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T H E RO S E : ‘ F L OW E R S T H AT A R E L O O K E D AT ’

Opposite above right
4. Isaac Oliver, Portrait of a Lady

Masqued as Flora, c.1605.
Miniature, pigment on vellum,
5.3 x 4.1cm
Rijksmuseum, Amsterdam

The English court of James I enjoyed
lavish masqued entertainments,
often with allegorical and Classical
subjects. Here, a fashionable woman
is costumed as Flora, with roses
in her hair.
Artokoloro Quint Lox Limited/
Alamy Stock Photo

Bottom left

7. Rosa ‘Christian Dior’, a double
hybrid tea rose introduced by
Meilland, 1958.

Christian Dior was mid-twentiethcentury fashion’s floriculturist.
Although the haute couturier’s
signature flower was lily of the
valley, he adored and grew roses;
this fragrant double hybrid tea rose
was named after him following his
premature death.
Yellow Cat/Shutterstock.com
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Bottom right

8. Jeff Bark, Comme des Garçons,
‘Roses and Blood’ collection,
Dazed magazine, spring 2015.

Stylist Robbie Spencer has placed
petals in model Molly Blair’s open
mouth, symbolising uncontrollable
passion or sublime suffocation by roses.
Courtesy of Jeff Bark

Opposite below right
5. Alexander Roslin,

Flora of the Opera, c.1750.
Oil on canvas, 91.5 x 72.5cm
Musée des beaux-arts de Bordeaux

Roslin was a society portrait painter,
noted for his fine depiction of
fashionable dress and jewellery.
His Rococo-style Flora wears a flower
wreath, armlet and holds a garland in
which roses feature prominently.
© Mairie de Bordeaux, Musée des
beaux-arts
Right
6. V Buso, ‘Rose’ shoe, USA, c.1960.

Suede and metal
The Museum at FIT, New York

This gorgeous shoe might be
interpreted within the contexts of
Surrealism’s preoccupations: the
illusion of nature, displacement and
improbability (a rose supports
a person).
The Museum at FIT, P90.78.2.
Museum purchase

Previous spread

1. Nick Knight
Sunday 10th November 2019.
(Triptych) (part 2/3)
Hand-coated pigment print,
printed 2020, 139.4 x 114.3cm
Edition of 5 with 3 Artist Proofs

Posted to Instagram with the
caption: ‘Roses from my Garden [...]
Remembrance Sunday. To all those
who lost their lives in conflict.
May we never forget.’
Courtesy of Nick Knight

Top

2. Sandro Botticelli, Primavera
(detail), c.1480.
Tempera on panel, 207 x 319cm
La Galleria degli Uffizi, Florence

In the right-hand foreground of
Botticelli’s famous work, Zephyrus
embraces the nymph Chloris,
whom he transformed into Flora, the
goddess of spring, who carries roses
and whose dress is rose-patterned.
The Picture Art Collection/
Alamy Stock Photo
Above

3. Mr John, ‘Primavera’ hat, USA,
c.1950.
Cotton, silk and velour
The Museum at FIT, New York

This rose-like hat is strewn with pink
cotton petals and decorated with
artificial wild roses with prominent
black-tipped stamen, and daisies,
violets and small yellow flowers.
The Museum at FIT, 76.199.4.
Gift of Blanche Thebom
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Above left

22. Asahikran, woman wearing a
kimono and holding a rose, Tokyo,
late nineteenth century.
Studio-portrait cabinet card
Private collection

The gesture of holding a rose is
reminiscent of Élisabeth-Louise Vigée
Le Brun’s portrait of Marie Antoinette
(see fig.70).
Above right
23. Woman seated with fresh roses

in her lap, USA, early 1920s.
Studio-portrait postcard
Private collection

The sitter here wears a two-piece
evening ensemble, adorned by the
cluster of fresh roses in her lap.
Below left
24. Two men, each wearing a rose

boutonnière, UK, c.1915.
Studio-portrait postcard
Private collection

A touching portrait of two men
with matching boutonnières;
the standing man touches the
rose of his companion.
Below right
25. A couple on their wedding day,

mid-1910s.
Studio-portrait postcard
Private collection

She looks at its ability
contradictory social m
biochemical, commerc
impacted upon and fac
perception of – rose pe
recounts a visit to the
dedicated to the preser
– where a (small) selec
rose-based perfumes in

The concluding text ex
fragility, paradoxical b
potential to rupture an
an unprecedentedly m
industry. A focus study
ensemble featured on
Ninomiya for Autumn
the contexts of natura
at its most militant. ‘T
Concrete’ explores ros
of racial equality, iden
and sustainability, alon
imagination and craft
to flatter, adorn and o
for fresh roses on the c
fast-fashion industries.

The veil and handheld roses render
as ceremonial the bride’s seemingly
everyday dress.

Above right

26. Allan Ramsay,
Flora Macdonald, 1749–50.
Oil on canvas, 74 x 61cm
Ashmolean Museum of Ar
Archaeology, University of

Macdonald was a farmer’s d
who assisted in the escape
Charles Edward Stuart, the
to the English throne, follow
defeat at the Battle of Cullo
1746. She wears in her hair,
bodice of her dress, the em
Jacobite white rose, and ho
garland that alludes to her fi
IanDagnall Computing/Alam
Photo

CH AP TER I

O N RO S E S
…

A M Y DE L A H AY E I N
C O N V E R SAT I O N W I T H
NICK K NIGHT
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Left
100. Artificial roses (detail of hat),

USA, 1908.
Horsehair (hat), with silk roses,
cotton velour and paper leaves
The Museum at FIT, New York

.........................
FOCUS S T UDY
.........................

Rows of finely crafted dark red silk
roses decorate the crown of a (now
very fragile) American hat. There are
six silk roses and three rosebuds on
stems, with autumnal coloured leaves.
Each rose (and bud) has a fabric sepal,
is composed of a profusion of tightly
clustered silk petals and measures
about 7cm in diameter. On the hat
brim, tucked beneath a large black silk
bow with silk velvet edging, is a single
stem with three rosebuds.
The Museum at FIT, P83.19.13.
Museum purchase

MAKING
A RO SE
.........................

…
The rose seems even to outdo the natural in their
close resemblance and to flatter the roses of nature
in their beauty. They appear in many varieties,
interesting montures showing combinations of infant
and half-blown buds, full-blown blossoms, and windtorn blossoms bereft of petals and with only the
stamens and pistols crowning the petiole.
…

using heavy hammers (sometimes bound by hide), or a stamping
machine. Lightweight fabrics, like silk and muslin, were cut 16
layers at a time, while more dense fabrics like cotton or silk velvet
(often used in winter) were cut in layers of four. The petal shapes
were then tinted using dyes and spread out on porous paper to
oven dry.
3. Forming the flower Each petal was goffered (curved into a
cupped form) using a tool with a metal shaft ending in a ball
form, heated by flame or gas jet. Elizabeth Sergeant observed,
‘The rosemakers, when the petals are ready, attach the inner ones
to a wire stem, stick its end into their potato standard, and add
petals, crimp the edges, and form the flower as it hangs head
downwards before them.’2 The petal edges were then crimped
(curled) by hand or using tweezers. A dusting of potato flour was
used to create the effect of ‘bloom’. Buds were made of wadding,
finely covered with silk, over which individual petals and
sometimes sepals were added.

Millinery Trade Review, 1889 1
Here follows an account of how an artificial rose was made from
the mid-nineteenth century to the early twentieth: processes
that have changed little over time, although today the gendered
division of labour is less rigidly defined. The making of an
artificial rose can be divided into four core stages:

Above left
101. Lewis Wickes Hine,

‘Colouring the petals’,
published 1913.
Photograph
New York Public Library

©NYPL

Below left
103. Lewis Wickes Hine,

4. Composition This, the final and most highly skilled stage, was
known as ‘branching’. The stalk, formed from wire, was crowned
with the seed vessel and stamens; glue was added to the base of
these and the corolla threaded onto the stalk and pressed onto
the seed vessel. The calyx or culot was fixed in the same manner.
Any leaves were then wired to the stalk, before it was covered with
silk thread, fabric and/or paper, a process requiring a finely tuned
rotary movement of the thumb and forefinger of the left hand.

1. Design In Paris, flower makers often worked directly from
nature, copying natural roses or buds. Botanical engravings
were also used as source materials. The cheaper end of the trade
copied flowers made by the exclusive firms.
2. Cutting and dyeing The fabric used to make the corolla (the
petals of a flower) was stretched and starched prior to being cut,

Above right

102. Lewis Wickes Hine,
‘Artificial flower maker goffering
(curling) rose petals’,
published 1913.
Photograph
New York Public Library
©NYPL

‘Cutting flower petals by hand’,
published 1913.
Photograph
New York Public Library

©NYPL
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.........................
FOCUS S T UDY
.........................

NOIR KEI
NINOMI YA
.........................

Futuristic and fantastical, wild yet cultivated, Noir Kei
Ninomiya’s fleurs animées march in fashion’s vanguard, expressing
a new organic modernism. The formation of the striking garment
shown here can be likened to a head-on view of an old garden
rose (fig.243), with its irregularly clustered mass of petals, or even
a single petal, which contains individual cells so loosely packed
that air pockets form between them. However, the designer
rebuffs any notion of fragility – floral or feminine. Ninomiya’s
fashion rose is subversive and armoured, in the manner of the
somewhat surreal ‘Habit de Bouquetiere’ (‘Attire of the flower
seller’), from Nicolas ll de Larmessin‘s seventeeth-century
engraving series of Les costumes grotesques et les métiers (‘Costumes
of the Trades’; fig.241). This outfit, in particular (fig.242),
comprises a dress-like form in two pieces made from polyester
organdie, padding and a sleeve with integral gloves made from a
stretched satin woven from 68 per cent rayon, 30 per cent wool
and 2 per cent polyurethane. Entirely conspicuous, yet masked
for anonymity, the model dons insectile short black gloves that
are integral to the sleeves, ankle socks and sturdy leather oxfords
in order to stride through this world. This is candy floss-coloured
fashionable flower personification at its most militant.
Ninomiya studied French literature at Aoyama University in
Tokyo before enrolling to study fashion at the Royal Academy of
Fine Arts Antwerp, but left once he had secured a job as pattern
cutter for Comme des Garçons. In 2012, Rei Kawakubo proposed
he create his own label under the Comme des Garçons umbrella.
He made his Paris catwalk debut to present the Autumn/Winter

2018 collection, which, along with Spring/Summer 2019, was
dedicated to floral themes. The Autumn/Winter 2019 collection,
in particular, paid homage to a single flower – the rose. At this
show, the scent from hundreds of fresh red roses – made into
headdresses by Taka Nukui, working with flower artist and
botanical sculptor Azuma Makoto – wafted through the space
and the rose experience extended to the olfactory.
Ninomiya’s garments are constructed from PVC, leather,
organza and polyester, and these materials are laser-cut,
pleated, manipulated, riveted, layered, linked and inter-linked,
like molecules, on to a poppered faux-leather foundation.
Structurally, their closest fashion precedent might be Paco
Rabanne’s late-1960s chain-mail dresses, although it is cult
designers Jean Paul Gaultier and Thierry Mugler who are muses
to Ninomiya. As the designer’s trade name – ‘Noir’ – makes
explicit, black is the mainstay of his collections. Shown alongside
this model were biker styles and dress forms constructed from
black PVC rosettes, joined by outward-facing shards of corset
boning – protective prickles for the modern woman.
It is indeed rare that fashion takes new forms, and here the rose
has inspired an extraordinary manifestation.

Above left

241. Nicolas ll de Larmessin,
‘Habit de Bouquetiere’, from Les
costumes grotesques et les métiers, 1675.
This flower seller is depicted wearing
the attributes of her trade: her bodice
is a flower bucket and the sleeves are
comprised of vases.
Bibliothèque nationale de France
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Above middle
242. Noir Kei Ninomiya,

Rose ensemble with headdress of
fresh roses, Paris, Autumn/Winter
2019.

Above right
243. Centifolia muscosa rose

(also known as ‘Mrs William Paul’).
Paul Starosta/Getty Images
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OPPOSITE
Installing the Revolving Carousel displays
The woman is working on the display of a black
moiré cocktail ensemble by Worth (London)
Ltd (M16). The seated figure behind her wears
a yellow moiré evening gown by Molyneux.
Brighton University Archives

Gardner and Spence commissioned, to work with James
Cleveland Belle, a company called Convel to design the
fashion displays which were sited within the Dress Hall.
Convel engaged three designers to work with them – James
Bailey, Geoffrey Benninson and John Richardson. The
spectacle they created together was truly breath-taking.
Centre stage was a decorative, tiered carousel that stood
7.6 metres tall and displayed couture evening wear. It was
encased in glass and stood, like a giant cake decoration,
within the canopy-ceiled space. Two of the installations
were named after fashionable London locations, both
designed by James Bailey. The Hyde Park Scene, showcased
non-Utility daywear manufactured by exclusive wholesale
companies. (While rationing continued, this was the first
year that clothes that did not comply with Utility restrictions
could be produced.) It included models by Jaeger, Dereta,
Kitty Copeland, Brenner Sports Ltd, The Jaeger Co Ltd and
Steinberg & Sons Ltd. The Covent Garden Scene showcased
top-level, ready-made evening wear.

BELOW
The Revolving Carousel designed by
James Bailey and John Richardson
Annotated pencil notes on the original image
identify some of the models, including the
black Worth (London Ltd) ensemble on the
left. The ornate evening gown to the rear left
of M16 is by Peter Russell. M26 (on the steps)
is an evening dress with peplum designed by
Strassner Ltd, and the white gown to the right
of the peacock was designed by Victor Stiebel.
Brighton University Archives

Benninson, a well-respected London-based antiques
dealer and interior decorator, was responsible for the design
of the special mannequins (not the stock lines bought from
established manufacturers) that were made by Pyrtams.
Instead of wigs, the figures had coiffure, made from brown
paper designed by Steiner and made by Peter Möller. John
Richardson designed the set for inexpensive fashions. On
25 September 1946, an article in the Daily Mail, ‘Francis
Marshall’s Sketchbook’, illustrated the preparation and
styling of the fashion installations. The accompanying
editorial described a scene of ‘enchantment of colour
and design’ and noted the attention to detail: ‘a care that
makes each one a lesson to women on the right type of
hat, hairstyle and shoes to wear with the outfit displayed.
One plaster model had real hair, styled with a bun that was
exactly right for her side-face hat. Another was having her
feet cut to fit her shoes.’
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Cecil Beaton:
Biography, Collecting
and Curatorship
‘So few people realise the historical importance of
clothing. I didn’t want to see works of art go down the
drain. I wanted to possess them. I suppose if I’d been a
woman, I would have worn them.’1
By 1971 Cecil Beaton (1904 –1980) was acclaimed around
the world as a talented photographer, illustrator, writer
and costume designer. Beaton’s biography and creative
practices have been meticulously researched and effectively
interpreted, most notably by his appointed biographer, Hugo
Vickers, by the photographic historian Dr David Mellor and
by Philippe Garner, the photography expert at Sotheby’s,
London (which houses the Beaton photographic archive).
Beaton’s curatorship, however, is an area that has not
previously been scrutinised; this chapter seeks to identify
Beaton’s unique curatorial interventions in Fashion: An
Anthology by Cecil Beaton within the context of his biography
and his other creative practices.
Most importantly, the original idea and proposal to the
V&A for an exhibition of modern international fashion came
from Beaton himself. Once the proposal was accepted, his
major contributions to Fashion: An Anthology by Cecil Beaton
were two-fold: he was responsible for the acquisition of
the non-contemporary exhibits (which were collected by
the exhibition designer Michael Haynes), and he made the
ultimate aesthetic decisions relating to the styling and the
installation of the dressed mannequins. As the exhibition
title makes clear, it was ultimately Beaton’s vision and –
identified as an anthology – it embraced idiosyncrasy.
All exhibitions demonstrate curatorial authorship; this
one particularly so.
Star Struck: Childhood Passions
‘Here, indeed, lies the whole miracle of collecting.
For it is invariably oneself that one collects.’
Jean Baudrillard2
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BELOW LEFT
Foreground: Evening dress in pleated silk jersey
by Madame Grès, 1955 and re-made 1971.
This model was re-made and donated by
Madame Grès for the exhibition.
Background: Chanel evening pyjamas
ensemble 1937–8, described above, pp. 80–81.
© Victoria and Albert Museum, London
BELOW RIGHT
Upper level: Evening gown, ‘Four Leaf Clover’,

Cecil Beaton was born on 14 January 1904, the first of four
children, into a comfortable family home in the leafy
London suburb of Hampstead. Beaton’s diaries reveal
how the formal social mores and the imperial authority
of his Edwardian (1901–11) childhood, along with his
father’s passion for amateur dramatics, were to form
lasting impressions. They also place on record his early
fascination with luxury, feminine beauty and adornment,
and establish his youthful credentials as an observer,
collector and aesthete.
It was sitting on his mother’s bed, beguiled as she
clothed herself in exquisitely soft fabrics, that formed one
of his abiding early memories. However, it was a constructed
image, rather than lived experiences, that ignited his passion
for photography, fashion and beauty. Beaton’s highly
selective diaries relate a memory of himself as a child, at
the tender age of three: he describes becoming transfixed
by the face of the alluring stage star Lily Elsie which was
reproduced on a tinselled, pink-tinted, postcard in his
mother’s bedroom. Beaton later mused that ‘this goddess
wrapped the whole of my adolescence in a haze of roses’3 –
a metaphor that was to pervade his photographic aesthetic
and went on to inform the design of Fashion: An Anthology
by Cecil Beaton. He became an obsessive collector of imagery
of his favourite actresses and compiled many scrapbooks.
(Later, he would master the photographic medium in order
to aid his two prime goals: to become famous and to elevate
his social status.)
It was not only the possibility of transforming the body
that Beaton found compelling; he was fascinated also by the
metamorphosis of space and by optical illusion. He loved,
for example, to watch the process of turning the family
home into a party venue, and he created his own fantastical
interiors by constructing three-dimensional stage sets and
experimenting with visual ‘tricks’. Vickers describes one of
his early endeavours whereby ‘He constructed a toy theatre
from a hat box and faithfully reproduced the scenery. The
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in white silk satin with black silk satin appliqué
by Charles James, 1953. Given by the Arts
Students League (USA). Lower level: Left:
Evening ensemble comprising cape and dress in
printed silk chiffon by Thea Porter, 1971. Worn
and given by Miss Jane Holzer. Centre: Evening
dress of white silk with geometric design by
Mdame Grès, 1969. Worn and given by Mrs
Graham Mattison. Right: Evening outfit of black
velvet, feather trimmed, over bodice, with a
dress that has skirt covering with black curling
peacock feathers, by Givenchy, summer 1968.
Worn and given by Mrs Pierre Schlumberger.
© Victoria and Albert Museum, London
OPPOSITE
Left to right: Vionnet, Chanel and Givenchy,
as already described.
© Victoria and Albert Museum, London
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