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Figure 4.21: Tom Brigance’s collection for children and teens featured in a Lord & 
Taylor display, June 9, 1956.Tom Brigance Publicity and Sketches, 1932-1977. The New 
School Archives and Special Collections, The New School, New York, NY. 
 

By the early 1960s, other prominent designers, such as Arnold Scaasi and Bill 

Blass, had entered the ring, and many of them worked under the auspices of familiar 

children’s wear firms. Blass produced his first collection for Joseph Love, Inc. in 1962 

(Figure 4.22). At the time, Blass was the designer at the women’s wear firm Maurice 

Rentner, and had only been billed under the Rentner label for a couple of years.799 

Children’s wear, according to Blass, was his initial foray into licensing, although 

Rentner’s owners, Eugene Lewin and Herman Siegenfeld, balked at the idea of licensing 

agreements.800 Blass wrote: “Lewin and Seigenfeld and the others were too caught up in 

the old ways of doing business to recognize the importance of licensing a firm’s name—

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
799 Bill Blass, Bare Blass (New York: HarperCollins Publishers, Inc., 2002), 54. 
800 Blass, Bare Blass, 70. 
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something they vehemently opposed.”801 It seems Blass was as aware of the benefits of 

broadening his name recognition through licensing as Love was of the prestige that 

licensing a designer name could bring. Under the best circumstances, the agreement 

could be mutually beneficial. In Blass’s case, however, it seems the designer was not 

content to stamp goods with his name; according to Vogue, “Blass is adamant about the 

need for the designer’s involvement in all his licensed products.”802 Blass’s first 

collection for Love was “a small group presenting his view of the classics in a school 

girl’s curriculum.”803 Blass saw no conflict in crossing from adult to child styles. In later 

years he told Vogue: “If you can design women’s clothes, and you have taste, ideas, 

imagination, you can design any kind of apparel.”804 Blass severed his connection with 

Joseph Love, Inc. by the end of 1963, but continued to design children’s wear, jumping 

ship for Celeste Frocks.805 

 

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
801 Blass, Bare Blass, 55. 
802 Lorraine Davis, “Designing America,” Vogue, July 1976, 139. 
803 “Bill Blass Designs for Joseph Love,” Women’s Wear Daily, April 18, 1962, 26. 
804 Davis, “Designing America,” 139. 
805 “Blass-Celeste Set,” Women’s Wear Daily, October 23, 1963, 24. 
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Figure 4.22: A press image from one of the collections designed by Bill Blass for Joseph 
Love, Inc., evocative of the children’s story, Alice in Wonderland, c. 1962. Joseph Love, 
Inc. Collection, box 16. Fashion Institute of Technology|SUNY, FIT Library Dept. of 
Special Collections and FIT Archives. 
 

In the latter half of the twentieth-century, children’s wear specialists in New York 

had to contend not just with American competitors, but those based in Paris and Rome. 

Ads may have proclaimed that American designers had “know-how,”806 but there seemed 

to be an increasing focus on the prestige of the European designer—even in children’s 

clothing. “This year children are the true internationalists,” proclaimed fashion editor 

Patricia Peterson in 1969, “They can choose among the cream of European and American 

designs.”807 Even prior to its partnership with Blass, Joseph Love, Inc. formed 

agreements with European designers, the first being an exclusive line of party dresses 

from Louis Feraud in 1960. Love’s next collaboration was with Roberto Capucci. 

Capucci had a penchant for bold, architectural styles,808 and was sometimes “criticized 

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
806 B. Altman & Co., advertisement, New York Times, March 5, 1969, 7. 
807 Patricia Peterson, “Fall’s Fresh Start,” New York Times, August 10, 1969, SMA37. 
808 Valerie Steele, Fashion, Italian Style (New Haven and London: Yale University Press, 
2003), 31. 
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for being too theatrical and unrealistic.”809 His later works are comparable to fine art and 

sculpture.810 It is interesting, then, that he should have collaborated with a mass-market 

manufacturer, no less one in children’s wear, but perhaps it was an issue of generating 

broader name recognition. In fact, as curator Dilys E. Blum observed, the partnership of 

Italian designers with American manufacturers during the 1950s and 1960s was quite 

beneficial in helping Italian designers expand the scale of their businesses and gain a new 

contingent of American consumers.811 Certainly, American specialists were sensitive to 

the trend for things European. Even Betsy Daniels, arguably a very promotable American 

name, “interpreted” offerings by Zingone of Rome, a high-end Italian children’s wear 

label, for her company Shutterbug between 1969 and 1970.812 The constant trading on the 

“Frenchness” of Suzanne Godart may be another reflection of this trend.  

Children’s wear industry response 

 According to Women’s Wear Daily, in the early 1960s, “children’s clothes by 

women’s apparel designers [were] selling pretty well.” After polling some top retailers, 

offerings by Scaasi for Little Women, Bill Blass for Love, and Marc Bohan (of Christian 

Dior) for Sam Landorf, Inc. were deemed to have positive consumer response.813 Bold 

promotions centered on designer fashions. “The whole town’s talking about the windows 

at Lord & Taylor and Altman,” the paper wrote; the former showcased Dior-designed 

children’s wear by Bohan, while the latter featured the Blass collection for Joseph Love, 

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
809 Gloria Emerson, “Capucci will Leave Italy to Open House in Paris,” New York Times, 
July 15, 1961, 22. 
810 Dilys E. Blum, Roberto Capucci: Art Into Fashion (New Haven and London: 
Philadelphia Museum of Art in association with Yale University Press, 2011), 75. 
811 Dilys E. Blum, Roberto Capucci, 12, 14, 15. 
812 “Double-Deal,” Women’s Wear Daily, May 11, 1970, 45; B. Altman & Co., 
advertisement, New York Times, October 3, 1969, 14. 
813 “Designer Clothes Click in N.Y.,” Women’s Wear Daily, October 3, 1962, 40. 
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Inc.814 “Name rtw [sic.] designers,” declared Women’s Wear Daily were not a passing 

fad; a number of these initial collaborations had “proven successful enough for most 

firms to continue tie-ins beyond test periods.”815 The paper broached the idea that this 

“growing phenomenon” could be beneficial for the industry as a whole,816 but the 

response of the American children’s wear specialists suggested resentment, or at least 

ambivalence. 

Ironically, some of the specialists, especially Lee, may have inadvertently 

triggered the trend for ready-to-wear designers entering the industry. According to the 

Saturday Evening Post article “Haute Mode for Little Girls,” women’s wear designers 

were influenced by Lee’s achievements in children’s wear.817 Writer Susan Black 

claimed, somewhat erroneously:  

Manufacturers went out looking for designers whose names would command 
attention and high prices. But no ‘names’ had been developed in the children’s 
field. The manufacturers then looked to the field of adult fashion.818  
 

For specialist children’s wear designers, who had struggled to make their names known, 

these kinds of assertions must have been particularly galling.  

In 1958, the Fashion Group invited women’s wear designers such as Tom 

Brigance and Arnold Scaasi to present a show of children’s clothing. Whatever its 

intention, the event raised the ire of children’s wear designers, generating “controversy 

over whether designers of adult clothes should crash the children’s field,” according to 

coverage in the New York Times. Helen Lee was quoted as saying: 

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
814 “Children’s Corner,” Women’s Wear Daily, March 20, 1963, 34. 
815 “Name RTW Designers Pass Test on Children’s Lines,” Women’s Wear Daily, 
October 9, 1963, 1. 
816 “Name RTW Designers Pass Test on Children’s Lines,” 1. 
817 Black, “Haute Mode for Little Girls,” 22. 
818 Black, “Haute Mode for Little Girls,” 22. 
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I am not going, and neither are many of my colleagues. We have struggled hard to 
get recognition for the children’s wear industry as a creative field. This show isn’t 
fun, inspirational, or practical. It’s a slap in the face.819  

 
As Women’s Wear Daily reported, children’s wear designers were not asked to 

participate; ever outspoken, Lee told the paper: 

Because we all work in children’s clothes, the Fashion Group seems to think they 
can treat us like children. Designing children’s clothes is not a hit-or-miss 
operation. It’s a business to which many of us devote our full time, 52 weeks a 
year.”820  

 
Lee’s frustration was evident, but nonetheless, competition came unabated. 

Women’s Wear Daily’s children’s wear editor Eugene Gantzhorn offered incisive 

commentary on what he viewed as a definite “trend in the making.” Trying to decipher 

the motivation behind so many women’s ready-to-wear designers crossing into the 

children’s wear world, Ganzthorn wrote:  

…it looks as if the higher-ups are anxious to inject big names—and thereby more 
fashion—into children’s wear. Some say there aren’t enough big name children’s 
wear designers to go around and since names are wanted the industry is turning to 
women’s wear.821 

 
Gantzhorn went on to question the cost of this trend to the industry: “Why not encourage 

and promote new people who are interested first and foremost in children’s wear? Why 

not?”822 

Nonetheless, by the mid-1960s, his publication noted, “about the only ones who 

aren’t casting about for prestigious carpetbaggers from the women’s couture are those 

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
819 Nan Robertson, “Stylists of Adult Clothes Invade Children’s Field,” New York Times, 
December 5, 1958, 41. 
820 Priscilla Meyer, “Children’s Wear Industry Protests Fashion Show,” Women’s Wear 
Daily, November 26, 1958, 13. 
821 Eugene Gantzhorn, “Children’s Corner,” Women’s Wear Daily, December 20, 1961, 
31. 
822 Eugene Gantzhorn, “Children’s Corner,” 31. 
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firms which already have a promotable name to call their own.”823 Suzanne Godart later 

expressed a similar frustration with ready-to-wear competitors: “The irony is that top 

Seventh Avenue names who ‘just come piddling around in our field’ corner the publicity, 

advertising and store window displays while the backbone of the industry goes 

unrecognized.”824 

The Struggling Children’s Wear Specialist 

 For as many individual designers that were lauded as talents in the children’s 

wear field, there were countless others who worked alongside them in relative anonymity. 

An advertisement from children’s wear manufacturer Nannette, for instance, pictured 

some of the “seventeen designers in their individual studios” who “concentrate with 

loving attention on the creation of fashions for infants and toddlers,” but failed to name 

any of them.825 Likewise, while designer Helen Lee was promoted at Alyssa, her 

unheralded “design and sample staff” was a whopping thirty-seven people.826 

Through some combination of circumstance, savvy, determination, and talent, 

Helen Lee, Suzanne Godart, and Betsy Daniels emerged from the obscurity under which 

many of their coworkers labored, and became leaders in the children’s wear field. 

According to Eleanor Lambert’s profile in World of Fashion, Lee alone was “responsible 

for the largest single volume of children’s clothing.”827 At various points, both Lee and 

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
823 Bettijane Levine, “The Children’s Vote,” Women’s Wear Daily, October 26, 1964, 23. 
824 Alison Lerrick, “The Godart Gamble,” Women’s Wear Daily, May 26, 1969, 41. 
825 Nannette, advertisement, The Infants’ and Children’s Review, March 1961, n.p. 
826 Eugene Gantzhorn, “The Best Juggling Act in Town,” Women’s Wear Daily, 
December 28, 1964, 27; Herbert Koshetz, “Fashion Borrowing is Deplored,” New York 
Times, December 30, 1964, 43. 
827 Eleanor Lambert, World of Fashion: People, Places, Resources (New York, London: 
R.R. Bowker Company, 1976), 235.  
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Godart were reported to be the highest paid designers in the children’s wear field.828 No 

indication is given of the relative scale on which that claim is measured, but Godart 

suggested in the mid-1960s that “an outstanding designer can earn a very large salary, 

often $50,000 annually.”829  

Paradoxically, the ends of these designers’ careers show a decline in promotion of 

their work and diffusion of their time among less prestigious brands and companies. 

Suzanne Godart—and others within the industry—expressed that children’s wear was 

treated as a stepchild—a crude way of saying that it was not valued as highly as other 

parts of the industry, namely women’s wear.830 Children’s wear, Godart lamented to 

Women’s Wear Daily was “absolutely and completely ignored. In all the years the Coty 

and Neiman-Marcus awards have existed, only one children’s wear designer received 

them… the same designer” referring, of course, to Helen Lee.831 

As the 1960s drew to a close, the children’s wear-focused designer found it might 

be precarious to be so specialized. While it might not be necessary to branch into other 

fields, Women’s Wear Daily noted in 1968:  

The days of the category dress or sportswear designer are gone. There is no such 
thing anymore… not for the firms that want to stay on top. A designer today must 

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
828 Gantzhorn, “The Best Juggling Act in Town,” 27; Lerrick, “The Godart Gamble,” 41. 
829 According to CPI Inflation Calculator from the United States Department of Labor, 
Bureau of Labor Statistics (http://www.bls.gov/data/inflation_calculator.htm), $50,000 in 
1966 would be equivalent to $365,611.11 in 2016. Godart, “Children’s Clothes,” 69. 
830 In fact the term “stepchild” in relationship to children’s wear had been tossed around 
for a while. In 1947, a children’s wear executive claimed that the industry had shed the 
pejorative label, but Godart’s comment indicates otherwise. “Says Industry Must 
Recognize Girls are More Style Conscious,” Women’s Wear Daily, July 9, 1947, 26. 
831 Godart is incorrect in her statement, as both Emily Wilkens (in 1945) and Helen Lee 
(in 1953) won Coty Awards, and Florence Eiseman (in 1955) and Helen Lee (in 1958) 
were awarded Neiman-Marcus Awards. Although inaccurate, her intent, presumably, was 
to forcefully express the limited recognition of children’s wear specialists. Lerrick, “The 
Godart Gamble,” 41. 
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think of the total child in the affluent society… that means playclothes, dresses, 
sleeping things, accessories, shoes, beachwear.”  
 

They continued: “NO DESIGNER DOES ALL OF THESE… YET,” but designers 

“realize that this is coming.”832 Yet in the coming decades, too much diversification 

might likewise be dangerous for designers and their firms. In response to this trend, 

Joseph Love, Inc. opted to be “narrow and deep,” with their product line, citing the 

demise of Betsy Daniels’s firm Shutterbug, which took on children’s wear lines for 

Betsey Johnson and Anne Klein, as proof that a company could be “overextended… with 

diversification.”833    

Meanwhile, ready-to-wear women’s designers still loomed large in the industry. 

By 1967 even Lee shared the stage at Alyssa. Rudi Gernreich, known for his youthful and 

at times provocative women’s wear designs, including the monokini, or topless bathing 

suit, was contracted to design knitwear for the company’s fall line. Surprisingly, 

Women’s Wear Daily reported it was Lee who initiated the move.834 Given Lee’s 

reactions to women’s wear designers in the children’s field less than a decade earlier, and 

her own struggle for acknowledgement as a specialist, the change of heart seems unusual. 

However, Lee was an executive, not just a creative talent, and perhaps she viewed the 

alliance strategically. Sportswear like Gernreich’s knits had been increasing in 

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
832 Linda Abrams, “The Total Designers,” Women’s Wear Daily, December 9, 1968, 63. 
833 Angela Cuccio, “Love on the Rebound,” Women’s Wear Daily, June 20, 1977, 6. 
834 Amanda Stinchecum, “Advance-Rudi Thinks Small,” Women’s Wear Daily, February 
20, 1967, 21. 
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importance since World War II, according to children’s wear experts,835 and by the early 

1970s Lee too acknowledged the unquestionable draw of this more casual category.836  

Suzanne Godart on the other hand argued that the industry had real difficulty 

retaining design talent: “If a designer has any talent, she moves out of children’s wear. 

Good working conditions and salary, prestige and publicity are all in the junior and 

women’s wear markets.”837 Helen Lee concurred that talent was lacking in the industry, 

and argued that it took decades to become seasoned as a children’s wear designer:  

More knowledge is demanded in designing for children than for women, as you 
must design more rapidly, make larger collections and have a broad background 
in costing, factory operation, and many more fabric areas.838 

 
The fact that executives within children’s wear firms had a strong hold over the industry 

further complicated the designer’s role. Not only was the industry a stepchild, but also 

according to Lee, the relationship between designer and firm meant that the former were 

often “treated like stepchildren.”839 Betsy Daniels expressed similar sentiments, noting 

that the design talent in children’s wear could fit comfortably around a small table, while 

“if you had the junior market or the sportswear market, you’d have a room full of 

people.”840 Despite all the developments in children’s wear since the 1920s, Lee 

wondered if the specialist had really come so far: “There’s tremendous resentment 

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
835 R. Duffy Lewis and Dorothy Stote, How to Build an Infants’, Girls’ and Teens’ Wear 
Business: A Manual for Retailers and Prospective Shop Owners (New York: Fairchild 
Publications, 1949), 26-27. 
836 Herbert Koshetz, “Children’s Clothes: Brand New Game for the Makers,” New York 
Times, January 3, 1971, F8. 
837 Lerrick, “The Godart Gamble,” 41. 
838 Alison Lerrick, “The Lee Way,” Women’s Wear Daily, January 6, 1969, 78. 
839 Alison Lerrick, “The Lee Way,” 78. 
840 “Designer Round Table: The State of Children’s Wear,” Women’s Wear Daily, March 
25, 1974, 5. 
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against what they have to pay designers in the children’s field. They really feel that 

grandmother ought to be doing it for free.”841  

The children’s industry felt the economic pinch by the late 1960s, as both labor 

costs and the price of materials increased.842 Job opportunities for specialists also 

dwindled, perhaps partly as a result of Lee’s assertions about salary, as well as the 

financial strain under which many firms found themselves. Many children’s wear 

manufacturers reduced their design staff during the 1970s through the 1990s.843 

Following bankruptcy during the 1970s, Rosenau Brothers cut their staff of over twenty 

divisional design heads down to four.844 Joseph Love, Inc., also reduced the number of 

designers it employed. By 1983 Stanley Love noted, they had only “one chief designer… 

with an assistant.”845 The children’s wear specialist also had to compete in a market 

increasingly cornered by imports. As Nancy L. Green observed, the volume of imported 

fashion goods rose steeply between the 1960s and 1980s.846 Yet, it was not just on the 

low-end that imports affected children’s wear. Women’s Wear Daily writer Agnes Clark 

reported that by the 1970s, Saks Fifth Avenue, which had once so enthusiastically 

promoted children’s wear specialist Helen Lee, had “too much reliance on imports for 

‘status,’” preferring European designer names and slighting American specialist 

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
841 “Designer Round Table: The State of Children’s Wear,” 5. 
842 “Dress Industry Sets Up New Price Structure,” Women’s Wear Daily, January 22, 
1968, 52. 
843 This was partially a consequence of endemic issues within the industry as a whole. As 
much as the individual designer may have been struggling, so too were traditional 
children’s wear firms, a number of which failed, or at least faltered, during the 1970s, 
1980s, and 1990s. 
844 Angela Cuccio, “Cinderella: New Chapter in an Old Success Story,” Women’s Wear 
Daily, December 19, 1977, 5. 
845 Stanley Love, interview by Mildred Finger, transcript, 55.  
846 Green, Ready-to-Wear, 70. 
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designers: “Why devote … a whole display round to some rather stodgy Pierre Cardin 

summer togs for kids and virtually ignore the best of American talent? Why not a corner 

for Howard Jacobson, Betsy Daniels, or Ellie Fishman?”847 In Lee’s opinion, by the 

1980s, new and young design talent was rarely publicized.848 

The efforts of the specialist designers profiled in this chapter were significant to 

the 1950s and 1960s children’s wear industry. They contributed to developing the 

designer and fashion emphasis in children’s wear, but may have been victims of their 

own success, as the strength of designer names from the women’s wear field surpassed 

them in perceived prestige. Although further analysis of the decline in favor of these 

specialists is beyond the scope of this chapter, the confluence of factors that caused them 

to rise to prominence and then struggle to remain there opens up fascinating avenues for 

further research.  
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8, 1974, 6. 
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CHAPTER 5 
 

 SUMMARY AND CONCLUSIONS 
 

 The purpose of this research was to examine the development of the children’s 

wear industry during the period of 1920 through 1969 from the perspective of industry 

insiders: significant manufacturers and designers, as well as the journalists who covered 

the trade during the period. Prior to this study, little research had been done on the men 

and women who advanced the New York ready-made children’s wear industry from the 

early- to mid-twentieth century. My research was framed by a hypothesis posited by one 

of those industry participants, Robert Love of the firm Joseph Love, Inc. He proposed 

that, by the 1960s, two distinct phases had occurred in the maturation of children’s ready-

to-wear garment manufacturing in the United States. Love believed that the first phase, in 

which his father’s company was a key player, was the growth in influence and size of a 

number of large volume children’s wear manufacturing brands. The second phase, he 

argued, was the advent of prominent designers, who brought new skill and creativity to 

the children’s field.849  

The time frame of my research was delineated by several factors, including the 

availability of archival source material, as well as Robert Love’s statement. Although the 

ready-made children’s wear industry emerged prior to the 1920s, by that date most of the 

key firms had entered the field, and the trade took some of its first steps toward 

professionalization. The end of the 1960s also marked a watershed in children’s wear, as 

manufacturers and designers found that the systems and strategies they had employed in 

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
849 A.M.S. & C.H, “Robert Love Takes New Tack: Sportswear,” Women’s Wear Daily, 
September 26, 1966, 27. 
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earlier years were no longer as applicable in terms of production or consumer 

preferences.  

Through an analysis of period popular and trade publications, oral histories, and 

archival press and marketing materials, especially those related to the children’s wear 

firm, Joseph Love, Inc., and the designers, Helen Lee, Suzanne Godart, and Betsy 

Daniels, this research identified prominent actors within the developing children’s wear 

industry of the early- to mid-twentieth century and detailed some of the ways in which 

each actor distinguished itself in the field.  Likewise, my research addressed the 

soundness of Robert Love’s claim by analyzing the histories of a select company, as well 

as representative children’s wear industry designers, in the context of historical and 

cultural events within the industry. The analysis showed strong interconnections between 

firms and specialist children’s wear designers, two sides that were sometimes at odds in 

their ambitions and desire for acknowledgement, and at other times symbiotic in the 

advancement of the children’s wear design and manufacturing segment of the industry.  

Specifically, this research identified branding, advertising, and marketing 

strategies as primary ways through which a company or individual specialist designer 

became prominent in the field. During the industry’s second purported phase, the rise of 

the specialist children’s wear designer intersected with the development of children’s 

wear lines by established women’s ready-to-wear designers, beginning around the mid-

1950s.850 This change within the industry generated new competition for specialist 

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
850 For the purposes of this research, specialist children’s wear designer was defined as a 
designer or company for which children’s clothing is the primary or sole product line—a 
definition adapted from Stanley Chapman’s research pertaining to specialist children’s 
wear manufacturers. Stanley Chapman, “Pasold’s Ltd., 1930-1970. The Strategy of the 
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children’s wear designers, but also offered children’s wear firms a new avenue of 

promotion. While causality certainly cannot be assured, this study sought to further 

discussion of the relationship between the children’s wear industry’s early- to mid-

twentieth history—its brands, specialist designers, and new alliances—and the designer 

dominance that currently exists within the contemporary children’s clothing industry.  

Summary 
 

Robert Love’s theory regarding the development of the children’s wear industry, 

on its surface, appears correct. Certainly defining the first phase of the industry in terms 

of its first major corporations is accurate, as these companies pioneered an emerging 

industry. Ready-to-wear manufacturing was one of the dominant industries in New York 

during the latter part of the nineteenth century, but initially children’s wear 

manufacturing in the United States lagged behind that of men’s and women’s ready-to-

wear. Some early entrepreneurs in children’s wear founded businesses during the late 

nineteenth century, and subsequently a rash of new children’s wear firms, including 

Joseph Love, Inc., entered the market in the years following World War I. Using the lens 

of Joseph Love Inc.’s institutional history, this study documented the efforts involved in 

building a dominant brand identity within a burgeoning industry. In analyzing the young 

field, the first notion of the recurring theme of legitimacy surfaced: not only did 

children’s wear proprietors have ambitions to succeed as businessmen, but they wished to 

prove their segment of the industry was of equal import to other segments. 

  Joseph Love, Inc. was a business built on volume production and volume sales. It 

specialized in girls’ clothing, particularly girls’ dresses. The company sold garments at 

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
Leading British Manufacturer of Children’s Wear,” Textile History 42, no. 1 (2011): 69-
79, accessed October 7, 2014, http://dx.doi.org/10.1179/174329511X12967406189202. 
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accessible prices to mass market, but attempted to position its brand in such a way that 

the quality and desirability of the product superseded its affordability in public 

consciousness. Style and fashion in children’s wear was increasingly touted as important 

to consumers—both the mother and the child. The latter was, as other scholars have 

noted, increasingly the target consumer. Despite this, companies like Joseph Love, Inc. 

struggled to refine the style and cohesion of children’s wear collections.  

 In fact, early offerings, and early attempts at branding, might seem disparate to 

contemporary practitioners. The strength of a brand name was acknowledged to be a 

relevant sales tool, and Joseph Love, Inc. was fortunate to a bear a name that was 

memorable and appealing, evocative of endearment, affection, and relationships, offering 

endless possibilities for advertising copy. During this first phase of industry development, 

however, it was not enough just to start a business, even one with quality product and 

inherent marketing potential; a successful children’s wear company needed to distinguish 

itself within a complex and competitive field. To address the child consumer, companies 

needed to employ specific marketing strategies. Joseph Love, Inc. did indeed capitalize 

on the asset of their brand name, but during the 1930s, advertising was less about Love, 

the brand, and more about a connection to popular culture through licensed product 

agreements with the entertainment industry. The company attached its name to a wide 

variety of public figures—from English royalty to child stars to animated cartoon 

characters. Consequently the company’s branding seemed to lack the central focus and 

cohesion that would characterize its later peak period. Nevertheless, it was a strategy that 

was well in line with other companies in the children’s wear industry that similarly 

sought to leverage the popularity of entertainers in the marketing of children’s clothes. In 
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later years, the company emphasized its ability to adapt, to respond to the “tempo of the 

times.”851 Arguably that is exactly what they did—responding to the popularity of 

escapist entertainment in a Depression weary country. Likewise, when fiber and fabric 

manufacturers wanted to promote the newest synthetics debuted during the mid-twentieth 

century, Joseph Love, Inc. capitalized on the opportunity for collaborative marketing.  

 Although Love’s brand image became more sophisticated by the mid-twentieth 

century, the company never lost its predilection for referencing popular culture, or 

merchandising its garments with novelty items, which Stanley Love, another son of the 

company’s proprietor, lumped under the umbrella of “gimmicks.”852 The company 

positioned itself as a merchandising leader in this regard, and licensing agreements and 

novelty promotions were a staple into the 1950s. As a whole, however, case studies in the 

1950s advertising of Joseph Love, Inc. show a definite attention to coordination of 

message and image in the materials the wholesale company distributed to its immediate 

customers—the retailers.  

The progression of Joseph Love’s firm provides an important precursor to the 

analysis of children’s wear designers in Chapter 4. The company prided itself on its 

staff’s intuition and understanding of the changing trends—in both fashion and 

business—and the late 1950s and 1960s demonstrated the company’s willingness to 

modify their strategies. When the designer name became a more promotable commodity, 

the company promoted their designers accordingly, whether they were in-house designers 

like Robert Love himself or designers under contract from elsewhere in the industry. 

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
851 “Joseph Love Now Celebrating 30th Year of Firm’s Founding,” Women’s Wear Daily, 
September 12, 1951, 63. 
852 Stanley Love, interview by Mildred Finger, May 12 and May 19, 1983, transcript, 45. 
Oral History Collection, F.I.T. The Fashion Industry Leaders. 



 207 

Stanley Love characterized the 1950s as “the halcyon period of the business,” a 

statement that seems to reflect not just Love’s business, but the industry as a whole.853 

This was the period during which consumer demand seemed highest for their product, 

coinciding, of course, with postwar prosperity and a high birthrate. But it was also when 

many elements coalesced: advertising, merchandising, branding, fashion sensibilities, and 

the designer point of view. The rise of the specialist children’s wear designer, as both 

lived and stated by Robert Love, is a crucial second phase to the industry. However, 

again the observation is slightly myopic. The lines drawn between the periods are not 

distinct. The large children’s wear firms continued to be highly influential in the industry, 

even as the designers who worked for them gained recognition—and brands like Joseph 

Love, Inc. were still powerful.  

 America in the 1950s and 1960s was an ideal environment for the success of 

specialist children’s wear designers. Recognition of their work lagged behind that of their 

peers in women’s ready-to-wear. In both fields, for every one talented individual that 

became widely known, there were countless designers working anonymously under 

manufacturer and brand names. For children’s wear designers, the challenge was 

compounded by the tendency of the industry to regard the children’s wear segment as less 

important and less influential than women’s clothing. These specialists had to negotiate 

the politics of credit with their employers, but also legitimize their creativity to the 

industry as a whole.  

 During this period, fashion in children’s wear became a popular trope in the 

fashion and trade pages—and even words like “high fashion” and couture” were tossed 

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
853 Stanley Love, interview by Mildred Finger, transcript, 15.  
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about, however frequently misused to emphasize the attention to style and detail afforded 

children’s clothes by specialist children’s wear designers, like Helen Lee, Suzanne 

Godart, and Betsy Daniels. Their work, which showed thoughtful consideration of the 

colors and shapes that suited a child, was packaged in cohesive, marketable collections. 

The aforementioned designs were rarities in the children’s wear field—designers with 

their names on the label, even though they also shared the label with the manufacturers 

for whom they worked.  

 Helen Lee was the matriarch of the group, and she worked in the field the longest, 

since around the early 1930s, albeit without much recognition. In a sense, Helen Lee 

paved the way for the specialist children’s wear designer, eventually receiving credit for 

her work, and in her later career, becoming a powerful businesswoman. Prior to that, 

however, she moved around the industry, and was employed at a number of prominent 

manufacturing firms. More often than not, it was ambitions for a higher salary, greater 

autonomy, or recognition that drove her to new positions. It was not until 1950, when Lee 

joined the newly created firm Youngland that she was able to assert herself as a designer, 

one that was co-credited on the company’s label. Her perseverance seemed to have borne 

fruit, and the industry acknowledged her contributions, awarding her a prestigious special 

Coty American Fashion Critics Award several years later. At Youngland, Lee’s 

philosophies likewise coalesced: she refined her design aesthetic—focused on simplicity 

and color—her perspective on collections, and her marketing trademarks, such as 

thematic groupings and coordinated ensembles. These elements continued to characterize 

her work in her next jobs: for Alyssa, where she was also an executive, and a partnership 
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with Saks Fifth Avenue to design a children’s wear line for which her name was heavily 

leveraged.   

 Suzanne Godart’s name appeared on a children’s wear label around the same time 

as Lee’s, but her achievement did not seem nearly as fraught with conflict. Godart 

worked first for the company Suzy Brooks, before joining Lee’s former employer, 

Youngland. At both companies, her work was attributed on the manufacturer’s label. 

Discussion and marketing around Godart’s name frequently mentioned Paris, drawing on 

Godart’s French ancestry. Her clothing of the 1950s and 1960s often referenced details 

observed in the Paris couture, a smart design and marketing ploy during an era in which 

the city’s chic quotient was perhaps higher than ever before.  

Betsy Daniels emerged as one of the next children’s wear specialists to garner 

name recognition. She spent the 1950s working primarily as a juniors’ and women’s wear 

designer, before joining the children’s wear field, working in competition to her more 

established peers Lee and Godart. Daniels was the beneficiary of the trail they had carved 

in the field. Although she had her name on a label as early as a year into her children’s 

wear specialization, struggle for credit did not emerge as a terribly potent theme in 

coverage of her work, certainly not the way it did for Lee. 

Daniels’ youth and personal attractiveness was parlayed into her design 

sensibilities, especially during her decade, from the mid-1960 through the mid-1970s 

with the brand Shutterbug: a youthful, hip, and fashion forward take on children’s wear. 

Daniels’ tenure at Shutterbug also provides evidence of changing practices in 

manufacturing and distribution. Shutterbug abandoned large seasonal collection, moving 

from the hundreds of products produced by designers like Lee during the previous decade 
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to more limited collections with more frequent output. The move hinted at the way the 

market was evolving, modeled more like the women’s wear industry in production and 

distribution. 

When Robert Love characterized the second phase of the children’s wear industry 

as the rise of designers like Helen Lee and Suzanne Godart, he was quite correct in his 

claims as to the importance of their work in the children’s wear field. Yet, in naming only 

specialist designers, Love failed to account for what appears to be a significant precursor 

to the modern industry—the introduction of children’s lines by women’s ready-to-wear 

designers, whether through collaborative design and manufacturing agreements or 

licensing contracts. The rapid entrance of women’s wear designers into children’s wear 

first began to be heavily reported during the mid-1950s, when famous names like Claire 

McCardell and Tom Brigance presented smaller versions of their own signature 

sportswear styles. They were followed in the 1960s by other designers, such as Bill Blass 

and Arnold Scaasi, as well as a growing contingent of European designers who partnered 

with the large manufacturing firms for special lines. This development was to the chagrin 

of some of children’s wear’s specialist designers, particularly to Lee and Godart, who 

perhaps felt the positions they had worked to build being compromised. Undoubtedly the 

monetary importance of the children’s wear industry appealed to the new entrants, as the 

trend appeared unabated throughout this period. 

In spite of their dogged determination to build brand and name recognition, as 

well as the heights to which they all eventually grew, the last chapters of Joseph Love, 

Inc., as well as Helen Lee and her fellow specialists were rather lackluster. Lee and 

Godart eventually ran their own companies, but they and Daniels finished their careers 
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doing contract work for less prestigious brands. Many of the traditional firms struggled 

financially during the last three decades of the twentieth century, and likewise the 

children’s wear specialist appeared caught out in the cold. Good jobs were scarce as firms 

reduced their design staffs, and the children’s wear industry struggled to keep and 

cultivate talent. The industry as a whole was also changing, as consumer preferences 

shifted toward sportswear and casual separates for adults—and likewise for children. 

How well the children’s wear specialists, especially those whose primary product output 

had been dresses, were poised to adapt is an area for further consideration. Perhaps 

women’s designers brought a greater range of sportswear experience to children’s wear 

and were better suited to this transition. Or perhaps their names were just more powerful 

marketing tools. Throughout the time period of this study, the children’s wear industry 

fought to position itself as an equal to women’s wear, but the lamentation of its 

“stepchild” status was repeated so consistently that one can assume it never fully 

achieved that goal. The children’s wear industry eventually shifted many of its practices 

to fall more in line with women’s ready-to-wear models of production, placing traditional 

firms and specialist children’s wear designers at a disadvantage. 

This research adds to the limited literature on twentieth-century mass-produced 

children’s wear clothing, which has often been overlooked by fashion historians. If in 

practice the children’s wear trade was marginalized by larger industry, in scholarship this 

is largely the case as well. The influence of fashion and strong brand and designer names 

in children’s wear is often positioned in contemporary writings as a late twentieth-century 

phenomenon. Yet historical evidence provides cause for a reevaluation of that premise. 

This research is significant in its attempts to contextualize the contemporary children’s 
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wear industry, while enhancing the body of knowledge on the individuals and firms that 

were instrumental in its development. 

Future Areas of Research 
 

This study was limited in the perspectives explored, focusing largely on the 

viewpoints of those within the industry. Consumer interest, attitude, and experience 

during the 1920s through the 1960s is not represented in this research, and presents an 

area for further analysis, perhaps through the use of oral histories and interviews. If a 

greater number of extant garments from children’s wear firms and designers can be 

located in museums or private collections, material culture methods might also shed more 

light on the design, as well as the use, of these products. 

This research explored only a handful of the executives and designers who shaped 

the early- and mid-twentieth century industry. The next stages of my research include 

gathering further biographical and contextual information about the contemporaries of 

Joseph Love, Inc., including the firms Rosenau Brothers and L. Wohl & Company, as 

well as other specialist industry designers, such as Betty Brett and Joan Bellew. 

Furthermore, as a New York Times article described, Helen Lee and Suzanne Godart were 

considered part of the first generation of influential children’s wear designers, while 

Betsy Daniels was variously considered one of their peers as well as a member of the 

“second generation” who followed them. More work can be done in examining the other 

successors of Lee and Godart during the 1960s and 1970s.854  

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
854 The New York Times supplied a few names of those in the “second generation” as a 
departure point for this further research: Gabriel Knecht, Bill Beaton, and Peri Wolfman. 
Patricia Peterson, “The No-Waistline Set,” New York Times, February 6, 1966, SM28. 
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Some questions also remain as to the role specialist children’s wear designers of 

the mid-twentieth century played in shaping the progression of the industry. Did they 

beget not just a second, but also a third generation of talents? Do children’s wear 

specialists as a group continue to exist—or has the term lost any relevance to the 

contemporary children’s wear industry? In exploring the answers to those questions, it 

will also be important to consider if and how contemporary children’s wear designers are 

promoted, or if indeed, like their predecessors of the early twentieth century, they are 

once again anonymous parts of large companies. Reviewing trade publications may yield 

some insight, but interviews with current children’s wear designers might also be useful. 

Additionally, while this study has focused on the United States children’s wear industry, 

future research may explore whether parallels exist between the American and European 

producers and designers. 

Equally valid is further consideration of the entrance of women’s ready-to-wear 

designers into the children’s wear field. Was this a distinct phase in the industry’s 

development, or was it an important adjunct to the rise of the specialist designer? I intend 

to conduct further analysis of the diffusion of women’s ready-to-wear designers into the 

children’s wear field over the course of the second half of the twentieth century. A 

timeline will establish which designers entered and when; how they managed their 

collections—whether in-house or through partnerships with manufacturing firms; and 

how long they sustained children’s wear lines. This additional research will further 

contextualize the current state of the designer children’s wear industry. To provide 

context to the aforementioned questions, future research will also examine the transitions 

in the children’s wear industry related to consumer demand, manufacturing, branding, 
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and marketing during the last three decades of the twentieth century and into the twenty-

first century. In 1966, Robert Love argued that sportswear separates would comprise the 

“third phase” of the mass-produced children’s clothing industry.855 Was this indeed the 

case, or will further study again reveal a greater complexity in the industry’s progression 

to the present day? 

 This research provides initial steps toward building a better understanding of the 

children’s wear industry’s history. Although my study raises many new questions and 

avenues for further research, it begins to fill in some of the gaps in the scholarship on 

children’s fashions, particular children’s mass-produced clothing, its designers, and its 

manufacturers. 

 

 

 

 

 

 

 

 

 

 

 

 

	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  	
  
855 A.M.S. & C.H, “Robert Love Takes New Tack: Sportswear,” 27. 
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