻƻƪ ǎƘƻǿǎ 
ǘƘŜ Ψ.ƭŀŎƪōǳǊƴ ǎƻŦǘ ŎƻƭƭŀǊΩΤ ŀƴŘ ǘƘŜ .ƭŀŎƪōǳǊƴ ǎǘƛŦŦ ŎƻƭƭŀǊΤ ŀƴŘ ǘƘŜ мфоп ǎǘȅƭŜ ōƻƻƪ ƳŀƪŜǎ 
rŜŦŜǊŜƴŎŜ ǘƻ .ƭŀŎƪōǳǊƴΩǎ ǾŀƭǳŜ-ǘŀƛƭƻǊƛƴƎΤ ŀƴŘ Ŏƻƴǘŀƛƴǎ ŀƴ ΨŀŎǘǳŀƭ ǎƪŜǘŎƘ ƻŦ ŀ .ƭŀŎƪōǳǊƴ ǎǳƛǘΩΩ 
ΨŜǾŜǊȅ ǎǳƛǘ Ƙŀǎ ǘƘŀǘ ŀƛǊ ƻŦ ŎƘŀǊŀŎǘŜǊ ǿƘƛŎƘ ŘƛǎǘƛƴƎǳƛǎƘŜǎ ǘƘŜ ǎƳŀǊǘƭȅ ŘǊŜǎǎŜŘ ƳŀƴΩΦ  
 
The Leeds tailors used a variety of advertising techniques. Blackburn, for example, produced 
glossy brochures for its higher class clientele.  The 1902 brochure for Brighton, for example, 
ƳŀŘŜ ǊŜŦŜǊŜƴŎŜ ǘƻ ΨŦŀǎƘƛƻƴǎ ŦƻǊ мфлнΩΤ ŀƴŘ ƛƴ ǘƘŜ ŜŀǊƭȅ мфнлǎ ΨŦŀǎƘƛƻƴ ŘŜŎǊŜŜǎ ǘƘŀǘ ǘƘƛǎ ƛǎ ǘƻ 
ōŜ ŀ ΨōǊƻǿƴ ŀƴŘ ƎǊŜȅ ǎŜŀǎƻƴΩΤ  ΨƻǳǊ ǎŜƭŜŎǘƛƻƴ ŎƻƳǇǊƛǎŜǎ ррл ǇŀǘǘŜǊƴǎΩΤ ΨǎǘǊŀǿ Ƙŀǘǎ ƳŀŘŜ 
ƻƴƭȅ ōȅ ǘƘŜ ōŜǎǘ [ǳǘƻƴ ƳŀƴǳŦŀŎǘǳǊŜǊǎΩΦ 9ǾŜǊȅ ȅŜŀǊΣ .ǳǊǘƻƴ ǇǊƻŘǳŎŜŘ ŀ ǇǊƻƳƻǘƛƻƴŀƭ ōǊƻŎƘǳǊŜ 
ǿƛǘƘ ŀ ŘƛŦŦŜǊŜƴǘ ŀƭƭƛǘŜǊŀǘƛǾŜ ǘƛǘƭŜΣ ǘƻ ŎƻƴŦƛǊƳ ǘƘŜ ǎǘȅƭŜ ŜƭŜƳŜƴǘΦ  Ψ¢ŀƛƭƻǊƛƴƎ ¢ǊŜŀǎǳǊŜΩΣ ŦƻǊ 
ŜȄŀƳǇƭŜΣ ŘŜǎŎǊƛōŜŘ ǘƘŜ ŦŀōǊƛŎΥ Ψŀll have that touch of swankiness and unusualness that 
ŀǇǇŜŀƭ ǘƻ ǘƘŜ Ƴŀƴ ƻŦ ŘƛǎŎŜǊƴƳŜƴǘ ŀƴŘ ǘŀǎǘŜΩΤ ŀƴŘ Ψ¢ǊǳŜ ¢ŀƛƭƻǊƛƴƎΩ ŘŜǎŎǊƛōŜǎ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭƛǘȅΣ 
ŘƛǎǘƛƴŎǘƛƻƴ ŀƴŘ ŘƛƎƴƛǘȅ ƛƴ ƳŀǘŜǊƛŀƭ ŀƴŘ ŎƻƭƻǳǊ ŀƴŘ ŘŜǎƛƎƴΩΦ hǘƘŜǊ ōǊƻŎƘǳǊŜǎ ƛƴŎƭǳŘŜŘ 
Ψ{ŀǊǘƻǊƛŀƭ {ǘǳŘƛŜǎΩ ώмфотϐΤ Ψ5ƛƎƴƛŦƛŜŘ 5ǊŜǎǎΩ ώмфорϐΤ Ψ/ƻƴŎŜǊƴƛƴƎ /ƭƻǘƘŜǎΩ ώмфорϐΤ Ψ¢ǊǳǎǘǿƻǊǘƘȅ 
¢ŀƛƭƻǊƛƴƎΩ ώмфопϐΤ Ψ5ǊŜǎǎ 5ƛǎǘƛƴŎǘƛƻƴΩ ώмфопϐΦ !ƭƭ ǘƘŜǎŜ ǇŀƳǇƘƭŜǘǎ ŎƻƴŦƛǊƳ ǘƘŜ ŜƳǇƘŀǎƛǎ 
placed on fashion and style as well as the regular changes within these.  So, for example, in 
Ψ5ǊŜǎǎ 5ƛǎǘƛƴŎǘƛƻƴΩΣ ƛǘ ǿŀǎ ŀǎǎŜǊǘŜŘ ǘƘŀǘ ΨƻƴŜ ƭƻƻƪ ŀǘ ǘƘŜ aƻƴǘŀƎǳŜ .ǳǊǘƻƴ ǎŀǊǘƻǊƛŀƭ ǎǘǳŘƛŜǎ 
portrayed on the following pages will indicate that something has happened in the 
ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ ƳŜƴΩǎ ǿŜŀǊ ŦƻǊ ǘƘŜ ŎƻƳƛƴƎ ǎŜŀǎƻƴΦ ¢ƘŜ ƴŜǿ ƻǾŜǊŎƻŀǘ ŀƴŘ ǎǳƛǘ ǇŀǘǘŜǊns, for 
ŜȄŀƳǇƭŜΦΦΦƛƴ ŜȄǉǳƛǎƛǘŜ ŘŜǎƛƎƴ ŀƴŘ ŎƻƭƻǳǊƛƴƎΧΦǘƘŜ ŘŜǎƛƎƴŜǊǎ ŀƴŘ ŀǊŎƘƛǘŜŎǘǎ ƻŦ ƳŜƴΩǎ ŦŀǎƘƛƻƴǎ 
have developed the drape-back with its short vent, giving powerful ease and freedom of 
ƳƻǾŜƳŜƴǘΧŀƴŘ ǘƘŜ ƭŜƴƎǘƘ ƻŦ ǘƘŜ Ŏƻŀǘ ƛǎ ƴƻǿ ǎƻƳŜǿƘŀǘ ƳƻŘƛŦƛŜŘ ǘƻ ƎƛǾŜ harmony of line 
ŀƴŘ ǎǘȅƭŜΩΦ  
 
Shop sales records and accounts also indicate the range of styles sold as well as the change 
over time. The Blackburn accounts also show differences in sales structure in different parts 
of the country. There are no images but the written information provides a sense of breadth 
of product, quantities consumed and changing pattern of demand. Burton accounts reveal 
at least ten styles of raincoats, and 25 of suits, each sold in both single- and double- 
breasted. These records also allow an assessment to be made of the popularity of items and 
cloths.  
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In various ways, the Leeds multiple tailors not only attempted to sell themselves as 
producers of fashionable and stylish garments, but also positioned themselves along a 
continuum of price and quality, often trying to reduce the tension between the two in order 
to maximise sales.  So, the inter-war period was one in which both supply and demand for 
ƳŜƴΩǎ ǎǳƛǘǎ ŜȄŎŜŜŘŜŘ ŀƭƭ ŜȄǇŜŎǘŀǘƛƻƴǎΦ .ǳǘ ǘƘƛƴƎǎ ǿŜǊŜ ƴŜǾŜǊ ǘƻ ōŜ ǘƘŜ ǎŀƳŜ ŀƎŀƛƴΦ ¢ƘŜ 
ubiquity of the suit was challenged after the Second World War as males, especially young 
ƳŜƴΣ ōŜƎŀƴ ǘƻ ǇǊŜŦŜǊ ŀ ƎǊŜŀǘŜǊ ǾŀǊƛŜǘȅ ƻŦ ƳŜƴΩǎ ǿŜŀǊ ŦƻǊ ƴƻƴ-working occasions. 
 
POST-WAR SITUATION: 
 
After the Second World War three forces influenced the context for the Leeds tailors. The 
first of these was change in fashion, which generated more interesting clothes, especially for 
ƳŀƭŜ ȅƻǳǘƘΦ .ȅ ǘƘŜ мфслǎΣ ǘƘŜ ƳƻƳŜƴǘ ƻŦ ǘƘŜ ǎǳƛǘ ƘŀŘ ǇŀǎǎŜŘΦ aŜƴΩǎ ŦŀǎƘƛƻƴǎ ǿŜǊŜ 
increasingly influenced by young and working class males who were unexcited by the 
products of the multiples and their shops. By the 1960s, young men (as well as young 
ǿƻƳŜƴύ ǿŀƴǘŜŘ ǘƻ ƘŀƴƎ ƻǳǘ ƛƴ ōƻǳǘƛǉǳŜǎ ŀƴŘ .ǳǊǘƻƴΩǎ ŀƴŘ ǘƘŜ ƻǘƘŜǊ ǘŀƛƭƻǊǎΩ ǎƘƻǇǎ ƘŀŘ 
ƭƛƳƛǘŜŘ ŎǳƭǘǳǊŀƭ ŎǊŜŘƛōƛƭƛǘȅΦ ¢ƘŜ ƳǳƭǘƛǇƭŜǎΩ ƻǊƛƎƛƴŀƭ ǎǘǊategy of targeting a common 
denominator was no longer viable. Indeed the fashion changes from the late 1940s were 
partially motivated by the lack of excitement in the clothes produced by the multiples. 
Furthermore, by 1960, the distinction between the fashion of the workplace and the fashion 
of everyday wear became more clearly drawn for all social groups. Firms like the Leeds 
multiples which were built on a single standard product were poorly equipped to produce 
the variety of garments that came to comprise the male wardrobe. 
 
The second change was generated by developments in retailing which in turn created 
ƛƴŎǊŜŀǎƛƴƎ ŎƻƳǇŜǘƛǘƛƻƴ ŦƻǊ ǘƘŜ ƳǳƭǘƛǇƭŜǎΦ CƻǊ ŜȄŀƳǇƭŜΣ ƎǊƻǿƛƴƎ ǉǳŀƴǘƛǘƛŜǎ ƻŦ ƳŜƴΩǎ ǿŜŀǊΣ 
but not initially suits, began to be carried by M&S and Littlewoods, and variety stores like 
Woolworths. Although these did not pose an immediate problem for the multiples, they did 
signify a change in the nature of demand and extended the range of outlets.  The Leeds 
multiple tailors, especially those that concentrated on made-to-measure, were 
catastrophically slow to respond to the expanding market for non-matching trousers and 
jackets. The larger multiples which had focused, profitably, for fifty years or more on a 
single product found it difficult to identify a new strategy.  The smaller firms were able to 
engage in niche marketing, and some, such as Sumrie, moved upmarket, as demand for 
ƎƻƻŘ ǉǳŀƭƛǘȅ ƳŜƴΩǎ ǎǳƛǘǎ ǊŜƳŀƛƴŜŘ ǎǘŀōƭŜΦ ¢Ƙƛǎ ǎǘǊŀǘŜƎȅΣ ƘƻǿŜǾŜǊΣ ǿŀǎ ƴƻǘ ŀƴ ƻǇǘƛƻƴ ŦƻǊ ǘƘŜ 
large scale producers 
 
The final change was brought about by imported menswear. Cheap imported goods began 
to enter the British clothing market during the 1950s. These included very cheap suits from 
the Far East, and then from Eastern Europe. Local producers did not respond much at this 
early stage and indeed, until the 1970s, the trade as a whole remained remarkably 
complacent in the face of what became increasingly robust foreign competition. 
 

____ 
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Working with NEXT, a presentation by Philip Warren, Principal Curator of Collections, 

Leicestershire County Council Museums Service 
 
During his presentation, Philip Warren spoke about his experiences working with the high 
ǎǘǊŜŜǘ ǊŜǘŀƛƭŜǊ bŜȄǘΣ ǿƘƻǎŜ ŎƻƳǇŀƴȅΩǎ ƘŜŀŘǉǳŀǊǘŜǊǎ ŀǊŜ ōŀǎŜŘ ƛƴ ǘƘŜ ŎƻǳƴǘȅΦ bŜȄǘ ƘŀǾŜ 
sponsored the costume displays at Snibston and since the 1980s the county council have 
collected clothing from the company, a collection now comprised of over 500 garments. 
 
tƘƛƭƛǇ ōŜƎŀƴ ǿƛǘƘ ŀƴ ƻǾŜǊǾƛŜǿ ƻŦ ǘƘŜ Ŏƻǳƴǘȅ ŎƻǳƴŎƛƭΩǎ ŎƻǎǘǳƳŜ ŎƻƭƭŜŎǘƛƻƴΣ ƻǾŜǊ 20,000 items 
of male and female adult dress from 1750 to the present day, similar to many other local 
authority collections.  Costume is displayed in three community museums within the 
service, with the major showcase at Snibston Discovery Park. The Fashion Gallery at 
Snibston re-opened in 2005 aided by a grant from the HLF, with long term thematic displays 
featuring one hundred and twenty fully accessorised mannequins. The gallery incorporates 
a temporary exhibition space, The Changing Room, where exhibitions are mounted for six 
months at a time.  The current exhibition, Lƴ {ƘŜŜǇΩǎ /ƭƻǘƘƛƴƎΣ in association with the 
Woolmark Trust, continues until May 2010, and past exhibitions have included, The 
Beautiful Game, and Scarf Hoarder.  Items from the collection are also lent for exhibitions 
elsewheǊŜΣ ǎǳŎƘ ŀǎ ǘƘŜ CƻǊǘǳƴȅ  ά5ŜƭǇƘƻǎέ Ǝƻǿƴ ƛƴŎƭǳŘŜŘ ƛƴ ǘƘŜ ŜȄƘƛōƛǘƛƻƴ, An Image of 
Itself, now on at  Chertsey Museum. 
 
¢ƘǊŜŜ Ƴŀƛƴ ǇŀǊǘǎ ƻŦ ǘƘŜ ŎƻƭƭŜŎǘƛƻƴǎ ŀǊŜ ǎƘƻǿŎŀǎŜŘ ƛƴ ά/ƻƭƭŜŎǘƛƻƴǎ ƻƴƭƛƴŜέΣ ƻƴ ǘƘŜ ǿŜōǎƛǘŜΣ 
the 20th and 21st century Designer Collections include Dior, Chanel, Balenciaga, Gres, Ossie 
Clark, Mary Quant, Paul Smith, and others;   the Symington corsetry collection ς probably 
the most famous collection held; and the Next collection. 
 
So why have the Next collection and how did it come about?  Key is the locally focussed 
collecting policy of the county council. Next HQ is in Enderby, Leics. , where principal 
functions including marketing are carried out, and where mock shop windows, store layouts, 
etc., are tried and tested. 
 
Philip gave a beautifully illustrated background to the company.  Next was created in 1982 
ōȅ ǘƘŜ ǘŀƛƭƻǊƛƴƎ ŎƻƳǇŀƴȅ IŜǇǿƻǊǘƘΩǎΣ ǿƘƻ ǿŀƴǘŜŘ ǘƻ ŘŜǾŜƭƻǇ ŀ ƘƛƎƘ ǉǳŀƭƛǘȅ ƳƛŘ ǊŀƴƎŜ 
womenswear brand, and launched with a pull out in Vogue. The rival market providers were 
Jaeger but thŜ ƴŜǿ ŎƻƳǇŀƴȅ ǘŀǊƎŜǘŜŘ ŀ ȅƻǳƴƎŜǊ ŎǳǎǘƻƳŜǊ ōŀǎŜΦ  IŜǇǿƻǊǘƘΩǎΣ ǘƘǊƻǳƎƘ ǘƘŜƛǊ 
Kendall Rainwear Stores, already had a network of good high street locations and within 
eight months of Next launching,  seventy stores  had been opened.  The aim was to produce 
tailoring focused co-ordinating separates in a variety of styles and shapes providing options 
to create a total look and building a wardrobe. Key elements quickly emerged as future 
successes, including coats, suits, knitwear and some leather goods. 
 
Next storŜǎ ǘǊŀƴǎŦƻǊƳŜŘ ŎǳǎǘƻƳŜǊǎΩ ŜȄǇŜŎǘŀǘƛƻƴǎ ƻŦ ǘƘŜ ƘƛƎƘ ǎǘǊŜŜǘΦ  /ƻ-ordinated ranges 
were arranged in separate bays, wall wardrobes and gondolas and whole outfits displayed. 
ά¸ƻǳ ŎƻǳƭŘ Ǉƭŀƴǘ ȅƻǳǊ ŦŜŜǘ ƛƴ ƻƴŜ ǇƻǎƛǘƛƻƴΣ ŀƴŘ ǊŜŀŎƘ ŜǾŜǊȅǘƘƛƴƎ ȅƻǳ ƴŜŜŘŜŘ ǘƻ ŎǊŜŀǘŜ ŀn 
ƻǳǘŦƛǘέΦ  ¢ƘŜǊŜ ǿŀǎ ŀ ƘƛƎƘ Ǌŀǘƛƻ ƻŦ ǎǘŀŦŦ ǇŜǊ ŎǳǎǘƻƳŜǊ ŀƴŘ ƭƛƳƛǘŜŘ ǎǘƻŎƪ ǿŀǎ ŀǾŀƛƭŀōƭŜΦ 
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In 1984, the company launched Next for Men, in a series of new stand alone stores, with the 
same business model as for womenswear.  The collection included sportswear. In 1987 Next 
Boys and Girls, the childrenswear range was launched. Now the whole family could be 
happy in matching co-ordinates.  This was an incredibly successful range with a massive 
market share. 
 
Brand identity and marketing were key components in building success. The stores, 
marketing, styling and product were all based on high end designers, and the literature was 
evocative of the lifestyle branding of designers such as Ralph Lauren. The original brand 
identity was developed by Terence Conran, initially developed for another high street 
retailer.  Image is everything and over the years Next have worked with leading models, 
photographers and stylists. The original supermodels, Linda Evangelista, Christy Turlington, 
Claudia Schiffer, Helena Christensen, Naomi Campbell, and others have all featured in 
promotional material and the Next Directory. 
 
Alongside the stores, in 1988 the company introduced the Next Directory, a home shopping 
facility with a separate range to the store collections. The first directory came with its own 
tape measure and was hard backed and expensive looking.  The directory showcased the 
collections like a fashion editorial, which were presented in a series of lifestyle stories, such 
ŀǎ ά²ŜŜƪŜƴŘ ƛƴ ǘƘŜ IŀƳǇǘƻƴǎέΣ ά/ǳōŀƴ ŎƻƻƭέΣ άYŜȅ ²ŜǎǘέΣ ŜǘŎΦ   Lǘ ōǊƻǳƎƘǘ ǘƻƎŜǘƘŜǊ 
ƳŜƴǎǿŜŀǊ ŀƴŘ ǿƻƳŜƴǎǿŜŀǊ ƛƴ ŀ ǿŀȅ ǘƘŜ ǎǘƻǊŜǎ ŘƛŘƴΩǘΦ bŜȄǘ 5ƛǊŜŎǘƻǊƛŜǎ ǇǊƻŘǳŎŜŘ ǎƻƳŜ ƻŦ 
the most interesting images of high street fashion in the 1980s and early 1990s. 
 
By 1990, the Next family of stars included Next, Next for Men, Next Originals, Next Children 
and Next Too.  Next the Jeweller and Next Interiors also launched and Department X on 
Kensington High St. The company over-extended but more recently there has been a return 
to the original brand, which has been rationalised and refocused.   Next returned to their 
roots in 2007, with a pull out in Vogue and more recently have sponsored a high street 
edition of ElleΦ wŜŎŜƴǘ ƛƴƛǘƛŀǘƛǾŜǎ ƛƴŎƭǳŘŜ άƭƻƻƪ ōƻƻƪǎέ ŦƻǊ ōƻǘƘ ƳŜƴǎǿŜŀǊ ŀƴŘ ǿƻƳŜƴǎǿŜŀǊΦ 
 
Leicestershire County Council began to collect clothing from Next in the middle of the 
1980s, when the company was still in its infancy. In 1991 the company was approached to 
supply changing seasonal displays in the new galleries at Snibston; two outfits at the end of 
each season purchased at cost price. These outfits were seasonably out of step however and 
with gentle persuasion using the Symington collection and archive as an exemplar, an 
arrangement was reached whereby a male and female outfit was presented to the 
collection every season. The collection grows by at least three complete outfits every year 
and these are supported by valuable background information, promotional literature and 
the Next Directory.   The garments are styled and mounted for display by staff from Next 
HQ.  Items representing the early years of the company have been acquired through the 
gifts of Next customers and employees. 
 
The collection represents not only the products of an international fashion retailer but also 
helps to tell the story of a local company.  The collection, which is one of the very few high 
street fashion collections in a British museum, continues to grow every year. 

_____ 
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Identifying 17th and 18th century Furnishing Textiles, Annabel Westman 
 

List of the principal Silk and Wool Furnishing Fabrics used in the 17th and 18th 
centuries 
 

Brocaded is usually a silk fabric with a pattern made by additional or supplementary wefts 

to create a raised pattern. The supplementary wefts do not stretch from selvedge to 
selvedge but cover only the area of pattern required. 
 

Brocatelle is a type of lampas (two warps and two wefts) often with large foliate patterns 

similar to a damask and a slightly raised appearance on the surface. It is often a combination 
of silk and linen and can be of two or three colours with a contrasting weave pattern. 
 

Caffoy a patterned wool pile fabric in imitation of silk furnishing velvet. 

 

Camlet a plain weave woven in many widths and qualities. Mostly wool, it could 

sometimes be a silk or linen mix. It could be treated with different finishes to give a figured 
or waved effect to give added lustre. 
 

Damask in its classic form it is a reversible, monochrome figured fabric with one warp and 

ƻƴ ǿŜŦǘ ŦƻǊƳƛƴƎ ǎŀǘƛƴΦ ¢ƘŜ ǇŀǘǘŜǊƴ ƛǎ ǇǊƻŘǳŎŜŘ ōȅ άǘƘŜ Ŏƻntrast between the warp-float and 
weft-Ŧƭƻŀǘ ŦŀŎŜǎ ƻŦ ŀ ǎŀǘƛƴ ǿŜŀǾŜέ ǎƘƻǿƛƴƎ ŘƛŦŦŜǊŜƴǘ ŘŜƎǊŜŜǎ ƻŦ ƎƭƻǎǎΦ {ŀǘƛƴ Ƴŀȅ ōŜ ǊŜǇƭŀŎŜŘ 
by twill or plain weave. It can be all silk, a combination of silk and worsted, or entirely 
worsted. Linen damasks were also available and, from the late 18th century, cotton damask 
was produced. 
 

Harateen a worsted material related to cheney, moreen and camlet, often with a wavy 

pattern. A very common upholstery material until the 1750s. 

 
Horsehair (Haircloth) made of the long mane or tail hairs of horses on a linen, cotton or 

woollen warp. Used for stiffening clothes and for upholstery, Black was the most common 
colour followed by green. 
 

Lampas  a term used to describe a great variety of expensive patterned fabrics of complex 

weave. It is generally of silk and some examples have additional metallic threads. The 
essential characteristic of a lampas weave is a secondary or binding warp to bind the two 
wefts that form the design (see Tissue). 
 

Lustring a light crisp plain silk with a high lustre, very popular from the late 17th to the early 

19th century. It is a form of taffeta which has been stretched, smeared with a syrupy gum 
and dried to give a glossy sheen. It can sometimes be striped, changeable or decorated with 
chine patterns, (yarn patterned before its woven). 
 



23 

 

Mohair usually regarded as a cloth made from the wool of the Angora goat and finished 

with a watered effect ς moire. It is sometimes mixed with silk. 
 

Moreen a commonly used worsted cloth generally with a waved or stamped finish. 

 

Sarcenet a thin, transparent silk of plain weave. It was very supple because it had fewer 

warp and weft threads. 
 

Satin a fabric with an unbroken, smooth and lustrous surface in which the warp threads 

cover the wefts completely. It was mainly of silk in the 18th century but worsted satins were 
also made. 
 

Serge  a twilled cloth with a worsted warp and woollen weft. It is generally a cheap, 

hardwearing cloth. Many different qualities were woven. 
 

Tabby the most common and simplest type of weave where a single thread 

of warp is crossed by a single thread of weft. Many plain tabbies were given various trade 
names like taffeta and mantua according to their quality. In the 18th century, a tabby was a 
specific fabric with a pronounced rib, slightly heavier than lustring and stronger and thicker 
than taffeta. Many were given a watered or waved effect. 

 
Taffeta  a plain woven silk with weft threads slightly thicker than warp and related to 

tabby, sarcenet and lustring. It could have a high sheen and was sometimes patterned and 
striped. 
 

Tammy  a strong lightweight worsted of plain weave and open texture, often glazed. 

 

Tissue a patterned textile with two warp and two weft systems. It is defined by CIETA 

under Lampas. The weft floats are bound by a binding warp on a ground fromed by a main 
warp and a main weft. The weft threads forms the pattern. 
 

Turkeywork  a wool pile fabric made in imitation of Turkish carpets. It is woven on a loom 

and the pile created by the addition of worsted yarns to the warp threads. The knots were 
later clipped to form a pile. 
  

Velvet a pile fabric made of silk or wool, or cotton from the late 18th century (Manchester 

ǾŜƭǾŜǘύΦ ¢ƘŜ ǇƛƭŜ ƛǎ ǇǊƻŘǳŎŜŘ ōȅ ŀ ΨǇƛƭŜ ǿŀǊǇΩ ǿƘƛŎƘ ƛǎ ǊŀƛǎŜŘ ƛƴ ƭƻƻǇǎ ŀōƻǾŜ ǘƘŜ ƎǊƻǳƴŘ 
weave by the introduction of thin rods during weaving.  When the ground in entirely 
ŎƻǾŜǊŜŘ ƛƴ ǇƛƭŜΣ ǘƘŜ ǾŜƭǾŜǘ ƛǎ ǎŀƛŘ ǘƻ ōŜ ΨǎƻƭƛŘΩΦ ²ƘŜƴ ŀǊŜŀǎ ŀǊŜ ƭŜŦǘ ŦǊŜŜΣ ƛǘ ƛǎ ǘŜǊƳŜŘ ΨǾƻƛŘŜŘ 
ǾŜƭǾŜǘΩΦ  Lƴ ΨǳƴŎǳǘΩ Ǿelvet the loops formed by the pile warp are left uncut. Sometimes the 
pile is woven in two or more heights to achieve a pattern or a pattern can by formed by 
composing cut and uncut and voided areas. Velvet may be enriched with various forms of 
brocading. 
 
Warp  threads which are enetered in the loom first.  
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Weft  threads which are carried in a shuttle across the warp in the loom  
 
TEXTILE GLOSSARY compiled by Florence Montgomery with added details by Annabel 
Westman.  For further information, see Textiles in America 1650 ς 1870, Florence 
Montgomery, (Norton, 1984). 

 
 

NEWS 

 
Future for the Textile Conservation Centre's work at Glasgow University 

tǊŜǎŜǊǾƛƴƎ ǘƘŜ ŦŀōǊƛŎ ƻŦ ǘƘŜ ƴŀǘƛƻƴΩǎ ǘǊŜŀǎǳǊŜǎ ŦƻǊ ŦǳǘǳǊŜ ƎŜƴŜǊŀǘƛƻƴǎΣ ŀ ƴŜǿ ǘŜȄǘƛƭŜ 
conservation centre is to be established at the University of Glasgow.  The Textile 
Conservation Centre Foundation (TCCF) and the University of Glasgow have agreed to found 
the new teaching and research facility ς the only resource of its kind in the UK ς in the 
¦ƴƛǾŜǊǎƛǘȅΩǎ wƻōŜǊǘǎƻƴ Building. 

The new centre for Textile Conservation, History and Technical Art History will focus on 
multidisciplinary object-based teaching and research that encompasses conservation and 
the physical sciences as well as art history, dress and textile history. It will be the first time 
that conservation training has been undertaken in Scotland and, combined with the 
¦ƴƛǾŜǊǎƛǘȅΩǎ ǊŜŎŜƴǘ ŘŜǾŜƭƻǇƳŜƴǘǎ ƛƴ ǘŜŎƘƴƛŎŀƭ ŀǊǘ ƘƛǎǘƻǊȅΣ ǘƘŜ ƴŜǿ ŎŜƴǘǊŜ ǿƛƭƭ ƘŀǾŜ ƴŀǘƛƻƴŀƭ 
and international impact. 

The new Centre will inherit existing library intellectual property and analytical equipment 
from the TCCF, so that staff and future students will be able to draw on the key physical and 
intellectual assets built up over more than 30 years. Students will also have the opportunity 
to work with some of the best textile collections in the world held by Glasgow Museums, 
ǘƘŜ bŀǘƛƻƴŀƭ aǳǎŜǳƳǎ ƻŦ {ŎƻǘƭŀƴŘ ŀƴŘ ǘƘŜ ¦ƴƛǾŜǊǎƛǘȅΩǎ ƻǿƴ IǳƴǘŜǊƛŀƴ aǳǎŜǳƳ ŀƴŘ !Ǌǘ 
Gallery. New academic posts will be created and the Centre will work closely with the 
Foundation to establish a global research network in textile conservation, textile and dress 
history and technical art history. 

The first student intake is planned for September 2010 offering a 2-year Masters in Textile 
Conservation and a 1-year Masters in Dress and Textile History as well as opportunities for 
doctoral research. These new courses will join the existing Masters programme in Technical 
Art History, Making and Meaning, as part of the Centre. The Foundation is also offering a 
limited number of bursaries in the first years of the textile conservation programme and a 
fundraising campaign is already underway to raise further funds for the new development 
including additional studentships and new research projects. 

Potential students who would like to receive updates on the development and course 
details should email Ailsa Boyd at the University of Glasgow at: 
A.Boyd@arthist.arts.gla.ac.uk. 

http://www.gla.ac.uk/about/
http://www.tccfoundation.org.uk/
mailto:A.Boyd@arthist.arts.gla.ac.uk
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The Museums Association Funds Administration 
 
The Museums Association administers a number of funds designated for the purchase and 
conservation of certain types of collection and providing support for our members.  These 

include the Daphne Bullard Trust, which is particularly relevant to DATS members as the 

trust was set up to promote the work of dress and costume conservation, display and 
publication.  
Click on the link below for further information on the trusts and application process 
http://www.museumsassociation.org/about/trusts-and-funds 

_____ 

 

¢ƘŜ ¢ŜȄǘƛƭŜ {ƻŎƛŜǘȅΩǎ [ƻƴŘƻƴ !ƴǘƛǉǳŜ ¢ŜȄǘƛƭŜ CŀƛǊ 
 
Sunday 26 September 2010 at Kensington Town Hall,  10.30 ς 4.30 (trade 9.30) 
 
¢ƘŜ ¢ŜȄǘƛƭŜ {ƻŎƛŜǘȅ ƛǎ ƭŀǳƴŎƘƛƴƎ ƛǘǎΩ ŦƛǊǎǘ [ƻƴŘƻƴ !ƴǘƛǉǳŜ ¢ŜȄǘƛƭŜ CŀƛǊ 
to compliment the highly successful and long running Manchester Fair, now in its eighteenth 
year. Over 100 dealers from the UK and Europe will assemble during London Design Week 
selling good quality worldwide antique costumes and textiles from the 17th century to the 
мфтлΩǎΦ  wǳƎǎ ǇǊŜ мфрлΩǎ  ŀƴŘ ƎƻƻŘ ǾƛƴǘŀƎŜ ŘǊŜǎǎ ŀƴŘ ŀŎŎŜǎǎƻǊƛŜǎ ǿƛƭƭ ŀƭǎƻ ōŜ ǎƻƭŘΦ ¢ƘŜǊŜ ǿƛƭƭ 
be conservators and dealers in secondhand and new books. 
 
For further information please look at our website www.textilesociety.org.uk or e mail Kay 
Bryant, Fair organiser at atf@textilesociety.org.uk or phone her on 01491 572126  
 

The Textile Society Museum, Archive, Library and Repository Award 
 
Although the closing date for applications for this year has closed, the Textile Society would 
like to highlight to DATS members their award fund. 
The Society offers an award of £1,000 for a textile related project within the museum 
sector. The Award is designed to support textile related projects; e.g. conservation, 
exhibition or publication that will help achieve greater awareness and access to the public. 
Please see website for further details www.textilesociety.org.uk 
 

_____ 

 
 

 

Royal School of Needlework Study Days  
 
An opportunity to view some fine embroidery and to enjoy talks from 
experts in their field. All study days will alternate short illustrated 
lectures with time to study a wide range of original examples from the 
relevant collection under professional guidance.  

 
At the Royal School of Needlework, Hampton Court Palace with whitework historian 
Heather Toomer - Whitework in fashion Saturday 17 July 2010 10.00am to 4.00pm 

http://www.museumsassociation.org/about/trusts-and-funds
http://www.textilesociety.org.uk/
mailto:atf@textilesociety.org.uk
http://www.textilesociety.org.uk/
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An introduction to whitework used in fashion from the late 16th to 19th  century. Study 
changes in design from early geometric cutworks to elaborate 18th-century Dresden 
imitating lace, and 19th-century Ayrshire and broderie anglaise.  Heather is an expert in the 
history of whitework and the author of Baby wore white: robes for special occasions, 1800-
1910 (2005) and Embroidered with white: the 18th century fashion for Dresden lace and 
other whiteworked accessories (2008). She is currently working on a sequel to the latter, 
continuing the story into the 19thcentury. 
Fee for Whitework Study Day £55.00  
 
At the Ashmolean Museum Oxford with Mary Brooks - expert in 16th & 17th century 
embroidery Wednesday 26 May 2010 10.30am to 4.30pm 
Raised embroidery (Stumpwork) and includes a tour of the Ashmolean Museum 
Mary is a consultant in museum and conservation projects. She catalogued the Ashmolean 
aǳǎŜǳƳΩǎ ŎƻƭƭŜŎǘƛƻƴ ƻŦ мтth century embroideries and was Guest Curator for their exhibition 
Curious Works. 
Fee for Ashmolean Museum Study Day £65.00  
 
For further information and to book contact Jessica Aldred 
E: Jessica.Aldred@royal-needlework.org.uk T: +44 (0)20 3166 6938 
 
For details of all hand embroidery courses from beginner to degree level please visit our 
website www.royal-needlework.org.uk  

_____ 

 
Gallery of Costume, Platt Hall, Manchester www.manchestergalleries.org.uk 

 
Fashion collection reopens to the public once again.  On 13 March 2010, the Gallery of 
Costume re-opened its doors to the public for the first time in two years, following a 
£1.3million makeover. 
 
The Gallery was first established in 1947 and 60 years on it houses one of the most 
significant costume collections in the country, second only to the V&A in London. The 
collection contains items of clothing and fashion accessories dating from the 17th century to 
the present day, ranging from high fashion items to very rare examples of historical working 
dress. It also boasts a comprehensive fashion library containing glossy magazines such as 
French Vogue dating back more than 100 years. 
 
Platt Hall houses the collection in the Grade II* listed building in Platt Fields Park and dates 
ōŀŎƪ ǘƻ мтспΦ !ǎ ǇŀǊǘ ƻŦ ǘƘŜ ϻмΦоƳƛƭƭƛƻƴ ǊŜƴƻǾŀǘƛƻƴ ǇǊƻƧŜŎǘΣ ŦǳƴŘŜŘ ōȅ ǘƘŜ DŀƭƭŜǊȅΩǎ ƻǿƴŜǊǎΣ 
aŀƴŎƘŜǎǘŜǊ /ƛǘȅ /ƻǳƴŎƛƭΣ ǘƘŜ ōǳƛƭŘƛƴƎΩǎ ƻǊƛƎƛƴŀƭ ŦŜŀǘǳǊŜǎ ƘŀǾŜ ōŜŜƴ ǎȅƳǇŀǘƘŜǘƛŎŀƭƭȅ ǊŜǎǘƻǊŜŘ 
to provide a stunning backdrop for the exquisite collections. 
 
wŜŦǊŜǎƘŜŘ ŘƛǎǇƭŀȅǎ ǿƛƭƭ ƴƻǿ ƛƴŎƭǳŘŜ ǎƻƳŜ ƻŦ ǘƘŜ ƎŀƭƭŜǊȅΩǎ Ƴƻǎǘ ǊŜŎŜƴǘ ŀŎǉǳƛǎƛǘƛƻƴǎΣ ƛƴŎƭǳŘƛƴƎ 
a treasured 1967 Givenchy dress, designed for and worn by film star and fashion icon, 
Audrey Hepburn. This fuchsia pink haute couture dress was bought for £3,500 at auction in 

mailto:Jessica.Aldred@royal-needlework.org.uk
http://www.royal-needlework.org.uk/
http://www.manchestergalleries.org.uk/
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December (2009) thanks to generous support from the Manchester Art Gallery Friends and 
the MLA/V&A Purchase Fund. 
 
The newly refurbished Gallery of Costume will include both permanent and temporary 
exhibitions, featuring fashion from the 17th century through to 21st century. It will be open 
to the public from Wednesday to Saturday, 1.30 to 4.30pm.  
Tel: 0161 245 7245 for more details.   

_____ 
 

National Trust Claydon House, Middle Claydon, near Buckingham 

 
From 20th March the costume collection at Claydon house comprising a small number of 17th 
century and other garments will be accessible for study appointments and small groups.  
The costume was accepted by Her Majesties Government in lieu of inheritance tax, and has 
been temporarily allocated to the National Trust pending a decision on permanent 
allocation. For further information contact Claydon@nationaltrust.org.uk 
 

 
Current and Forthcoming Exhibitions  

 
London 

___________________________________________________________ 
 

Victoria and Albert Museum, Cromwell Road, London SW7, 

www.vam.ac.uk 
Tel. 020 7942 2000 

Grace Kelly: Style Icon    17 April - 26 September 2010  

The spectacular wardrobe of Grace Kelly will be on display at the 
V&A. Tracing the evolution of her style from her days as one of 
HollywoodΩs most popular actresses in the 1950s and as Princess 
Grace of Monaco, the display will present over 50 of Grace Kelly's 
outfits together with hats, jewellery and the original Hermès Kelly 
bag. Dresses from her films, including High Society, will be shown 

as well as the gown she wore to accept her Oscar award in 1955. These will be accompanied 
by film clips and posters, photographs and her Oscar statuette. The display will also include 
the lace ensemble worn by Grace Kelly for her civil marriage ceremony to Prince Rainier in 
1956 and 35 haute couture gowns from the 1960s and 70s by her favourite couturiers Dior, 
Balenciaga, Givenchy, and Yves St Laurent.  Sponsored by Van Cleef & Arpels. Admission charge will 

apply.    

Grace Kelly wearing a dress by Oleg Cassini. Photograph by Erwin Blumenfeld for Cosmopolitan magazine, April 
1955 © The Estate of Erwin Blumenfeld. 
 
 
 
 

mailto:Claydon@nationaltrust.org.uk
http://www.vam.ac.uk/
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Quilts 1700 - 2010  20 March - 4 July 2010 

The V&A presents its first ever exhibition of British quilts, with examples dating from 1700 
to the present day - a unique opportunity to view the V&A's unseen quilt collection as well 
as key national loans. Earliest examples include a sumptuous silk and velvet bedcover, with 
an oral narrative that links it to King Charles II's visit to an Exeter manor house in the late 
17th century. Recent examples will include works by leading artists such as Grayson Perry 
and Tracey Emin and commissions for the exhibition by a number of contemporary artists 
including Sue Stockwell and Caren Garfen. Admission charge will apply. 

Fashion Fantasies: fashion plates and fashion satire, 1775-1925   21 June 2010 - January 
2011 

This display will juxtapose two genres of print that fantasise fashion on paper: fashion plates 
and graphic social satire. The fashion plate communicated changes in fashion but also 
encouraged viewers to engage with a luxurious fantasy. At the same time fashinable dress 
was subject to imaginative distortions in the hands of graphic satirists interested in exposing 
social foibles. From the oversize wigs of the 1770s to the short skirts and fur stoles of the 
1920s, the display will chart the dialogue between fashion plate and fashion satire. 

_____ 

Kensington Palace State Apartments, Kensington Gardens, London W8 4PX 

www.hrp.org.uk or Tel. 020 3166 6166 
 
The Enchanted Palace 26 March 2010 to early 2012  
 
In the sumptuous State Apartments, leading fashion designers Vivienne Westwood, William 
Tempest, Stephen Jones, Boudicca, Aminaka Wilmont and illustrator/set designer Echo 
Morgan have created spectacular installations in collaboration with  Cornish theatre 
company WILDWORKS, taking inspiration from the Palaces rich and dramatic history and the 
princesses who once lived there - Mary, Anne, Caroline, Charlotte, Victoria, Margaret and 
Diana.    
 

The extraordinary contemporary designs will be displayed alongside historic items from the 
Royal Collection and Kensington Palaces Royal Ceremonial Dress Collection, together with 
two dresses worn by Diana, Princess of Wales and Princess Margaret.  

 
Southeast of England 

 
 

Hampshire County Council Museums and Archives Service, see 

www.hants.gov.uk/museums for more details. 
 

Eastleigh Museum 17 April ï 15 May 2010 

Kaleidoscope of Quilts: Children, Community and Economy featuring quilts, patchworks 

and accessories.  

http://www.hrp.org.uk/
http://www.hants.gov.uk/museums
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Lymington Museum 11 September - 13 December 2010 

Hampshireôs Treasures featuring 18
th
 C and 1920s dress, Heywood Sumner tapestry and 

beetlewing teacosy. 

 

M ilestones, Basingstoke 

Millinery display , ongoing 

Co-op shop window ï regular displays.  

20
th

 Century roomsets ï including fashions from the collection 

 

Red House Museum, Christchurch  
Displays of 1900-1939 clothing and accessories across the social strata, (new in 2009)                                                 

 

HCCMAS exhibitions touring Hampshire and South east region 

 

Cutting Edge (a.k.a. Hair exhibition) 

The Oxfordshire Museum, Woodstock, 15 May ï 26 June 2010                               

Dorset County Museum, Dorchester,  3 July ï 2 October  2010                                 

Westbury Manor Museum, Fareham,  Opening 9 October 2010                                 

 

Dressed 2 Express (teenage fashions)   

Reading Museum, Berkshire,   Opening 18 September  2010                        

 

_____ 

 
Chertsey Museum, 33 Windsor Street, Chertsey, Surrey KT16 8AT, Tel. 01932 565764 

www.chertseymuseum.org.uk    
 
AN IMAGE OF ITSELF- Fashions Inspired by the Past. until 28th August 2010 
 
Featuring key pieces from the Olive Matthews Collection of Costume, this exhibition 
explores the way in which fashion is constantly influenced by the styles of the past. The 
display invites the viewer to draw fascinating and surprising comparisons though the careful 
juxtaposition of garments sometimes centuries apart in date. Pieces representing iconic 
style statements range from the early 18th century to 2009. They include a 1930s Fortuny 
Ψ5ŜƭǇƘƻǎΩ Ǝƻǿƴ ƻƴ ƭƻŀƴ ŦǊƻƳ [ŜƛŎŜǎǘŜǊǎhire Museums Service, a stunning 18th century sack 
ōŀŎƪ ƎƻǿƴΣ ŀƴ LǎǎŜȅ aƛȅŀƪŜ ΨtƭŜŀǘǎ tƭŜŀǎŜΩ ŘǊŜǎǎ ŀƴŘ ŀ ǎƘƻŎƪƛƴƎ Ǉƛƴƪ hǎǎƛŜ /ƭŀǊƪ ŘǊŜǎǎ ǿƛǘƘ 
Celia Birtwell print. Some pieces are new to the collection and never before displayed.  
 
Forthcoming Fashion Exhibition 
 
Brides Revisited ς wedding dresses from the Olive Matthews Collection. 18th September 
2010 - l 27th August 2011  
 
Pieces date from the 18th century to the present day and include some truly stunning 
examples. Our beautiful 1780 wedding dress ensemble which belonged to Jane Bailey will 
feature, and there are also gorgeous dresses from the 19th and 20th centuries. Two 
exceptionally well preserved 1880s bustle dresses will be included, as will some wonderful 

http://www.chertseymuseum.org.uk/
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9ŘǿŀǊŘƛŀƴ ŜȄŀƳǇƭŜǎΦ ¢ƘŜ мфнлǎ ŀƴŘ Ψолǎ ŀǊŜ ǿŜƭƭ ǊŜǇǊŜǎŜƴǘŜŘ ǿƛǘƘ ƘƛƎƘ-fashion pieces, and 
items from the second half of the 20th century include wonderfully romantic styles with 
modern twists. Apart from the 18th century group which some may remember from our 
нллс Ψ[ƛƴŜ ƻŦ .ŜŀǳǘȅΩ ŜȄƘƛōƛǘƛƻƴΣ ǘƘŜ ǊŜƳŀƛƴŘŜǊ ƻŦ ǘƘŜ ƛǘŜƳǎ ƘŀǾŜ ƴŜǾŜǊ ōŜŜƴ ŘƛǎǇƭŀȅŜŘ 
before.  Many have associated photographs and accessories which will help to bring them to 
life as the stories of the dresses emerge.  

_____ 
 

Southend Central Museum, Victoria Avenue, Southend-on-Sea, Essex, SS2 6, 

www.southendmuseums.co.uk tel. 01702 347418 
 

[ƛŦŜΩǎ ! .ŜŀŎƘ ς An exhibition of beachwear from the collections 7 August ς 2 October 
2010 
 

 

In 2009 an amazing collection of over 500 bathing suits was 
donated to Southend Museums Service by a private collector. 
This exhibition features highlights from that collection, as well as 
many other examples of costume worn to the seaside. From 
Victorian promenade dresses to psychedelic 1960s beach 
pyjamas, the exhibition covers 150 years of beach wear and 
accessories. 
 

 
Images of Mrs. Plume, the donor of the collection, wearing some of 
her bathing costumes in the 1950s.  
 
 

_____ 
 
Maidstone Museum & Bentlif Art Gallery, St Faiths Street, Maidstone, Kent.  ME14 

1LH, Tel: 01622 602838 www.museum.maidstone.gov.uk 
 

 

Textile Treasures 15th March  2010 until 2011 
An opportunity to see a selection of samplers and textiles 
ŦǊƻƳ ǘƘŜ ƳǳǎŜǳƳΩǎ ŎƻƭƭŜŎǘƛƻƴǎΣ ŦǊƻƳ ǘƘŜ мтth to the 19th 
centuries. 
 
Detail of 17th century beadwork basket. 

_____ 

 
Claydon House, Middle Claydon, near Buckingham, Buckinghamshire MK18 2EY, Tel: 

01494 755561 (Infoline) www.nationaltrust.org.uk/claydonhouse 
 
Come and visit us this year to see our new costume display room, featuring a velvet mid-
Victorian dress. Worn by Lady Margaret Maria Verney, the dress is presented alongside a 
full length portrait of her wearing the dress at Claydon house painted by the successful 
society painter, William Blake Richmond R.A. There will also be interpretation featuring 

http://www.southendmuseums.co.uk/
http://www.museum.maidstone.gov.uk/
http://www.nationaltrust.org.uk/claydonhouse
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material from the Claydon House Archive and replica garments for adults and children to try 
on. 
Claydon House is open from 20th March to 31st October 2010, Saturday through to 
Wednesdays from 1pm to 5pm. 

_____ 

 
Waddesdon Manor, near Aylesbury, Buckinghamshire, HP18 0JH, Tel. 01296 653226 

www.waddesdon.org.uk 
 
BUTTONS & BRAIDS: A ROTHSCHILD COLLECTION REVEALED, 31March-31 October 2010 
 
To commemorate the 75th anniversary of the death of Baroness Edmond de Rothschild 
(1853-1935), there will be an exhibition of costume, accessories and textiles from her 
collection for the 2010 season.  Adelheid, Baroness Edmond, was the mother of James, who 
bequeathed Waddesdon to the National Trust in 1957.  She lived in Paris for most of her 
married life, and acquired French, Eastern European and Middle Eastern textiles from 
department stores, such as Bon Marché, and while travelling with her husband.  Many of 
these items have not been on show since the 1970s, when Dorothy de Rothschild arranged 
an elaborate display to showcase her mother-in-ƭŀǿΩǎ ōŜǉǳŜǎǘΦ   
 
 

Southwest of England 

 

Fashion Museum, Assembly Rooms, Bennett Street, Bath, BA1 2QH, 

www.fashionmuseum.co.uk Tel. 01225 477 173 
 

Dress of the Year. Fashions by Mary Quant, Ossie Clark, Jean Muir, BodyMap, John Galliano, 
Rifat Ozbek, Paul Smith, Julien McDonald, Versace and Tom Ford will be on display at the 
Fashion Museum during 2010. 
 ¢ƘŜǎŜ ŀǊŜ ŀƭƭ ǇƛŜŎŜǎ ŦǊƻƳ ǘƘŜ ƳǳǎŜǳƳΩǎ ŦŀƳƻǳǎ Dress of the Year collection: each year since 
1963 a fashion expert has chosen the best fashions in the world for the museum collection. 
The Dress of the year 2009 was recently unveiled in February 2010. 
 
Photographing Fashion: British Style in the 1960s  From 27March 2010 
 This display includes examples of British fashion from the 1960s, including pieces by Mary 
Quant and Jean Muir as well as original photographs from the Sunday Times Fashion 
Archive. 
  
Vionnet at the Fashion Museum, continuing through 2010 
 The Fashion Museum, working in partnership with the Victoria and Albert Museum and the 
Bowes Museum, has saved a collection of rare 1930s evening dresses by Madeleine Vionnet, 
one of the greatest 20th century couturiers, for the nation. The two dresses acquired by the 
CŀǎƘƛƻƴ aǳǎŜǳƳΣ ōƻǘƘ ƻŦ ǿƘƛŎƘ ŀǊŜ ŜȄǉǳƛǎƛǘŜ ŜȄŀƳǇƭŜǎ ƻŦ ±ƛƻƴƴŜǘΩǎ ǎƪƛƭƭ ƛƴ ƳŀƴƛǇǳƭŀǘƛƴƎ 
fabric, will be on display in the Fashion Museum galleries. 

_____ 
  

http://www.waddesdon.org.uk/
http://www.fashionmuseum.co.uk/
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Killerton House, Broadclyst, Exeter, Devon, EX5 3LE, Tel: 01392 881345 

 
Elegance   until 31 October, (limited opening hours November & December 2010) 
On display this year will be a selection of some of the most elegant fashions from the 
collection, some not seen at Killerton before.  The displays will explore concepts of elegance 
over two centuries of fashion. We will show how people have dressed to impress from the 
1770s to the 1970s. Whether pared down to the simplest most stylish elements or glittering 
with colourful beading, elegant clothing is never cluttered, and always in good taste.  The 
twentieth century New York fashion editor, Diana Vreeland, summed up this view in three 
ǿƻǊŘǎΣ Ψ9ƭŜƎŀƴŎŜ ƛǎ ǊŜŦǳǎŀƭΩΦ 
   
! ƘƛƎƘƭƛƎƘǘ ƻŦ ǘƘŜ ŜȄƘƛōƛǘƛƻƴ ǿƛƭƭ ōŜ ŀ ōŜŀǳǘƛŦǳƭ ǇƭŜŀǘŜŘ ǎƛƭƪ Ψ5ŜƭǇƘƻǎΩ ŘǊŜǎǎ ōȅ ǘƘŜ ǊŜƴƻǿƴŜŘ 
artist-couturier Mariano Fortuny (1871-1949). It will be accompanied by a printed velvet tea 
Ǝƻǿƴ ƳŀŘŜ ōȅ CƻǊǘǳƴȅΩǎ ŀǘŜƭƛŜǊ ŦƻǊ [ŀŘȅ Wƻŀƴ /ŀǾŜƴŘƛǎƘ .ŜƴǘƛƴŎk Hoare, the wife of a 
diplomat, and a distant relation of the Acland family of Killerton.  Another well-known 
maker to be featured ƛƴ ǘƘŜ ŜȄƘƛōƛǘƛƻƴ ƛǎ [ƛōŜǊǘȅΣ ǊŜǇǊŜǎŜƴǘŜŘ ōȅ ŀ ŎƘƛƭŘΩǎ ǎƛƭƪ ǎŀǘƛƴ Ŏƻŀǘ ƻŦ ŎΦ 
1909. 
  
¢ƘŜ ŜȄƘƛōƛǘƛƻƴ ǿƛƭƭ ōŜ ǎǳǇǇƻǊǘŜŘ ōȅ ǘƘŜ wƻȅŀƭ !ƭōŜǊǘ aŜƳƻǊƛŀƭ aǳǎŜǳƳΩǎ Ψhǳǘ ŀƴŘ !ōƻǳǘΩ 
programme, and includes a selection of contemporary fashion illustrations dating from the 
1790s to the 1940s. These fashion plates, magazines and fashion drawings have been 
ǎŜƭŜŎǘŜŘ ŦǊƻƳ ǘƘŜ ƳǳǎŜǳƳΩǎ ŦŀǎƘƛƻƴ ŀǊŎƘƛǾŜ ǿƘƛŎƘ ƛǎ ƴƻǘ ǳǎǳŀƭƭȅ ƻƴ ŘƛǎǇƭŀȅΦ 
 
There will also be a series of drop-in 'events' under the title Focus on Fashion, linked to the 
exhibition, which will take place on the third Monday in every month, from 11am until 2pm. 
These will give visitors the chance to see other objects from the stored collections up close, 
ask questions, find out how things are stored etc.  The next is on Monday 19th April, looking 
at hats and hat-pins, including Charles Horner hat pins of which there is a large collection. 
The following event on Monday 17th May will look at corsets, crinolines, bustles and 
bodices. More details available from Killerton on 01392 881345. 
 

_____ 
 

Devonshire Collection of Period Costume, 43 High Street, Totnes, Devon, TQ9 5RY, 

Tel: 01803 862857 www.devonmuseums.net 
 
FASHIONS FOR FESTIVALS (From Easter bonnets to New Year's Eve glitz....) 
Exhibition opens Spring Bank Holiday Monday (31st May) to 1st October 2010. 
There are festivals and celebrations throughout the year for which new or special clothes 
have always been desired. The exhibition shows a range of C19th & C20th examples. 
 
Tues - Fri, 11.00  -  17.00 (Guided tours outside these hours and during October, by 
appointment). 

_____ 

 

http://www.devonmuseums.net/
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The Blandford Fashion Museum, Lime Tree House, The Plocks, Blandford Forum, 

Dorset DT11 7AA. Tel: 01258 453006 
 
1970s Flower Power  March 2010 ς mid December 2010. 
The exhibition shows an array of 1970's clothes showing the vibrant colours, textures, 
patterns and designs of the period. There are trouser suits, maxi and mini dresses, tunics 
and jackets made from a variety of fabrics. Included are accessories, shoes, scarves, belts 
and jewellery. 
 
Also new for 2010 is the Dorset Crafts Room showing locally made lace, Dorset buttons and 
Dorset bonnets as well as examples of other crafts. The Bride exhibition is continuing for a 
third year. 
 

_____ 
 

The American Museum in Britain, Claverton Manor, Bath BA2 7BD, Tel: 01225 460503  

 
Classic American Quilts 13 March ς 31 October 2010 

¢ƘŜ ƳǳǎŜǳƳΩǎ ŎƻƭƭŜŎǘƛƻƴ ƻŦ нпл !ƳŜǊƛŎŀƴ ǉǳƛƭǘǎ ƛǎ ŀŎŎƭŀƛƳŜŘ ŀǎ ǘƘŜ ŦƛƴŜǎǘ ƻŦ ƛǘǎ ǘȅǇŜ ƛƴ 
Europe and the equal of many premier collections in the United States.  Ranging from the 
18th to early 20th centuries, these exuberant works of art and craft are visually bold, 
technically assured and often proudly patriotic.  This exhibition will also mark the 
production of a new, lavishly ƛƭƭǳǎǘǊŀǘŜŘ ōƻƻƪ ƻƴ ǘƘŜ ƳǳǎŜǳƳΩǎ ǿƻǊƭŘ-renowned quilt 
collection. 

_____ 

Plymouth City Museum & Art Gallery, Drake Circus, Plymouth PL4 8AJ, Tel: 01752 

304774. www.plymouthmuseum.gov.uk 

Japanese Sashiko Textiles 31 July to 25 September 2010 
A touring show investigating two major aspects of the ancient Japanese art of sashiko - the 
previously unrecorded lives of the women who made and wore it and the talismanic 
qualities associated with the garments throughout history. Plymouth City Museum and Art 
Gallery is the only south west venue on the national tour. 

A series of related events are being held at the museum including craft workshops, family 
friendly workshops, and a one-day Japanese Sashiko Textiles Symposium on Saturday 18 
September. Full details are to be confirmed. If you would be interested in attending and 
would like to receive advance information please email your contact details to 
museum@plymouth.gov.uk, for the attention of Marketing and Audience Development. 
 

_____ 

 
Bristol City Museum and Art Gallery, Queen's Road, Bristol, BS8 1RL. Tel: 0117 922 

3571 

http://www.plymouthmuseum.gov.uk/
http://www.plymouth.gov.uk/homepage/creativityandculture/museums/museumpcmag/museumexhibitionsdisplays/museumjapanesesashikotextiles.htm
mailto:museum@plymouth.gov.uk
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The Shape of Things  6 February -18 April 2010  
The exhibition features two unique and beautifully crafted installations by textile artist 
Alinah Azadeh and ceramic artist Rosa Nguyen. Both artists have used traditional techniques 
to create extraordinary pieces that will challenge perceptions of what craft is.  

 
 

North of England 

 
ULITA ς The University of Leeds International Textile Archive, {ǘΦ ²ƛƭŦǊŜŘΩǎ /ƘŀǇŜƭΣ aŀǳǊƛŎŜ 
Keyworth Building, Moorland Road, University of Leeds, LS2 9JT, www.leeds.ac.uk/ulita 
 

The Yarns of a Travelling Professor: The publications and papers of A F Barker, textiles 
educator, researcher and collector. From 2nd March to 14th May 2010 09:30-16:30 Tuesday 
to Friday 
 
/ŀƭƭƛƴƎ ƘƛƳǎŜƭŦ ŀ ΨǘȅǇƛŎŀƭ ǇǊƻŘǳŎǘ ƻŦ ǘƘŜ /ƭƻǘƘǿƻǊƪŜǊǎΩ 5ŜǇŀǊǘƳŜƴǘ ƻŦ ǘƘŜ ¦ƴƛǾŜǊǎƛǘȅ ƻŦ 
[ŜŜŘǎΩΣ tǊƻŦŜǎǎƻǊ !ƭŘǊŜŘ C .ŀǊƪŜǊ ǊƻǎŜ ǘƘǊƻǳƎƘ ǘƘŜ Ǌŀƴƪǎ ǘƻ ōŜŎƻƳŜ ƛǘs third Chair of the 
Department of Textile Industries, from 1914 to 1933.   He  was a longstanding supporter of 
ǘƘŜ /ƭƻǘƘǿƻǊƪŜǊǎΩ aǳǎŜǳƳ όƴƻǿ ¦[L¢!ύΦ ¢ƘŜ vƛƴƎ /ƻƭƭŜŎǘƛƻƴ ƻŦ мфǘƘ ŀƴŘ нлǘƘ /ŜƴǘǳǊȅ 
Chinese textiles was given by Barker and his son to the University in the late 1930s.  
 
Through his papers, photographs and publications, this exhibition presents Barker's work at 
the University of Leeds and Bradford College, his wide ranging interests, and his extensive 
travels and research. 

 
_____ 

 
Leeds Costume Collection, Lotherton Hall, Lotherton Lane, Abeford, Leeds, LS25 3EBTel: 

0113 281 3259 www.leeds.gov.uk/lothertonhall 
 

Flock Together - Ruffled Feathers  March  to 31 December 2010 
 

 

Come and find out about the feathered and fancy world of 
birds in art and nature. In the Costume Galleries, at Lotherton 
Hall, explore our fascination with birds and clothing; from 
feather adorned hats to bird inspired textiles. One of the star 
attractions will be Leeds Museums and Galleries newly 
commissioned feathered hat from the celebrated British 
designer Philip Treacy.  

 
Ruffled Feathers is part of Flock Together - a series of bird inspired exhibitions across Leeds 
during 2010.  

_____ 
 

 

http://www.leeds.ac.uk/ulita
http://www.leeds.gov.uk/lothertonhall

