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Derbyshire. pattern, page 99, drawings, page 98, photograph 265 on page 38.

cl605-15. Purple silk damask loose gown with hanging sleeves, lined with grey silk shag, traditionally worn by Sir
Francis Verney. Sir Ralph Verney, Claydon House (The National Trust), near Avleshury. pattern, page 100,
drawing, page 98, photographs 267-71 on page 38.

cl1600-10. Girl's loose gown in cut and uncut velvet. Nordiska Museet, Stockholm, pattern, page 101, drawing, page
102, photographs 2724 on page 39.
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Niirnberg, pattern, page 106, drawings, page 107, photographs 304-9 on page 43.

c1570-80. Kirtle in ivory silk with embroidered front panel and detachable sleeves. Germanisches Nationalmuseum,
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c1570-80. Black velvet loose gown with short sleeves. Germanisches Nationalmuseum, Nirnberg. pattern, page 112,
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+1598. Ivory silk 'pair of bodies’ or corset, worn by Pfalzgrafin Dorothea Sabina von Neuburg. Bayverisches
Nationalmusenum, Munich. pattern, page 112, drawings, page 113, photographs 327-8 on page 46,

+1688, Velvet trained gown with satin-lined hanging sleeves and satin under-sleeves, worn by Pfalzgrifin Dorothen
Sahina von Neuburg. Baverisches Nationalmuseum, Munich. pattern, page 114, drawings, page 113, photographs
334-9 on page 47.
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Maria von Sulzbach. Baverisches Nationalmuseum, Munich. pattern, page 115, drawing, page 116, photographs
340-2 on page 48.

c1600-10. A pair of sleeves in soft golden-brown satin, embroidered with silver strip. Germantsches
Nationalmuseum, Nirnberg. pattern, page 115, photographs 343-5 on page 48,

c1580-95. lvory stamped satlin forepart, embroidered with polychrome silks. Museo Parmigianino, Reggio Emilia,
pattern, page 115, photographs 347-8 on page 49.

£1615-20. Embroidered and pinked black satin skirt or petticoat, lined with pink silk. Nationalmuseet, Copenhagen
pattern, page 117, drawings, page 116, photographs 351-2 on page 49.

c1610-15. Loose gown of slashed silk. Victorin and Albert Museum, London. pattern, page 119, drawings, page 118,
photographs 356-60 on page 50.

¢1610-15, White linen jacket embroidered in polychrome silks, worn by Margaret Laton. Private collection, on loan
to the Vietoria and Albert Museum, London. pattern, page 121, photographs 63—4 on page 51,

cl615-18. White linen jacket, embroidered in polychrome silks. Burrell Collection, Glasgow. pattern, page 121,
photographs 366-9 on page 51.

c1610-20, Girl's olive-green plush velvet loose gown. Vietoria and Albert Museum, London. pattern, page 121,
drawings, page 120, photographs 370-3 on page 52.
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Introduction and Acknowledgements

This is the first book in a series on the cut and
construction of clothes for both men and women, covering
periods of varving length between the Middle Ages and
the twentieth century, related to portraits and other visual
sources. It is a continuation of the work started in my two
introductory volumes of Patterns of Fashion, which dealt
only with women's clothes, The format of the series has
been governed by the need to convey information in the
form of flat pattern diagrams.

The careful study of individual items of clothing and
tailoring technigues can help textile conservators and
archaeologists piecing together fragments from
excavations, It can also assist art historians working with
heavily restored paintings. Unfortunately detailed records
of cleaning and restoration were not kept in the past and
sometimes much of the original top layer of paint has been
removed, Traces of textile designs, constructional features,
braid and other trimmings may often be detected and aid
in identifying the subject of a picture as well as helping to
date it.

The book is also a practical guide to cutting period
costumes. It is not intended to be a complete history of
fashion between c1560 and 1620 and should be used with
the hooks and articles listed on pages 127-8. | hope it will
prove useful to students of any age with an interest in the
history of dress and the tailor's craft, for people who find
making model dolls and dressing them in period costume
an enjoyable hobby and for those working in the amateur
and professional theatre,

Few complete garments of any type survive from the
sixteenth and early seventeenth centuries and almost all
are fragile to the point of disintegration. Sometimes this is
due to exposure to strong light or iron mordant in black
dye slowly rotting the cloth. In other cases the clothes
were heavily worn originally, then used again for fancy
dress in the nineteenth century, when perspiration did
further damage. The garments deseribed and illustrated in
these pages do not give a representative survey of the
fashions between ¢1560 and 1620 - they are simply a
large number of those still in existence dating from this
period, which spans the reigns of Elizabeth I and James |
in England. These clothes are the work of the tailor: the
work of the seamstress — shirts, smocks, ruffs and other
neckwear — will appear in the next volume.

My original intention was to make reconstructions and
give pattern diagrams of styles which had not survived,
based on clothes depicted in portraits, to fill in the gaps.
However, after collecting together material on surviving
specimens — patterns, drawings and photographs — it
became apparent that there was already as much as could
be printed in one volume at a price which would make it
readily available to students, It seemed more useful to
print this information as it stood, within the limits of
available space, than wail to prepare a larger volume,
which would have been extremely expensive. The
reconstructions will be included in a later volume covering
the cut and construction of clothes from ¢1300 to 1600,
overlapping with this book, together with material which 1
hope to include from the Elizabeth Day MeCormick
collection at Boston Museum of Fine Arts, the Historisches
Museum in Dresden and the Metropolitan Museum, New
York. Unfortunately [ was unable to study in these
collections when | visited them as all the items were
packed away while storerooms were being redecorated and
new cupboards built,

Seven of the patterns here have already been published
in articles in Costume, Waffen-und Kostiimkunde and The

Burlington Magazine, but have been included to make the
survey as complete as possible. | would like to thank the
editors of these journals, Dr Ann Saunders, Dr Leonie von
Wilckens and Mr Neil MacGregor for kindly allowing me
to use them again. I have referred to gold and silver
thread throughout. As George Wingfield Digby points out
in Elizabethan Embrowdery. . . . more aeceurately pold
thread is always silver gilt, but it seems unnecessary (o
ingist on this rather colourless expression in every case
Most gold (or silver gilt) and silver thread consists of a
thin strip of metal wound round a silk or linen core. Strips
and wires of silver gilt and silver metal are also used,'

Taking patterns and making detailed drawings to show
constructional features is a time-consuming occupation,
Many of the garments are so fragile that they can hardly
be touched. In some cases fabries and decorations have
almost disintegrated and it has taken many hours to sort
out their original appearance in a drawing. The whole
project has been undertaken with the generous aid of a
Leverhulme Fellowship in the Department of Drama and
Theatre Studies at Royal Holloway College, University of
London. Some of the research was started over Lten years
ago at the West Surrey College of Art and Design,
Farnham, with the help of a Winston Churchill Travelling
Fellowship for three months in 1973, This enabled me Lo
visit a large number of art galleries and museums in
France, Germany, laly, Spain and Sweden,

I would like to thank the Directors, Curators and
Assistants of the museums, art galleries and costume
collections which | visited while compiling the material for
this book for all their kindness and help. | am also very
grateful to the staffs of the British Library, the National
Art Library at the Victoria and Albert Museum and the
Westminster and Bristol Central Reference Libraries for
their assistance. | have received encouragement and help
from many people: in some cases this has ranged from
carrying cups of tea up numerous {lights of stairs and
steadying my position on chairs and stepladders while
taking photographs of inaccessible tombs and portraits, to
interesting discussions on various aspects of sixteenth- and
early seventeenth-century clothing. There is not enough
space to mention everyone but | would particularly like to
thank Dr Ellen Anderson, Miss Jane Apple, Lord Astor,
Dr JW. Bell, Miss Gunnel Berggrén, Dr Ingrid Bergman,
Miss Anna Borggren, Professor George Brandt, Dr Mary
Westerman Bulgarella, the late Dr Lionel Butler, Migs
Pamela Clabburn, Miss Gudrun Ekstrand, Dr Inger
Estham, Mr Jeremy Farrell, Miss Annemarie Fearnley,
Mrs Karen Finch OBE, Mr Christopher Foley, Dr Hanne
Frasig, the late Professor Girri Guilio, Mrs Janet Haigh,
Miss Zillah Halls, Dr Wilhelm Hansen, Miss Avril Hart,
Miss Wendy Hefford, Dr Carl B. Heller, Mrs Jean
Hunnisett, Mrs Millie Jaffé, Dr Mary de Jong, Mr John
Kerslake, Miss Santina M. Levey, Mr Bo Lonngvist, Miss
Susie Mayor, Mizs Ella McLeod, Mr and Mrs Michael
Morgan, Dr Sigrid Maller-Christensen, Mrs Anne W,
Murray, Miss Monica Murray, Mr Revel Oddy, Dr Kirsten
Aschengreen Piacenti, Miss Judith Prendergast, Mrs
Susan Ranson, Miss Natalie Rothstein, Mrs Thessy
Schoenholzer, Mr Ken Smalley, Miss Kay Staniland, Miss
Anneliese Streiter, Miss Pilar Tomas, Mrs Inger Lavesson-
Ulfeby. Mrs Winifred Underwood, Dr Angela Vilker, Miss
Erika Weiland, Miss Norma Whittard, Miss Margit
Wikland, Dr Leonie von Wilckens, Miss Lorraine
Williams, Miss Sarah Wimbush and Professor Katharine
Worth, Finally I would like to thank my mother and Mr
Ian Robinson and Mr Robert Updegrafl at Macmillan



The Art and Craft of the Tailor

By the mid-sixteenth century the foundations of the
cut and craft of tailoring, as we know it today, had
been laid. All over Western Europe from the
thirteenth century onwards tailors, like other
craftsmen in towns, had slowly grouped themselves
together into various guilds and fraternities to
pratect their interests. They laid down rules for
conditions and length of apprenticeships, thus
ensuring that certain standards were reached before
a tailor could become a Master of his craft.

Records of the Merchant Taylors’ Company in
London have been preserved but there are no
diagrams of patterns to show the clothes that tailors
made. In south Germany and Austria a few tailors’
masterpiece books have survived and some of the
pattern diagrams have been published by Ingeborg
Petraschek-Heim. The Biblioteca Querini-Stampalia
in Venice has a book of designs with a few cutting
diagrams which belonged to an unknown Milanese
tailor. Included in it are tents, banners, beds and
costumes for tournaments, The examples of civilian
costume include men's suits and gowns from the
mid-1550s, women's gowns from the 15505 to the
1580s, loose gowns for doctors and learned men and
liveries of the German fashion with heavily slashed
doublets and pluderhose: the latter were worn hy
servants of the Count Anguissola and have been
dated to 1548 by Rosita Levi-Pisetzky.

Our best information on pattern shapes to link
with surviving specimens comes from the early
books on tailoring, which are all of Spanish origin.
In 1580 the first edition of Libro de Geometria,
pratica y traga by Juan de Alcega was printed in
Madrid. This was followed by Diego de Freyle's
Geometria, v traga para el oficio de los sastres,
printed in Seville in 1588. The second edition of
Alcega's book appeared in 1589 and in 1618
Francisco de la Rocha Burguen produced Geometria,
¥ traga perteneciente al oficio de sastres, which was
printed in Valencia. One further book, Geometria v
trazas pertenecientes al oficio de sastres by Martin
Anduxar, was published in Madrid in 1640 but this
18 just outside the period covered here.

Until the late seventeenth century tailors made
clothes for both men and women, often specializing
in some particular area such as farthingales or
jerkins. Linen smocks, shirts, ruffs, other neckwear
and items of this kind were made by seamstresses.
Tailoring seems to have been an exclusively
masculine craft in the sixteenth century but
Cunnington notes that the Overseers of an Essex
parish in 1603 ordered that: '. . . none shall set any
man tailor or woman tailor (being single persons) to
work in their houses, nor otherwise, so long as there
18 any tailor a married man in the parish that can
and will do the same work." (Essex Review, Sept.
1953.) This may have been an early example of
women making clothes for their own sex, a
development which occurs in the third quarter of
the seventeenth century in both France and
England.

There is much documentary material on two
English tailors, Walter Fyshe and William Jones,
who made clothes for Queen Elizabeth | between
1559 and 1603. A detailed study of their work is
given in my book Queen Elizabeth's Wardrobe
Unlock'd, together with an account of the
farthingale makers, embroiderers, hosiers, cappers
and other craftsmen working closely with them. The
very brief descriptions of the tailor's work and tools
of his craft given here are based on that research
and will enable a better understanding of the
detailed studies of garments which follow.

The tailor required little equipment: a elear
working area, a table for cutting out, chalk or soap
for marking the cloth, strips of parchment or paper
to take his measures, a vard-stick, an ell measure, a
pair of shears, an iron, cutters for decorative
pinking, pins, needles and thread, linen for toiles
and paper for his patterns. In a lively scene with a
tailor in The Taming of the Shrew Shakespeare also
mentions a thimble.

Fynes Moryson in his ltinerary, written between
1606 and 1617, describes some Irish women sitting
down by the fire 'with crossed legges like Taylers’
and this was the traditional position for sewing,
carried on into the twentieth century. Jost Amman
shows an apprentice or journeyman sitting in this
way on a wide bench by a window for good light in
his illustration of a tailor’s shop in Nirnberg in
1568 (Fig. 1) from his book Evgentliche
Beschretbung Aller Stinde auff Erden, popularly
known as the Standebuch or Book of Trades, The
verse accompanying the woodcut describes the tailor
making 'military tents, cloth for jousts and
tourneys, Italian and French style, garments of silk
and satin for courtiers and ladies, of wool for
common folk'".

The tailor is cutting out with a large pair of
shears, the small seraps left over being thrown into
the box under the table. By the late seventeenth
century these scraps and larger pieces of cloth
appropriated by the tailor as his perquisites were
described as "cabbage’. The term may have derived
from the word "carbage’. The Oxford English
Dictionary shows that in 1648 Herrick used both
‘garbage’ and ‘carbage’ apparently for ‘shreds and
patches used as padding’. 'Cabbage' in the sense of a
tailor's perquisite is in use by the 1660s and
thereafter is also used as a cant word for private
theft. This definition is given in A Dictionary of the
Vulgar Tongue printed in 1811; 'Cabbage . . . Cloth,
stuff or silk purloined by tavlors from their
employers which they deposit in a place called hell,
or their eye; from the first, when taxed with their
knavery, they equivocally swear that if they have
taken any they may find it in hell; or alluding to
the second, protest that what they have over and
above is not more than they could put in their eve’.
This slang term is becoming increasingly rare and
may, perhaps, be confined to the South of England
in the London area. Mr Nelson, a retired tailor

living in Edinburgh, who had worked in Scotland
for most of his life, wrote in April 1979:°. . . it is
over sixty vears since | heard that word cabbage’.
The note on the translation of Aleega’s Libro de
(reometria, pratica y traga, published in 1979, gives
‘cabbage' as a modern technical term, the
translation for 'medios’. However, Alcega was
describing the left-over pieces from which facings
and trimmings are cut, not the tailors’ perquisites,

Amman's tailor has a vard-stick on the table

beside him. At the back of the room hangs a pair of
pluderhose, full baggy breeches with long panes of
the type which the tailor is wearing, and a woman's
gown with full pleated skirt. The pleats are being
set permanently, held in position by horizontal
bands with a weight beneath, These pleated skirts
are a peculiarly German/Swiss fashion (Fig. 2) and
persisted into the twentieth century in German folk
dress. Examples may be seen in the Germanisches
Nationalmuseum, Niurnberg, and are illustrated in
Deutsche Trachten by Margarete Baur-Heinhold
(€1939). The horizontal bands around the pleated
skirts in the woodcut resembling hoops have led
some people to think that it is a farthingale, but
this is not so.

The woodeut of the furrier's workshop in
Nurnberg (Fig. 3) from Amman's book has a verse
accompanying it. This explains that the furrier
‘'makes and lines coats, cloaks, hoods and other
garments with such furs as sable, marten, lynx,
ermine, polecat, wolf and fox and from goatskins'.
Working with fur was a separate craft from
tailoring and although three women's gowns
hanging on the rail in the workshop may be of
woollen cloth, sent by the tailor for fur linings to be
put in, it is possible that they are garments made
completely by the furrier from skin with the fur
facing inwards. Bo Lénnqvist has recorded a
‘skinnkjortel’, a kirtle made of lambskin, dating
from the eighteenth century, in the National

1. The Tailor from Stiandebuch by Jost Amman and
Hans Sachs, 1568. The woodcut shows a tailor's
workshop in Nirnberg. Private collection.

2. Nirnberg matron in festive attire from Di Gl
Habiti Antichi et Moderni di Diverse Parti del
Mondo by Cesare Vecellio, 1590. The woodcut shows
a full pleated skirt of the type seen in Fig. 1. Private
collection.

3. The Furrier from Standebuch by Jost Amman
and Hans Sachs, 1568. The woodcut shows a
furrier's workshop in Niirnberg. Private collection.

Museum of Finland. This is cut in a similar way
and would have been warm to wear, with the curly
fleece facing the body.

The Italian tailor in Moroni's portrait (Fig. 4)
painted at about the same time as Amman prepared
his woodcuts, has shears in hand, ready to cut the
cloth on pattern lines marked out with some white
substance, either chalk or soap. Tailors' chalk is
mentioned by Cennini in Il Libro dell 'Arte written
in 1437. He describes drawing on black or blue cloth
for hangings: "You cannot draw with charcoal. Take
tailors' chalk, and make little pieces of it neatly,
just as yvou do with charcoal; and put them into a
goosefeather quill, of whatever size is required’.
Alcega refers to the use of 'xabon’ in hig Libro de
Geometria, pratica v tragca and white soap s still
used by tailors as well as chalk. On white silks the
tailor might have used charcoal and on velvet ‘a
pen, with either ink or tempered white lead’ as
Cennini describes for embroidery designs.
Alternatively he might have trace-tacked the
pattern pieces, outlining each shape with thread.

Unfortunately Alcega does not give instructions
for taking body measurements but to judge from his
pattern diagrams they must have been fairly basic
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4. The Tailor by G. B. Moroni, ¢1570. The shears are
held ready to cut the black cloth on the white lines

marked with soap or chalk. National Gallery, London.

5. Manto de seda para muger: mantle of silk for a
woman, (.74, from Libro de Geometria, pratica y
traga, by Juan de Alcega, 1589. Victoria and Albert
Museum, London.

6. Diagram to show the arrangement of lengths of
silk to form the mantle or veil given in Fig. 5.

9. Jubon de seda per otra traga a seda abierta:

and the finer points of fitting would have been dealt
with on the client. Indeed for a ‘'manto de seda para
muger’ (Fig. 5), a woman’s silk mantle which would
have been described as a veil in England as it falls
from the wearer’s head, he gives the instruction
that the material should first be thrown over the
head of the lady for whom it is intended and the
required length marked with soap. Here 14}
Castilian baras (13 yards 10! inches) cut into four
lengths of silk, § bara wide (22 inches), are joined
together along the selvedges, with instructions for
shaping to decrease the size, giving a semi-elliptical
shape (Fig. 6). The curves are shown on the fabric
in Fig. 5. Alcega writes that the fourth length
should be sewn on to the mantle and rounded out on
the wearer, thus levelling the hemline. He then
points out that if the instructions are followed
carefully it is possible to cut out the mantle without
using another mantle as a guide. This practice of
using another garment as a pattern continued into
the nineteenth century; Mrs Cory in The Art of

another pattern for a silk doublet from open silk,
f. 13v from Libro de Geometria, pratica y traca, hy
Juan de Alcega, 1589. Victoria and Albert Museum,
London.

From left to right: doublet front (below), upper
side of two-piece sleeve (abovel, doublet back fabouve),
underside of sleeve { below), front collar (abovel.

Dressmaking (1849) gave 'Industrious Daughters of
Tradesmen’ and "Persons of Little Means' these
instructions for the first stage in cutting a bodice
pattern: ‘Supposing the reader to have no idea of
cutting the first pattern, she is requested to take
the body of an old dress and pick it to pieces.’
Alcega suggested 2} Castilian baras (71} inches) as
the required length for the mantle at the front and
21 baras (88 inches) at the back. The Castilian bara,
a measure equal to 33 inches (83.8 cm), is discussed
on page 124.

Tape measures were not invented until the early
nineteenth century but Garsault deseribes a strip of
paper notched on the edge for each separate body
measurement of the individual client in L'Art du
Tailleur, printed in 1769, The same system was
followed in the sixteenth century, when 'parchement
for Meazures’, which would have lasted much longer
than paper, was supplied for the Office of Revels.
The tailor would have kept these notched strips for
all his customers rather than writing measurements

down in a book. He used a measuring stick to check
the lengths of cloth and to draw out his patterns.
Shakespeare mentions a mete-yard in The Taming
of the Shrew and "Thre brazell mett yerdes and thre
brazell mett elles’ were delivered to the Wardrobe of
Robes in 1578 with another ‘sixe mett elles and
yerdes of woode’ in 1583: the term ‘'met yard’ was
still in use in England in the nineteenth century,
defined in Whitby’s Glossary of 1876 as a measuring
rod. Measurements of ell and vard varied in each
country and are discussed in some detail on page
124,

The tailor’s patterns may have been drawn out on
stiff paper or kept as flat buckram shapes. We know
that "Two Bundells of lardge browne paper’ entered
the Office of the Wardrobe of Robes in 1581, It can
only be conjectured but it is possible that this paper
was intended for Walter Fyshe to prepare patterns
taken from the buckram and canvas toiles he made
for the Queen and her ladies. Using the
measurements on his parchment strip, the tailor
would draw out the pattern shapes on these
inexpensive linen materials, which might
afterwards be used for interlining the garment, if
not preserved as a permanent pattern to be adjusted
for other clients. A paper pattern traced off from
this would keep its shape better than linen, which
might eventually stretch on the cut edges. After
cutting the pieces out and tacking them together,
the toile would be fitted and any necessary
alterations made, Presumably similar methods were
used for men's clothes.

There are many examples of these pattern toiles
among the accounts of the Wardrobe of Robes in the
third quarter of the sixteenth century. A selection is
given in my book Queen Elizabeth's Wardrobe
Unlock'd to show the range of materials and variety
of garments. Two examples, 'for makinge of a
pattron for a Gowne of buckeram being sent into
Fraunce' in 1577 and 'for making of Two pattrones
of buckeram thone for a frenche gowne thother for a
Petycoate sent into Fraunce' in 1580, would seem to
have solved the problem of getting ready-made
gowns from France for Queen Elizabeth. These
toiles were probably sent as a guide to size for the
ambassadors and others who purchased gowns for
her; a parchment measurement strip may have been
sent on previous occasions and not been entirely
successful.

After the fitting the toile would have been
unpicked, the pieces pressed and all the seam lines
carefully marked out. The pieces of buckram, or
brown paper patterns traced from them, were then
laid on velvet, satin, cloth of gold, cloth of silver,
damask, wool camlet or whatever was to be used for
the garment — matching the grain lines, keeping
the pile running in the same direction and
balancing any woven designs, while arranging the
shapes to waste as little material as possible. This
was not always an easy task as different fabrics
came in a variety of lengths from the weavers and

in several widths from selvedge to selvedge.
Alcega’s book must have been most warmly
welcomed by Spanish tailors as he gives economical
layouts for each pattern on silk and cloth of varving
widths.

When the flat pattern shapes had been marked
with tacking threads or drawn out with tailor's
chalk, soap or fine brush or pen, the uncut length
was passed to the embroiderer to be stretched taut
on a frame for any embroidery to be carried out, On
its return the garment was cut out and made up
with suitable linings and interlinings. Examples of
different garments with a wide variety of linings
are given in Queen Elizabeth’s Wardrobe Unlock'd,
while drawings and photographs of the clothes
studied in detail which follow show not only linings
and interlinings but also pad-stitching, back-
stitching and various types of padding, including
cotton wool.

The pattern shapes are our main concern here:
those of surviving garments recorded in detail on
pages 53123 may be compared with both Alcega's
and Burguen’s diagrams, which showed tailors how
to lay out their patterns economically on various
widths of cloth. Rare copies of both these Spanish
tailors’ cutting books are preserved in the National
Art Library at the Victoria and Albert Museum but
they are very fragile and will not stand excessive
handling. Some of Alcega’s pattern diagrams given
here may be studied with the Spanish text in the
1979 facsimile of the second edition of his book
Libro de Geometria, practica v traga, printed in
Madrid in 1589, The large pattern diagrams are
beautifully reproduced but the translation is not
entirely accurate in some places, perhaps because
the editors may not have understood how the shapes
would appear when made up and no visual
references to portraits and surviving garments are
EIVET.

Similar pattern shapes to those for a man's
doublet in Alcega’s book (Fig. 7) may be seen in the
doublets worn by Don Garzia de’Medici in 1562 and
Cosimo | de'Medici in 1574 (pages 53-6). These
have the back collar cut in one with the doublet but
made a little lower. Both have one-piece sleeves.
The Hever Castle doublet, dating from ¢1560 (page
71) shows a more pronounced curve at the centre
front and a two-piece sleeve, The slightly old-
fashioned uncut velvet suit of c1600-5 (pages 74-5)
shows similar shapes to Alcega's pattern but the
two-piece sleeves are a little wider at the wrists and
have the later development of a curved upper back
seam. There are skirts and wings as well. Alcega
gives two layouts for his doublet, the first on silk
folded lengthwise and the second (Fig. 7) on the
open width, which takes 3 Castilian baras (2 yvards
27 inches) of silk { bara (22 inches) wide. He points
out that if the doublet is to be quilted ('pespuntado’)
it should be cut longer than the pattern as the
stitching may take up to three extra finger's
breadths (‘dedos’) in length, but that it shrinks very



8. Capa y ropilla de pano: a cloak and cassock of
cloth, 26 from Libro de Geometria, pratica y traga,
by Alcega, 1589. Victoria and Albert Museum,
London.

From left to right: half of a circular cloak, hood
(below), front collar (Abouve), back of cassock (above),
front skirts (centre), front of cassock (below), sleeve

fabove).

9. Ein Hispanischer hofsuncker: A Spanish
nobleman on horseback, from Diversarum Gentium
Armatura Equestris by Abraham de Bruyn, 1577.
British Library.

10. Itali mercatoris habitus: An Italian merchant’s
dress, from Omnium Poene Gentium Imagines by
Abraham de Bruyn, 1577, British Library.

11. Ropilla y calgon de seda: cassock and breeches qf
silk, {147 from Geometria, y traga, by Francisco de
la Rocha Burguen, 1618. Victoria and Albert
Museum, London

From left to right: back breeches, front skirts
(above), back skirts (below), cassock back with collar
cut in one (above), front collar (small preces), cassock
front (below), round sleeve, front breeches.

12. Calgon de seda, ropilla v jubon al sesgo:
breeches, cassock and doublet of silk on the bias,
f.146 from Geometria, y traca, by Burguen, 1618.
Victoria and Albert Museum, London.

From left to right: back of breeches, piecing for
back breeches (below), piecing for front breeches
(above), front of breeches, round sleeve of cassock,
skirts of doublet (above), doublet back (below),
doublet front (below), back skirts of cassock (above),
eassock front (below), front collar of doublet (above),

little in the width. The Hever doublet (pages 70-1)
shows several rows of quilting.

Alcega’s cloak and cassock pattern shapes (Fig. 8)
are shown laid out on a 3} Castilian baras (2 yards
32} inches) length of cloth, 2 baras (66 inches) wide,
folded along the bottom edge with selvedges at the
top. This is a full circular cloak of the type from the
Germanisches Nationalmuseum (page 95). The hood
to the right of the cloak is also cut with the centre
back to the fold. The curved shapes, at the right
gide, are joined together, bringing the sloping sides
to meet. The resulting long hood, decorated with
braid and buttons down the sloping seam at the
centre back, is shown in Fig. 9 worn by a Spanish
nobleman on horseback. The cloak has a rich lining.

front skirts of cassock (above), cassock back (below),

front collar of cassock (abovel, two-piece sleeve of
doublet.

13. Jubon de seda de hombre con manga de armar:
man’s doublet of silk with hanging sleeve, from
Geometria, y traca, by Burguen, 1618. Victorta and
Albert Museum, London.

From left to right: front collar pieces (above),

sleeve, back skirts, front skirts, doublet back (below),

doublet front (above).

14. Drawings to show the sleeve in Figs. 13 and 15
when assembled.

15. Jubon de seda de muger con manga de armar:
woman'’s doublet of silk with hanging sleeve, from
Geometria, y traga, by Burguen, 1618. Victoria and
Albert Museum, London.

From left to right: sleeve, doublet front, doublet
back (above), small pieces for back and front collar,

The same type of hooded cloak, but without the
buttens, is worn by an Italian merchant (Fig. 10).
Alcega's cassock ('ropilla’) follows the same lines as
his jerkin ('sayo’), except that the jerkin has
completely separate skirts. The cassock has the
collar and back skirts cut in one with the body of
the garment. The front waist points downwards,
following the line of a peascod belly, and the curved
skirts are joined to it. The straight sleeve narrows
towards the wrist. The cassock was semi-fitting and
intended for wear over a doublet, probably for extra
warmth when riding.

Alcega does not give any patterns for breeches
but Burguen'’s layout for a cassock and breeches of
silk (Fig. 11) gives shapes which may be compared

with a slightly narrower pair of velvet breeches of
c1615-20 from the Germanisches Nationalmuseum
(pages 86-7). The cassock ('ropilla’) has skirts joined
at both front and back waist. It shows the later
fashion of a shorter waist and less of a curve at the
centre front than Alcega’s pattern. Cassock and
breeches take 6} Castilian baras (5 vards 34}
inches) of 22-inch-wide silk.

A pair of breeches, cassock and doublet are shown
in another of Burguen's layouts (Fig. 12). The
breeches and cassock are similar to those in Fig. 11,
while the doublet, with its skirts cut in one piece,
may be compared with the leather doublet of c1560
from the Museum of London (pages 68-9). Although
Burguen’s book was published in 1618, the pattern
shapes of earlier styles are still seen: Spanish
fashions changed slowly and even during the second
half of the seventeenth century the rigid styles
worn at the Spanish Court hark back to the end of
the sixteenth century. This layout is of particular
interest as it shows the pattern pieces laid on the
bias grain of the cloth. This would give a chevron
effect at centre front and back if using a striped
material. The suit takes 9} Castilian baras (6 yards
94 inches) of silk 22 inches wide.

Burguen gives an interesting sleeve with another
doublet for a man (Fig. 13). It is described as a
'manga de armar’, a type of short hanging sleeve
from the elbow. It appears in portraits and
engravings but the drawings (Fig. 14) explain more
clearly how it was put together, as the rough
diagram is slightly out of proportion. The garment
takes 27 Castilian baras (2 yvards 18{ inches) of
22-inch-wide silk. The same sleeve iz given with a
woman's silk doublet (Fig. 15) where the waist
curves down steeply to a point at the front. The
garment takes 2| Castilian baras, less 3 dedos (1
yard 32{; inches) of silk 22 inches wide.

|

1.-||.|nm’ ._

e

e

15



t PR
[ £
17 P &
'\-\.'\-"". l:!"\\_!‘-“-

N HEm "'\--.__H_.':'\-.'\T.
Al
|

M Eal o
L -...I = lhr:r"
v |-
el Al II %
F 2 [
I I- -. | I
Ll %, |I \i,'n.'
'-.I L ot b g
« sy X
/{ %
M < E
oL E
P4 \\
iz [ [ Hcﬁ
F B M T
16 17

16. Ropa de Letrado de pano: a learned man's gown
of cloth, f. 49 from Libro de Geometria, pratica v
traga, by Alcega, 1589. Victoria and Albert Museum.

From top to bottom: sleeve {left), piecing for front,
narrow back yoke, back, precing for back (left),
piecing for sleeve (centrel, hood, front.

17. Gauan de pano: gown of cloth, {95 from
Geometria, y traca, by Burguen, 1618. Victoria and
Albert Museum, London.

From top to bottom; piecing for back (left), back,
sleeve, piecing for hood (left), hood, piecing for front
(left), front.

A learned man’s gown ('ropa de letrado’) appears
in Alcega's treatise with layouts for both cloth and
silk (Fig. 16). It takes 41 Castilian baras (4 yards 4}
inches) of cloth 2 baras (66 inches) wide, It has an
interesting sleeve with the fullness springing out on
each side under the arm. A gown with a similar
sleeve appears in Burguen's book (Fig. 17). Here it
has less of a curve on the arm and comes down to a
point over the hand instead instead of being cut
straight across at the wrist. When made up the
seam is put towards the back of the armhole and
the top of the sleeve forms a large puff which falls
down over the lower part of the arm in a deep fold,
giving the effect of a separate puffed sleeve (Fig.
18). This is seen earlier in the sixteenth century as
a fashionable style for both men and women (Figs.
19-21) but, as given by both Alcega and Burguen, it
has crystallized into this form worn by learned men.
Burguen's pattern takes 4 Castilian baras (3 vards
24 inches) of cloth 66 inches wide.

A Milanese tailor's album shows how similar
gowns would have appeared when made up (Figs.
22-3). His patterns show sleeves with fullness given

18. Drawings to show hood and sleeve in Fig. 17
when assembled.

19. Catherine of Austria, Queen of Portugal, by
Antonio Mor, 1552. She wears a sleeve of the same
shape as that in Fig. 16 and a gown as in Fig. 41
Prado, Madrid,

20. A man aged thirty-five wearing a red velvet
doublet, the front bordered with satin, with four rows
of stitching beside it and sleeves of the type in Fig. 16.
Painting by an unknown Middle Rhenish artist,
1567. Germanisches Nationalmuseum, Niirnberg.

under the arms but here the shape is that of an
underarm gusset cut in one with the sleeve (Figs.
24-5). In Fig. 24 the back collar is cut in one with
the gown and a deep scoop is made for the shoulder
seam. The latter is attached to the front shoulder so
that the long straight seam at the top of the pattern
hangs from shoulder to hem. This gives a very full
semi-circular back which hangs in soft folds. There
12 no scye, or armhole scoop, at the back and the
straight edge is used. The sleeve is cut to a fold on
the straight edge. The pattern in Fig. 25 is similar
to Alcega's (Fig. 16) with the back gathered or
pleated to a small voke. The front turns back with a
deep collar which lies over the yoke and the top of
the sleeve is slashed (Fig, 23).

Alcega gives a woman's doublet pattern with two
layouts, the first on silk folded lengthwise and the
second (Fig. 26) on the open width, This takes 2)
Castilian baras (2 yards 10} inches) of 22-inch-wide
silk. He points out that, as for a man’'s doublet, it
must be cut a little longer than the measurements
given if it is to be quilted. The back collar is shown
in one with the doublet but it might be cut

21. Femina honesta Genevensis: dress of a
respectable woman of Geneva, from Habitus
Praecipuorum Populorum by Hans Weigel and Jost
Amman, 1577. Germanisches Nationalmuseum,
Niirnberg,

22. Learned man in a black gown, el570, {87 from a
Milanese tailor's album, e1555-80. MS. Classe VIII,
Cod.1° Biblioteca Querini-Stampalia, Venice.

23. Learned man in a black gown, c1570, {86 from a
Milanese tailor's album, ¢1555-80. Biblioteca
Querini-Stampalia, Venice,
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24. Pattern diagram for gown in Fig. 22, c1570),
f.86v from a Milanese tailor's album, ¢1555-80.
Biblioteca Querini-Stampalia, Venice,
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25. Pattern diagram for gown in Fig. 23, ¢1570,
f.85v from a Milanese tailor’s album, c1555-80.
Biblioteca Querini-Stampalia, Venice.

26. Jubon de muger a seda abierta: woman's doublet
from open silk, f.14v from Libro de Geometria,
pratica y traga, by Alcega, 1589. Victoria and Albert
Museum, London.

separately if desired. Indeed Alcega advises doing
so, taking off a little at the back neckline to avoid
wrinkles across the back neck. The slight scoop to
the neckline gives a better fit. Alcega writes that
many experienced tailors think that a woman's
collar should be cut in this way at the back and
that it would not be considered a fault as many did
it intentionally. The back neck wrinkles slightly on
several of the surviving men’s doublets and jerkins
described later in this book. The leather jerkin from
the Museum of London (pages 68-9) has a mass of
fine pinking at the back neck to make the leather
more supple but, in spite of this, there is a deep
wrinkle across it.

The pattern diagram of a Spanish farthingale, a
petticoat held out with hoops of osiers, bents or
whalebones which supported the skirts in a stiff
cone shape, is given by Alcega (Fig, 27). It takes 6
Castilian baras (5 yards 18 inches) of silk 22 inches
wide, but no indication of the number of hoops is
given. As apparently no farthingales have survived
from the sixteenth century, the complete
instructions are given here:
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27. Verdugado de seda para muger: farthingale of
silk for a woman, .67 from Libro de Geometria,
pratica y traca, by Alcega, 1589. Victoria and Albert
Museum, London.

From left to right: front (marked Aj, back
fmarked B), gores for front and back.

28B. Drawings to show the farthingale in Fig. 27
when assembled. It is possible that the gown in
Fig. 30 is open over a farthingale with 25 narrow
hoops of bents, spirally bound,
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29, Saya v cuera de pano con manga redonda; skirt
and bodice with round sleeves, of cloth, [.63 from

Libro de Geometria, pratica y traca, by Alcega, 1589.

"To cut this farthingale in silk, fold the fabric in
half lengthwise. From the left, the front (piece A)
and then the back (piece B) are cut from a double
layer. The rest of the silk should be spread out and
doubled full width to intercut the gores (cuchillas).
Note that the front gores (A) are joined straight to
straight grain and the back gores (B) are joined bias
to straight grain, so that there will be no bias
together on the side seams and they will not drop.
The front of this farthingale has more at the hem
than the back. The silk left over may be used for a
hem. The farthingale is 1! baras long (49} inches)
and the width round the hem slightly more than
thirteen handspans (palmos), which in my opinion is
full enough for this farthingale, but if more fullness
is required, it can be added to this pattern.’

This practice of putting the flared side of a gore to
the straight grain is a subtle way of avoiding two
bias edges on a side seam which would eventually
stretch and drop. A good example may be seen in a
linen smock embroidered in pink silk at the
Museum of London, dating from about 1600. When
worn by a woman just over 152 cm (5 ft) in height,

From left to right: front skirt, front bodice {above),
round sleeve, precing for back skirt (above), trained
back skirt, back bodice.

the farthingale is long enough to allow about

25.4 cm (10 inches) for making tucks to act as
casings for six or more hoops (Fig. 28). These tucks
may have been tacked up over the ready-made
hoops rather than attempting to thread osiers
through them. Allowing a handspan of about

22.8 em (9 inches), the hem measures approximately
114.3 em (117 inches). When Alcega writes that the
front 'has more at the hem than the back’ he
probably means that as both front and back have
been cut to the same length the front will need to
be taken up a little to clear the feet. The silk left
over could be used later as a replacement for a
worn-out hem. The waist may have been gathered
into a band, opening at both sides, or turned over to
make a casing for a drawstring.

Alcega gives pattern diagrams of some petticoats
or skirts ('saya’) with 'a jerkin, a little cassocke such
as women use in Spain’ as Minsheu translates
‘sayuélo’; others are with a ‘cuera’, translated by
Minsheu as 'a Spanish leather jerkin’. The latter is
a bodice which has apparently taken its name from
the leather from which it was once made. The

29
30. A lady in a blue velvet gown with round
sleeves, 1580, f.103 from a Milanese tatlor's album,
c1555-80. Biblioteca Querini-Stampalia, Venice.

shapes of "'sayuélo’ and "cuera’ are almost identical,
with tabbed shoulder wings in the armholes, The
example given in Fig. 29 is arranged so that the
pile or nap ("pelo abaxo’) runs downwards
throughout. The garment takes 5} Castilian baras
(4 yards 31 inches) of cloth, 66 inches wide. 'Manga
redonda’ is translated as "puffed sleeve' in the
facsimile edition of Alcega's book. It is, however, a
round sleeve and the shape may also be seen in a
velvet gown from the Victoria and Albert Museum
(pages 122-3). The style is familiar from many
Spanish portraits (Fig. 32) and was described in
England as a Spanish sleeve. It is folded in half
with both curved edges stitched together hanging at
the back. The straight edges at the front are always
slit open, as Alcega describes with another diagram,
on f.65v in his book.

The round, or Spanish, sleeve appears in the
Milanese tailor's album (Fig. 30) with a gown
opening at the front and deeply slashed on the chest
to reveal another bodice beneath. Descriptions of
some of Queen Elizabeth's gowns refer to 'double
bodies' and this style, slashed on the chest with



31
31. Pattern diagram for gown in Fig. 30, ¢1580,
[94v from a Milanese tailor's album, ¢1555-80.
Biblioteca Querini-Stampalia, Venice.

From left to right: front skirt, back skirt (upside
down), round sleeve (above),

32. Anne of Austria, Queen of Philip Il of Spain,
wearing round sleeves slit across at elbow level and
caught with decorative ribbon bows and aglets.
These sleeves are similar to those in Fig. 31.
Painting by Sanchez Coello, c1570-5. Museo Ldzaro-
Craldiano, Madrid.

another bodice below, appears in woodcuts of clothes
worn by gentlewomen in Verona, Brescia and other
cities of Lombardy, in Vecellio's Di Gli antichi et
moderni di Diverse Parti del Mondo, printed in
1590. Half the pattern shape of the sleeve is shown
(Fig. 31). There are lines of braid round the edges
and two across the centre, where the sleeve is often
slashed and tied with large ribbon points and aglets
in Spanish portraits (Fig. 32). The skirt is curved
down at the front, joined to the bodice, unlike
Alcega's pattern. In the latter the front skirt seems
to lie underneath the pointed bodice, reaching to the
waist, the two garments apparently made
separately, a method used during the 1840s and
1850s. The trained back skirt is shown upside down
and the joins needed for narrow silks are indicated
on both front and back.

Similar skirt shapes are seen in another pattern
from the Milanese tailor’s album (Fig. 33) but the
sleeve here is slightly narrower. In this example the
curved seam runs down the outside of the arm to
give fullness and is worn under a long hanging
sleeve (Fig. 34). The 'Darnley’ portrait of Queen

33. Pattern diagram for gown in Fig. 34, ¢c1580),
103 from a Milanese tatlor's album, ¢1555-80.
Biblioteca Querini-Stampalia, Venice.

From left to right: front skirt, back skirt {upside

down), long hanging sleeve (top), under-sleeve (centre).

34. Gown with trained skirt and hanging sleeves
cl580, 102 from a Milanese tailor's album,
cla55-80. Biblioteca Querini-Stampalia, Venice.

35. Queen Elizabeth 1, the ‘Darnley’ portrait by an
unknown artist, ¢1580. National Portrait Gallery.

Elizabeth shows a similar sleeve with braid
decorating the curved seam on the outside (Fig. 35).

Women's bodices were not shaped with waist
darts until the nineteenth century and underarm
darts even later, although a fish might be taken
across the centre front seam on the bust line for a
riding habit in the eighteenth century. In the late
sixteenth and early seventeenth centuries tailors
controlled unsightly bulges with a rigid ‘pair of
bodies’ or corset, stiffened with bents or whalebone
(pages 112-13), Shaping for a gown was given with
a curved front seam, sloping side seams or curved
side back seams. The bust was pushed up to fill a
low square neckline or, as a last resort, a very
plump woman would wear a loose gown over a
waistless kirtle (see page 109). Burguen shows lines
on front and back bodice patterns (Fig. 36) which
would have allowed for slight shaping beneath lines
of braid. Pfalzgrifin Dorothea Maria’s gown shows
similar lines (pages 115-16). The skirt has a shorter
train than that in Fig. 36. The gown takes 12}
Castilian baras (11 yards 24{ inches) of woollen
cloth, 66 inches wide.

36. Sava grande lanilla para muger: woman's
woollen gown with a large skirt, f.181 from
Geometria, v traca, by Burguen, 1618. Victoria and
Albert Museum, London.

The low-cut bodice in Fig. 37 is similar to that
waorn by Eleanora of Toledo (pages 102—4). Minsheu
translates 'vasquina' as 'a woman's petticoat or
kirtle'. As kirtles in the Wardrobe Accounts for
Queen Elizabeth have bodices, the latter would
appear to be the correct term. Alcega refolds the
wide woollen cloth so that there are folds on both
edges and the selvedges meet in the centre. He thus
avoids piecings on one side of the skirt and both
front and back of the bodice are to the fold as well.
The instructions do not say where the kirtle should
open. It could have been laced at the back or
fastened edge to edge with hooks and eyes at the
front. The kirtle takes 2 Castilian baras (1 yard 30
inches) of cloth 66 inches wide.

One style of bodice with an arched square
neckline, opening at the front, is seen in many
French and English portraits. A good example is
given in Fig. 39, worn by Queen Elizabeth: the
opening, bordered with narrow padded rolls of
velvet, can be seen clearly below her hand, running
up behind the Phoenix jewel. This superbly cut
gown may have been influenced by an unknown

From left to right: front skirt, piecing for hack
skirt (above), back bodice (below), front bodice, collar
pieces (centrel, round sleeve, back skirt, The tabbed
wings are shown attached to the armholes

French tailor's work. Although Queen Elizabeth
employed only two tailors to make her clothes
during her reign - Walter Fyshe from 1558 to 1582
and William Jones from 1582 onwards — an attempt
to get another tailor was made in 1567, Sir William
Cecil wrote early in that vear to Sir Henry Norris,
Ambassador at Paris:

"The Queen’s Majesty would fain have a tailor that
had skill to make her apparel both after the ltalian
and French manner, and she thinketh that you
might use some means to obtain some one that
serveth the French Queen, without mentioning any
manner of request in our queen's majesty's name.
First cause vour lady to get such a one.’

No French tailor's name appears in the warrants for
the Wardrobe of Robes so apparently this was
beyvond the Ambassador’s ingenuity to contrive. The
secret of [talian and French cut was conveyed to
England in the form of ready-made gowns 'brought
out of France', recorded in the warrants for the
Wardrobe of Robes when alterations were made.
The arrangement of the embroidery on the gown in
Fig. 39 shows that the body was cut without side



seams with all the shaping at the centre front (Fig.
38). This pattern was made from Alcega's kirtle
body in Fig. 37, placing the side seams together and
drawing round front and back as one piece. The
arrangement of embroidery is given. The front of
the bodice is slightly more arched at the neck and
less pointed at the waist than Alcega's pattern. The
gide seam is indicated by the dotted line. The sleeve
shape is conjectured partly from the pattern of the
embroidery in the portrait and partly from the
sleeve worn by Don Garzia de'Medici (page 54). It
would have been supported by a linen roll padded
with cotton wool beneath the sleevehead. The style
is worn by a Parisian woman in Fig. 40.

Alcega and Burguen give a variety of women's
loose gowns following the lines of those for men.
‘Loose gown', a term appearing in the Inventory of
the Wardrobe of Robes prepared in 1600, seems to
be a descriptive term for overgowns worn with
kirtles; they may also be described as nightgowns’
and 'Flanders gowns'. The Spanish tailors' books
show that these gowns might fall loosely from
shoulders to hem at both front and back with
unshaped, gored side seams (Fig. 411, a style seen
earlier in Holbein’s portrait of the Duchess of
Milan, painted in about 1538. Alcega's pattern has
a round sleeve and would have been similar to the
gown worn by a Neapolitan matron in Fig. 42 when
made up. Here the round sleeve is seen from the
front, the wearer's arm passing through the
opening. The front fastens with clasps in a similar
way to that in Fig. 19, where the Queen of Portugal
is too plump for her gown to hang straight down
below the waist. A longer gown of similar cut from
the Milanese tailor's album (Fig. 43) shows a
variation of style with short slashed sleeves and
long narrow hanging sleeves behind.

Burguen gives a similar pattern for a gown with
unshaped, gored side seams and hanging round
sleeves, worn over a doublet with a two-piece sleeve
and petticoat (Fig. 44). The garments are made of
linsey-woolsey, a fabric with linen warp and woollen
weft. They take 4! Castilian baras (4 yards 19}
inches) of cloth 1§ baras (60} inches) wide. The
gown is slightly shorter than the petticoat and
would be similar in appearance to that in Fig. 45
when made up. The Genoese lady in Fig. 46 wears a
gown of similar cut, with short padded sleeves,
almost shoulder rolls, instead of hanging round
sleeves, Her kirtle follows the lines of Alcega’s
pattern in Fig. 37.

Alternatively, a loose gown might be semi-fitted,
shaped in at the front waist, with unshaped, gored
side seams at the back (Fig. 47), The centre back
seam has been sloped in a little from hem to neck to
fit smoothly over the shoulders, Burguen's gown has
a round sleeve and would have resembled that worn
by the noblewoman of Lombardy in Fig. 48. The
latter has long slashes over the chest, a style
described as "the Italian fashion’ in England.
Burguen’s pattern could have been slashed in the
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37. Vasquina y cuerpo baxo de raxa para muger:
woman's kirtle with a low-cut bodice of cloth rash,
{60 from Libro de Geometria, pratica y traca, by
Alcega, 1589. Victoria and Albert Museum, London
From left to right: front skirt ( below), front bodice
fabove), back skirt (abovel, back bodice (below),

38. Conjectured pattern shapes of bodice and sleeve
tn Fig. 39.

39. Queen Elizabeth 1, the ‘Phoenix’ portrait,
attributed to Nicholas Hilliard, c1575. National
Portrait Gallery, London.

40. Femina Parisiensis: A Parisian woman, from
Omnium Poene Gentium Habitus, by Abraham de
Bruyn, 1581, British Library,
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41. Ropa de pano para muger: woman's cloth gown,
[.68 from Libro de Geometria, pratica y traca, by
Alecega, 1589, Victoria and Albert Museum, London.

From top to bottom: round sleeve, collar piece
fleft), back (left), front (right). Other collar pieces
and wings are cut from remnants left over.
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42, Neapolitan matron, from Di Gli Habiti Antichi,
by Cesare Vecellio, 1590. Private collection,

43. Woman in a loose gown, cl1570-80, f.100 from a
Milanese tailor's album, c¢1555-80. Biblioteca
Querini-Stampalia, Venice.
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44, Ropa, vasquina, jubon y escapulario de
estamena: gown, petticoat, doublet and hood or
shoulder cape of linsey-woolsey, {175 from
Geometria, y tracga, by Burguen, 1618. Victoria and
Albert Museum, London.

From left to right: gown front, piecing for petticoat
(fabove), half of gown sleeve, petticoat back, two-piece
doublet sleeve, back doublet (above), hood or
shoulder cape (below), front doublet (below), forepart
of petticoat fabove), half of gown sleeve (above),
collar pieces of doublet, back of gown (below), collar
pieces of gown.

same way. Mor’s portrait of Margaret of Parma
(Fig. 49) shows a similar black satin gown with an
alternative sleeve style, revealing a carnation silk
kirtle beneath the slashes and front opening.

The gown might be fitted at the waist on both
front, back and side seams (Fig. 50). Burguen's
pattern gives straight sleeves, fitting closely at the
wrist, with it. It takes 4} Castilian baras (4 vards
18} inches) of fine cloth rash 1 baras (60! inches)
wide. Florio defines "saetta’ as ‘a kind of fine serge
or rash’ in his World of Wordes in 1598, A
Neapolitan noblewoman's gown is cut in this way,
falling open below the waist (Fig. 51). It is made
with hanging round sleeves.

No tailor's pattern diagrams of the flounced skirts
worn over French, or drum-shaped, farthingales

45. Noble matron of Milan and other places in
Lombardy, from Di Gli Habiti Antichi by Cesare
Vecellio, 1590. The woodcut shows a loose gown
fastening at the front, with doublet and petticoat
beneath. These clothes are similar in stvle to those
given in the pattern diagram in Fig. 44, with the
exception of the hanging sleeve, which appears to be
cut in the same way as that in Fig. 15

46. Nobilis Femina Genuensis: Noblewoman of
Genoa, from Habitus Praecipuorum Populorum by
Hans Weigel and Jost Amman, 1577. Germanisches
Nationalmuseum, Niirnberg.

seem to have survived but this is not surprising
Although apparently complicated, these skirts were
simply loom widths of material joined together
down the selvedges, sloped slightly at the front and
pleated or gathered to fit the waist (see page 117)
No French farthingales appear to have survived
either but a contemporary engraving (Fig. 52)
shows the "Hausse-cul: a French vardingale or (more
properly) the kind of roll used by such women, as
weare (or are to weare) no Vardingales' as described
by Randle Cotgrave in his Dictionarie of the French
and English Tongues printed in 1611. Made of
fustian or linen, padded with cotton wool with extra
stiffening of bents, wire or whalebone, they were
also described as 'bum rowls’ bv Ben Jonson in The
Poetaster.

e . ST, Y
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47. Ropa de vayeta de muger: woman's gown of baize
ar fine frieze, f.168 from Geometria, y traca, by
Burguen, 1618. Victoria and Albert Museum,
London.

From top to bottom: gown front (left), gown back
(right), sleeve, collar pieces.

48. Dress worn by chief noblewoman of Lombardy,
from Di Gli Habiti Antichi by Cesare Vecellio, 1590,
The woodeut shows the gown slashed on the breast
in a similar way to that in Fig. 49.

A watercolour drawing of the 'Entrée des
Esperducattes’ shows dancers wearing French
farthingale frames (Fig. 53). They are following
Jacqgueline, Fairy of the Mad People, in the Ballet
des Fées des Foréts de Saint Germain, presented at
the Louvre in Paris, on 11 February 1625. Many
noblemen at Court and King Louis XIII himself
took part in it. The "Esperducattes’ are 'those who
are difficult to deceive’ and here six male dancers
mock the deception practised by women wearing
farthingales, revealing the framework beneath on
the left. All the dancers wear green bodices
decorated with white braid, white scarves and full
black sleeves. The farthingale frames are black,
probably made of taffeta, and the casings holding
whalebones or bents may be seen clearly, The black

49

49. Margaret of Parma wearing a semi-fitted gown
with shaping on the side seam at the front. Painting
by Antonio Mor, ¢1562. Gemaldegalerie, Staatliche
Museen Preussicher Kulturbesitz, Berlin-Dahlem.

50. Galerilla de raxa para muger: woman's fitted
gouwn of cloth rash, 169 from Geometria, v traca, by
Burguen, 1618. Victoria and Albert Museum. London

From left to right: collar pieces (abovel, front of
gown, two-piece sleeve (above), back of gown, piecing
for back of gown (below), piecing for front of gown
fabovel.

skirts, probably of taffeta or satin, are carefully
arranged in even pleats from the waist to the edge
of the farthingale, falling loosely below.

Skirts fall smoothly over padded rolls standing
out evenly round the hips during the 15680s. It
seems likely that the flounce recorded in so many
paintings of the 1590s and after evolved from a
loose tuck made to shorten the skirt front when
worn over a half roll. This stood out at back and
sides and was described as a semi-circled
farthingale by Falstaff in Shakespeare's The Merry
Wives of Windsor. A skirt made to hang over a
complete roll would have to be tucked up for several
inches at the front if the other style of roll was
worn instead (Fig. 54). The carefully arranged
flounce slowly evolved from this loose tuck, probably



51. Femina Nobilis Neapolitana: Neapolitan
noblewoman, from Habitus Praecipuorum
Populorum by Hans Weigel and Jost Amman, 1577.
(rermanisches Nationalmuseum, Niirnberg.

to disguise the pronounced ridge made by
whalebones, osiers or bents on the circumference of
the wide drum-shaped farthingale (Fig. 55). Some of
the flounces may have been cut separately, but in
all the portraits [ have been able to examine

closely, they have been made by pinning the skirt to
the farthingale frame and then stroking the fullness
down from the waist in soft pleats (Figs. 56-7).

A later development in the arrangement of the
flounce was to pin above and below the edge to form
a ruffle around the circumference of the farthingale
{Figs. 58-9). In some cases the material was
arranged in a tuck first of all, then pulled up with
two or three rows of large gathering stitches, before
being pinned to the farthingale (Fig. 350). This
gives a neat, evenly pleated surface. The evidence
for the gathering threads still remains in the form
of stitch holes through the pink silk lining of the
skirt on page 117. One particularly attractive red
velvet petticoat, with a semi-transparent covering of
mezza mandolina, a type of netting, has the flounce
apparently secured with red ribbon points tied in
bows (Fig. 60). These are probably hiding pins
beneath.

52. French farthingales, one being arranged on the
wearer, The stitching lines for casings to hold bents
or whalebone are clearly shown, Engraving with
verses in French and Duteh, ¢1590. Private
collection

53. Costumes for a ballet at the French Court,
showing French farthingales stiffened with bents or
whalebone, giving the drum shape to the skirt
Watercolour drawing, 1625. Bibliothégue Nationale,
Paris.

85
54, Mrs Ralph Sheldon wearing a black silk damask
gown with big sleeves, either bombasted or "borne out
with whalebones' over a kirtle of light brown and
pale grey silk, woven in a pattern of acorns, roses

aned other flowers, with silver metal thread in the
weft. The skirt, supported with a half roll, is caught
up with a tuck at the front, Painting by an unknown
artist, English School, ¢1593-5. Private collection.

55. Queen Elizabeth 1, the ‘Ditchley’ portrait by
Marcus Gheeraerts the Younger, c1592-5. The
flounce is formed by carefully pleating the material.

National Portrait Gallery, London,

56. Anne of Denmark, attributed to Marcus
Gheeraerts the Younger, 1614. This flounce gives the
impression that it was cut separately but in fact the
skirt opens all the way down the front. Two of the
buttons which fasten it may be seen below the ropes
of pearls. The silk is folded in a deep tuck and
pinned to the farthingale. The creases may be seen
clearly by her left cuff. Roval Collection, London.
Reproduced by Gracious Permission of Her Majesty
the Queen.

11
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57. Lady Throgmaorton wearing a doublet and
matching petticoat of silk, embroidered with a linear
design of bunches of grapes and vine leaves. The
material is loosely pleated into a flounce over the

semi-circled farthingale. Dents appear in the pleats
where the silk is caught with pins underneath
Painting by an unknown English artist, 1600
Present whereabouts unknown.

8. Elizabeth of Brunswick, attributed toJacol van
Doort, 1609, The flounce is pinned in a pronouncecd
ruffle at the edge of the farthingale. Roval Collection,
London. Reproduced by Gracious Permission of Her
Majesty the Queen

59. Detail of the pinned flounce in Fig. 58

60. Unknown lady wearing a white silk doublet with
red ribbon points at the waist and a red velvet
petticoat with a fine silk covering of mezza
mandolina, a tvpe of netting, in a design of cobwebs
The flounce is arranged with red ribbon points at the
edge, probably hiding pins below. Portrait attributed
to Marcus Gheeraerts the Younger, ¢1605-10, Norton
Simon Foundation, Pasadena, California

61. Kneeling effigy of Christian, daughter of
Edward, Lord Bruce of Kinloss, Master of the Rolls
Monument of alabaster and marbie, gilded and
painted, 1610, Rolls Chapel, London,

62. Back view of effigy in Fig. 61 taken at eve level

60

The farthingale was worn at a slight angle,
tilting up at the back. A girl, possessed of an evil
gpirit in 1597, called out to it: "My lad, I will have a
French farthingale, it shall be finer than thine; |
will have it low before and high behind and broad
on either side that | may laye mine arms upon it’
(Harrison, Elizabethan Journals), The effigy of
Christian, the daughter of Edward, Lord Bruce of
Kinloss, Master of the Rolls, shows the tilt from
various angles (Figs. 61-4). Her mother and Lady
Cavendish wear the flounce hanging down over a
small padded roll (Figs. 65-6). This alternative style
was less cumbersome than the large farthingale.
Indeed, at the marriage of Princess Elizabeth to
Count Frederick, Elector Palatine of the Rhine, in
1613, John Chamberlain wrote to Alice Carleton
that: ". . . no lady or gentlewoman should be
admitted to any of the sights with a farthingale,
which was to gain more room, and 1 hope may serve
to make them quite left off in time." This
foreshadows the slow decline of the farthingale after
about 1617 in England. The fashion lasted longer in
France. Elizabeth Suckling wears another variation
of this more moderate style over a padded roll: the
deep tuck taken round the skirt at hip level, which
would have been pinned to the edge of a drum-
shaped farthingale by a more fashionable woman, is
left hanging downwards (Fig. 67). Martha Suckling

wears her skirt tightly gathered in cartridge pleats
at the waist, with the tuck pinned to the edge of a
small drum-shaped farthingale (Fig. 68).

The arrangement of the skirt worn over a French
farthingale was left to the wearer and her servant,
who folded and pinned the flounce to suit the size of
padded rolls or frame as required. The tailor simply
Jjoined the breadths of material together, making
the skirt as long as his customer required, with the
correct waist measurement, He might also have put
in the gathering threads for the style in Fig. 350

The waistline rose slightly above the natural
level between 1616 and 1618, retaining the pointed
shape in front. In 1619 the rise was more
pronounced and by 1621 the waistline was
immediately underneath the bust, often straight
round without a point (Fig. 69). Many tailors must
have pressed the creases from pinned flounces to
re-use these skirts for the new fashion. There would
have been plenty of material from the depth of the
farthingale and flounce for the length from raised
waist level to feet. Several portraits dating from
about 1620 show patterned silks woven in the early
1600s which have been used apain.



63. Side view of effigy in Fig. 61
64. Front view of effigy in Fig, 61.

65. Kneeling effigy of Magdalen, wife of Edward,
Lord Bruce of Kinloss, Master of the Rolls.
Monument of alabaster and marble, gilded and
painted, 1610. Rolls Chapel, London.

66. Francis Cavendish, Lady Mavnard, seated with
her arms resting on the chair, the softly pleated
flounce unsupported by a farthingale. Painting in the
stvle of Marcus Gheeraerts the Younger, c1615. The
National Trust, Hardwick Hall

67. Kneeling effigy of Elizabeth Suckling, the first
wife of Robert Suckling, with her daughters.
Monument erected in 1611, St Andrew's Church,
Norwich,

68. Recumbent effigy of Martha, wife of Sir John
Suckling, Treasurer to James I. Monument dated
1613. St Andrew’s Church, Norwich.

69. Martha Cranfield, Countess of Monmouth,
wearing a gown made of silk with a woven pattern of
slips of flowers. The silk is slightly stiff for the

raised waist level and may be of an earlier date than
the portrait. Painting by Dantel Mytens, 1620, Lord
Sackuville, Knole.
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Portraits and other Visual Sources with
Photographs of Original Garments showing
Stitching, Fabrics and Trimmings

The details of stitching, fabries, interlinings, braids
and embroidery which follow should be considered
in conjunction with the drawings, descriptions and
patterns given on pages 53-123. They have been
printed in this separate section for quick visual
reference to early sewing techniques for textile
conservators, Photographs are sufficient to give a
clear idea of the original appearance of several
garments and contemporary portraits show how
they were worn, together with appropriate
accessories and hair styvles. In those cases where
drawings are not needed, longer descriptions have
been given with the photographs to link with the
pattern diagrams.

Related portraits are printed among the groups of
photographs recording each piece of clothing to
enable art historians to see at a glance how painters
interpreted what they saw: the surface textures
given by slashing and pinking, braids, embroidery
and woven fabrics. They will also help costume
designers to understand how the rich, icon-like
effect of sixteenth- and early seventeenth-century
portraits was given by different fabries — silk, linen
and wool, with linings, interlinings and cotton
padding — and by a variety of tailoring techniques.
Wardrobe staff in theatres will be able to translate
and adapt the information for practical use.

Men’'s suits, doublets and hose, or breeches

'We ... are never content except wee have sundry
sutes of apparel one divers from an other, so as our
Presses crack withall, our Cofers burst, and our backs
sweat with the cariage thereof* we must have one sute
for the forenoone, another for ve afternoone, one for the
day, another for the night, one for the worke day,
another for the holieday, one for sommer, another for
winter one of the newe fashion, an other of the olde, one
of this colour, another of that, one cutte, an other
whole, one laced, another without, one of golde, and

other of silver, one of silkes and velvets, and another of

clothe with more difference and varietie than I can
expresse.
(Phillip Stubbes, The Anatomie of Abuses, 1583}

70. Prince Carlos wearing a pink satin sutt, pinked
diagonally between rows of couched gold metal cord.
Over this is a dark mulberry velvet cloak lined with
lynx. The black velvet bonnet, worn at an angle, is
decorated with jewels and a white feather. The
clothes in this portrait are similar to those worn by
Don Garzia de'Medici (Fig. 74 and page 53).
Painting by Sanchez Coello, c1556. Prado, Madrid.

71. The white satin doublet is decorated with
diagonal lines of couched yellow silk braid, possibly
with some metal threads, and pinked on the straight

70
grain between them. It may be compared with that
worn by Eritk Sture where the braid s applied in an
alternative diagonal arrangement (Fig. 94), The
doublet ts slightly padded at the front. The cod-piece
is similar to that worn by Don Garzia de'Medic
(Fig. 76). Short canions may just be seen below the
trunk-hose. Portrait of King Don Sebastian of
Portugal bv Cristoforo Morales, 1565 Monasterio de
las Descalzas Reales, Madrid,

2. The white silk doublet is decorated with couched
cord in a similar way to that in Fig. 70, but shows
the later development of padded peascod belly, The

trunk-hose are slightly shorter and more rygidly

74
padded, the fashionable line of the early 15705,
Portrait of Erzherzog Wenzel by Sanchez Coello
cl571. Kunsthistorisches Museum, Vienna.

73. Velvet doublet and trunk-hose trimmed with
couched cord, a cloak with sleeves worn on top.
Portrait of Herzog Johann Albrecht zu Mecklenburg
by Peter von Boeckel, 1574. Schloss Schwerin.

73

4. Fragments of the suit worn by Don Garzia
de'Medici when he was buried in 1562. The satin
doublet and velvet panes of the trunk-hose are
decorated with couched gold metal cord. The sleeves
are stored separately. Palazzo Pitti, Florence.

75. Detarl of silk points with metal aglets which are
still threaded through :'_'l.'rf:'f' holes in the waistband
of the trunk-hose in Fig. 74

76. Detail of cod-piece which closes the front of the
trunk-hose in Fig. 74. Originally it was padded with
crimson satin and small puffs were pulled out
between the slashes. The doublet front s stull
attached to the trunk-hose with a ribbon point.

76



85. Detail of mantle laces and tassels in Fig. 83. The
two devices holding the cords together, which slide
up and down, are worked in silk. The back of the
cod-piece and silk binding strips from the waistband
lie above the mantle laces. Palazzo Pitti, Florence,

B6. Detail inside bottom edge of doublet in Fig. 83.
Originally there was a linen tape for reinforcement.
The line of tacking stitches held it in position while
the evelet holes were worked in silk.

87. Detail of Fig. 83 showing a ribbon point still tied
through the bottom pair of holes in the doublet front
and a pair of eyelet holes in the fragments of the
waristband of the hose or breeches. The latter are
worked over metal rings for reinforcement.

88. Black velvet suit worn by Svante Sture when he
was murdered in 1567 (page 57). Doublet and
pluderhose are decorated with pinked guards. Puffs
of greenish-grey silk are pulled out between the
panes. Upsala Cathedral.

BY. The doublet in Fig. 88 is lined with reddish-
brown fustian and fastens with hooks and eyes.

Stitches in black silk from the decorative guards may

be seen inside the doublet, beside the metal eves on
the left front.

9. Svante Sture wears a suit with embroidered
guards or borders. Painting by an unknown artist,
cl567. Gripsholm Slott.

a1

91. Details of the white linen strip with pairs of
worked evelet holes inside the waist of the doublet in
Fig. 88. Points were tied through these holes to
others in the waistband of the pluderhose.

92. Detail from pluderhose in Fig. 88 with one of the
stlk puffs at the bottom of the leg pulled out to reveal
the stay tape of chamois leather to which the silk is
stitched.
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93. Black velvet cloak with doublet, cloak lining and
pluderhose panes in golden-yellow silk, possibly with
gold thread in the weft, embroidered with black silk

Yellow silk damask is pulled out between the panes

in a similar way to Svante Sture's suit (Fig. 88 and

page 57). Portrait of Herzog Ulrich zu Mecklenbhurg

by Peter van Boeckel, 1573. Schloss Schwerin

94. Erik Sture wears the suit in which he was
murdered in 1567 (page 60). It is trimmed with

96

golden yellow braid. Painting by an unknown artist,
cl567. Gripsholm Slott

95. Detail of three widths of braid used on the left
sleeve of Erik Sture's doublet in Fig. 94. Upsala
Cathedral

96. Nils Sture wears a black velvet slashed jerkin
trimmed with braid over a doublet with plain black
sleeves. The panes of the trunk-hose are also
trimmed with braid. Painting by an unknown artist,
cl567. Gripsholm Slott,

97. A German soldier wearing similar pluderhose to
those worn by Ertk Sture (page 60). The slashed
Jerkin worn by the standard bearer is probably made
of leather. From Omnium Poene Gentium Imagines
by Abraham de Bruyn, 1577. Germanisches
Nationalmuseum, Niirnberg.

98. A German soldier (Landsknecht) showing the
back view of a pair of pluderhose. They fit tightly
over the buttocks, German woodeuwt, 1559, Private
coflection.

99. Detail of the black velvet panes, trimmed with
black wool braid fringed on both edges, from the
pluderhose Nils Sture was wearing when he was
murdered in 1567 (page 63). Upsala Cathedral.

100. Side view of velvet pane in Fig. 99 to show the
brown fustian lining. The cut edges of the velvet are
waxed to prevent fraving and held down with catch
stiteh.

104)
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101

101. Detail of one panel of the worsted cloth in Nils Tacking threads may be seen in the seam in the
Sture's pluderhose, showing the back stitches and centre of the picture.
running stitches remaining by the selvedges. On the
right is one of the long darts made inside each puff 103. Detail of leg seam in the leather foundation
at the bottom of the leg. The large stitches here are breeches of Nils Sture’s pluderhose, with inset strip
tacking stitches which have not been removed. of leather for reinforcement.
Weaving faults may be seen in the material at the
end of the dart. Upsala Cathedral.

104, Detatl of right side of Nils Sture's pluderhose
102, One of the puffs in Nils Sture’s pluderhaose showing two stitches passing through leather
pulled inside out to show the stay tape of coarse foundation, worsted cloth and tiny fragments of
black wool to which the worsted cloth 1s stitched black velvet.

W

105. Detail of linen thread stitches in seam of
narrow panels at centre back of Nils Sture’s
pluderhose. Fustian and leather are sewn together,
with strips of leather acting as stay tapes and for

retnforeement.

106. Collar of Nils Sture’s leather doublet (page 63),
showing marks of pad-stitching on the right side

107. Emperor Maximilian Il wearing a slashed
leather jerkin. Painting by Antonio Mor, 1550,

Prado, Madrid

108. A traveller wearing pluderhose with looped
panes below the waist and puffs on the cod-piece.
The slashed leather jerkin is similar to a surviving
spectmen (Figs. 109-14 and page 691, Beneath the
Jerkin 15 a plain doublet stmilar to that worn by Nils
Sture ( page 63). Woodreut by Jost Amman, 1570,
Vietoria and Albert Museum, London

108



109. Detail of youth's leather jerkin which fastens
with pewter buttons imitating wooden ones worked
over with silk. The seams are joined with strips of
leather placed between them, hammered flat. This
method protects the stitching from being rubbed.
el560. Museum of London.

110. Back view of vouth's leather jerkin in Fig. 109,
showing pinking of hearts and stars between lines of
scoring.

111. Detail of back neck of jerkin in Fig. 109. Three
diamond shapes of fine pinking make the leather

more .HEII_JF?!F_'

112. Inside back of neck of jerkin in Fig. 109 to show
the three diamond shapes of fine pinking more
clearly and the reverse side of the strips of leather

inset in the seams.
113. Detail of wing of jerkin in Fig. 109,

114. Inside the front of the jerkin in Fig. 109, The
waist seam is reinforced at the edge with an extra
piece of leather for a pair of punched evelet holes.
The skirts of the jerkin are lined with leather. The
button shanks are passed through punched holes and
secured with a long strip of leather inside the front
of the jerkin. Traces of silk and stilching remain

from a lining probably put in during the nineteenth
century for the jerkin to be put on display.

115

115. Back view of doublet similar in shape to that in
f"i.);'. 117. Detail IF.;I"LtHi' The Adoration of the Hi,ru_:_t'\ by
Jacopo Bassano, c1550. National Gallery of .
Scotland, Edinburgh.

116. Front view of tvory and brown striped silk
doublet worn by a hunter similar in shape to that in
Fig. 117. Detail from fresco by Paolo Veronese,
clb60. Villa Maser, Treviso
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118

117. Doublet in rich red satin, changing to crimson
in some lights, lined with white linen and lightly
padded with cotton wool. This may be an arming
doublet, c1560. Lord Astor, Hever Castle, Kent.

118. Detail of hook at neck on left front of doublet in
Fig. 117. The hole in the linen lining reveals the
heavier linen interlining.

119. Detail of evelet holes and double row of
stitching at waist of doublet in Fig. 117.

120. Detail of buttons and buttonholes at front of
doublet in Fig. 117,

121. Detail of double row stitching at end of sleeve of
doublet in Fig. 117. The snipped edge gives a
decorative finish.

120

121

122

122, Henry, Prince of Wales, wears a fashionably
unbuttoned jerkin with cord loop buttonholes on the
left front. It is similar in stvle to that in Fig. 123
The doublet wings may be seen beneath the jerkin
wings. Painting by Robert Peake, ¢1610. National
Portrait Gallery, London.

123. Jerkin on pages 70-1 in green silk brocatelle
with additional weft threads of gold strip wrapped
round a silk core. It was cut to lie open at the front
and would have resembled the jerkin in Fig. 122 in
wear, c1620. Los Angeles County Museum of Art

124. Back of jerkin in Fig. 123. Wings and skirts are
trimmed with narrow gold braid.
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127

125. Padded leather doublet embroidered with vellow
stlk and silver metal thread, c1595-1610. Stihbert
Museum, Florence,

126. Padded and embroidered leather doublet
similar to that in Fig. 125 but with sleeves and a
padded peascod belly. It fastens with lacing by the
double row of buttons at the front and is closed
below, opening at the side back seams, c1585-95.
Metropolitan Museum of Art, New York.

127. Detail of neck of doublet in Fig. 125, showing
the brown silk lining cut in pickadil. Two lines of
stitching may be seen below the cuts.

128. Detail of front of doublet in Fig. 125. The
bottom ten buttons are missing and the worked evelet
holes for lacing may be seen more easily.

129. Detail of armhole of doublet in Fig. 125
showing lacing strip for attaching sleeves stitched
inside.

130. Detail of back neck of doublet in Fig. 125,
showing horizontal join and three small decorative
tufts of vellow ochre silk at the bottom of the rows of
padding. Originally the tufts may have been larger,
but the silk has worn away.

132
131. Cesare Colonna, aged seven, wearing a doublet 132, Youth's doublet in green cut and uncut velvet 133. Detail of fabrie used for doublet in Fig. 132,
stmilar in style to that in Fig. 132 but with a padded on a votded twory silk ground, It fastens in a similar showing the areas of long cut pile resembling the
peascod belly. Detail from a painting of the Colonna way to the doublet in Fig. 125 with lacing under frayed edges of slashed silk. The vellow silk braid is
family by Scipio Pulzone, 1581. Galleria Colonna, buttons at the front, c1595-1605. Nederlands 6 mm (") wide. It is enriched with silver metal
Rome. Kostuummuseum, The Hague, thread.
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134
134. Detail of armhole of doublet in Fig. 132. There
are strips of silk with worked evelet holes for points
round both top of sleeve and armhole. Nederlands
Kostuummuseum, The Hague.

135. Back of doublet in Fig. 132.

136. Detail of left side back seam of doublet in Fig.
132, showing lacing at the top, under the arms.

137. Detail of lacing strip inside waist of doublet in
Fig. 132,

138. King James I wearing a suit with a doublet
slightly padded at the front, similar to that in Fig,
140. The paned trunk-hose are padded into a smooth
shape, c1604. Dulwich Picture Gallery, London,

139. Edward Sackuille, 4th Earl of Dorset, wearing a
sutt with full trunk-hose, similar in shape to those
on pages 74-7 (Figs. 140 and 144), Painting
attributed to William Larkin, c1613. The Suffolk
Collection, Ranger’'s House, Blackheath, GLC

135
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140. Suit in mulberry uncut velvet on a voided satin

ground, open to show the padded lining (pages

74-7), eI600-5. Grimsthorpe and Drummond Castle

Trust Lid, on [oan to the Victoria and Albert
Museum, London
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1. Detail of collar in Fig. 140, showing striped
wool pad-stitched over two layers of linen and
another layer of wool. The collar is lined with
purple-brown silk, which is disintegrating, and a
modern cotton lining has been stitched on top to
protect tt,

142, Detail of wing, showing two braids used for suit
in Fig. 140, purple-brown silk and gold thread on
the left, yellow silk and gold thread on the right.

143, Detail of mulberry uncut velvet on a vorded
satin ground used for suit in Fig. 140,

144. Detail of trunk-hose in Fig. 140, showing the
long darts and canions.

142

143
145. An unknown man wearing a satin doublet with
padded front similar to that on page 78 and in Fig
146 but with the natural waist level. Painting by
Frans Pourbus the Younger, 1600, Groeninge
Museum, Bruges.

146. Back of doublet in green satin with slightly
raised waist level, decoratively pinked and cut in an
interlocking design, c1605-10). Germanisches
Nationalmuseum, Niirnberg.

147. Detail of wing from the doublet in Fig. 146,

148. Detail of buttons in worked silk over wooden
bases on the left front of the doublet in Fig. 146

149. Detail of pinking on the doublet in Fig. 146,
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152

150. Detail of buttonholes inside collar on left frédnt of
doublet in Fig. 146. Germanisches Nationalmuseum.

151. Meital eye stitched to lacing strip inside waist of
doublet in Fig. 146. A selvedge cut from the satin is
used to neaten the seam just above the eyelet holes.
Hooks and eyes are the new method of supporting the
breeches and soon replace points.

156

152. Waist strip lifted to show the eye made of coiled
wire in Fig. 151.

153. Doublet made of interlaced strips of
embroidered silk imitating strapwork. Miniature.
possibly of the Earl of Essex, by Nicholas Hilliard,
cl1585-90. Victoria and Albert Museum, London.

154. The gown worn by Queen Elizabeth I is made of
interlaced strips of embroidered silk with sets of four
pearls in the spaces between the intersections.
Miniature by Nicholas Hilliard, c1595-1600.

Victoria and Albert Museum, Ham House.

155. Front of jerkin made of panels of black satin
decorated with a pattern of interlaced bands of
couched cord simulating strapwork. The satin is
disintegrating and the jerkin has been bound round
the edges to conserve the shape, c1590-1600.
Hessisches Landesmuseum, Darmstadt.

156. Detail of shaped tab from skirts of jerkin in Fig,
155. Black silk was originally placed over the blue
linen lining to back the embroidery but this has
almast completely disintegrated.

157. Back of jerkin in Fig. 155,

158. Detail of embroidery carried out in couched
black silk cords on black satin for the jerkin in Fig
155



159. Front of padded green shot silk taffeta doublet,
pinked for decoration, c1610. Germanisches
Nationalmuseum, Niirnberg.

160. Back of doublet in Fig. 159,

161. Detail of front of doublet in Fig. 159 showing
eyelet holes at waist, buttons and buttonholes and
decorative braid.

162. Side view of buttons in Fig. 161. They have
wooden bases with silk worked over the top and
linen shanks.

|
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163. Detail of padding inside right front of doublet
in Fig. 159,

164. Detail of linen lacing strip with worked evelet
holes in linen thread shown in Fig. 163

165. Two men wearing padded doublets for fenecing
practice. Woodcut from Ein new Kinstliches
Fechtbuch im Rappier, by Michael Hundt, 1611,
Germanisches Nationalmuseum, Niirnberg.

166. Detail of neck of doublet on page 82, showing

the collar cut in one with the back, c1610.

Germanisches Nationalmuseum, Niirnberg 168. Detail of buttonholes, worked evelet holes at
waist and braid trimming on skirts of doublet in

167. Detail of tightly packed cotton wool padding Fig. 166.

and linen stitching in sleeve seam of doublet in Fig.

166.




169, Detail of collar with border cut in pickadil from
doublet on page 82, c1610. Roval Scottish Museum,
Edinburgh.

170. Detail of buttons, buttonholes and worked evelet
holes at front waist of the doublet in Fig. 169

17:
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171. Detail of braid trimming skirts of doublet in
Fig. 169

172. Cotton wool wadding laid between linen
interlining and green silk lining of the skirts of the
doublet in Fig. 169,

173. Charles I when Prince of Wales, wearing a suit
of red silk woven with a stylized design of spravs of
leaves and flowers, slashed diagonally between the
motifs. The doublet is similar in shape to that in
Fig. 174. Painting attributed to A. van Blijenberch,
cl1615. National Partrait Gallery, London.

174. Detail of deep reddish-plum satin doublet on
page 84, pinked befween the lines of stone-coloured
silk braid trimming. It is lined with white linen and
the collar is stiffened with one or two layvers of coarse
linen. The collar lining of stone and black shot
taffeta has almost disintegrated, c1615-20
Hessisches Landesmuseum, Darmstadt,

175. Left front of doublet in Fig. 174 turned back to
show the pad-stitching in white linen thread on the
bhlack coarsely woven [inen belly-piece, which is
attached to the white linen lining, The interlining of
black linen can be seen beside the buttonholes,

176. Detail of pad-stitching in Fig. 175 beside the
stone and black shot silk taffeta which faces the front
and covers the edge of the belly-piece.

176



177. Detail of braid loop sewn to the belly-piece
inside left front of doublet in Fig. 174. This is tied to
the loop on the opposite side to hold the fronts
together while the buttons are fastened. The stitching
from the lines of braid mav be seen beneath the shot
hlack and stone silk |"."."HJ'J,.'_|' which is ifln'.\“.l'lfl'_]_,'?'rf“.l‘.'l]"

178. Detail of sleeve of doublet in Fig. 174, showing
pleated strip of black and stone shot silk taffeta at
wrist, The buttons are !_rl||'l.H'|‘l|Hrq"-r'l:frl“,l"q"“r silk worked
over wooden foundations. The buttonholes are
worked in matching stone silk

179, Richard Sackville, 3rd Earl of Dorset, wearing
a doublet similar in construction to that in Fig. 180
Miniature by Isaac Oliver, 1616. Victoria and Alber
Museum, London

180. Doublet of patterned worv silk with thin silver
strip in the weft on page 84. It would ariginally have
had wings and braid trimming as in Fig. 179,
c1615-20. Lord Middleton Collection, Museum of
Costume and Textiles, Nottingham.

181. Back view of doublet in Fig. 180. The sleeves
were moved slightly from their original position
when the wings were taken out. All the braid
covering the seams has been removed, but tufts of
yellow stlk remain to show its original position
covering the seams and bordering the skirt tabs,

182, Inside right front of doublet in Fig. 180,
showing the lavers of linen used to stiffen the front
beneath the disintegrating pink silk lining. The
interlining of dark brown wool with pad-stitching in
linen thread gives @ smoother line over shoulders
and chest.

183. Detail of inside right front of doublet in Fig.
180, showing one of the pair of lacing tabs on top of
the belly-piece. A lace would have been tied through
the waorked evelet holes to hold the stiffened fronts
together while the buttons were fastened. The worked

181

evelet holes in the skirts were for points to attach the
trunk-hose, or breeches.

184. The left front of the doublet in Fig. 180 is made
separately from the belly-piece, so that the
buttonholes are sufficiently pliable for the buttons to
be fastened. The belly-prece is attached to the pink
silk lining. Several layers of linen are pad-stitched
together to make the bellv-piece stiff.




185. Detail of front of tan satin doublet on page 86

showing very narrow shoulder wings, c1615-25.
Bayerisches Nationalmuseum, Munich.

186. Detail of pinking on doublet in Fig. 185.

18
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187, Prince Maurits of Nassau wearing doublet and
breeches similar in shape to those on pages 86-7
(Figs, 185-6 and 188-9). Paintings by Adriaan van
der Venne, c1616-17. Stichting Historische
Verzamelingen van het Huis Oranje-Nassau.

188, Detail of cut velvet with broad stripes of
patterned cut and uncut velvet now disintegrating,
used for the breeches on page 86, c1615-21).
Germanisches Nationalmuseum, Niirnberg.

189. Detail of hook to secure breeches on page 86 to
eves inside doublet waist. Black sitlk braid, now
disintegrating, binds the top of the waistband. The
large stitches were put in early in the present century
to help hold the fragments of velvet together.

190. Sir Richard () Cotton wearing the satin suit in
Fig. 191, which s now in the Victoria and Albert
Museum. Painting by Daniel Mytens, 1618. Present
whereabouts unknown.

191. Pale stone satin suit, pinked and slashed for
decoration, revealing a laver of blue silk over white
silk, 1618. Until 1938 this was kept at Etwall Hall,
Derbyshire, the seal of the Cotton family. Victoria
and Albert Museum, London.

192, Side view of suit in Fig. 191, which is now so
fragile that it can no fonger be put on display




193
193. Detail of front of doublet in Fig. 191. The
disintegrating surface is held together with couched
threads. The silk thread in the buttonholes has
almost disappeared but the stitch holes remain.

194. Detail of buttons in Fig. 193 with wooden bases
worked over with silk and metal threads,

194

198

195. Detail of pinking and slashing on the breeches
in Fig. 191. The laver of white wool, open weave and
springy in texture, which provides the padding may
be seen beneath the satin.

196. Detail of belly-piece for doublet in Fig, 191,
made of lavers of linen pad-stitched together,
possibly with three whalebones inside but these can
only be felt, not seen. The green shot silk lining has
almost disintegrated but the small lacing tab
remains for a lace to tie across and hold the two
sicdes of the front together while fastening the
huttons,

197. Detail of left shoulder seam inside doublet in
Fig. 191, showing the layver of wool pad-stitched with
linen thread to the linen interlining to keep the chest
and shoulders smooth,

198. Sir Rowland Cotton wearing similar trunk-hose
to those tn Fig. 191 but with longer canions.
Alabaster tomb, after a design by Inigo Jones,
commemorating Lady Cotton who died in 1606,
cl610-15 Parish Church of St Chad, Norton-in-
Huales, Shropshire.

199. The trunk-hose in Fig, 198 from another angle.
Sir Rowland wears armour over his suit. He died in
1634 but apparently had his effigy carved not long
after that of his wife.

199

200. Richard Sackuville, 3rd Earl of Dorset, wears a
white cloth of silver doublet embroidered with
stylized slips of honeysuckle in black satin and gold
metal thread. His trunk-hose are of black silk
grosgrain, cut to show the lining of white cloth of
stlver and embroidered with black satin and gold
metal thread in a similar design to that of the
doublet. The suit is similar in shape to that worn by
Sir Richard i ?) Cotton, Painting attributed to
William Larkin, 1613. Suffolk Collection, Ranger's
House, Blackheath. GLC.

29
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201

201. An unknown gentleman wears a black silk sutt
of doublet and short rounded trunk-hose, similar in
shape to those on pages 90-2 (Figs. 202-10).
Painting by an unknown English artist, c1615.
Present whereabouts unknown

202. Back of doublet of suit on pages 30-2, showing
the stylized design of gillyflowers, or carnations, in
applied cream leather with a suede finish on red
satin. The trunk-hose waisthand may be seen below
the skirts of the doublet, with one ribbon point still
threaded through a pair of evelet holes, c1615-20.
Museo Parmigianino, Reggio Emilia,

203. Detail of front of doublet in Fig. 202. The
applied leather motifs are stitched in pale pink silk
thread. The buttonholes are worked in creamy yellow
stik.
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204. Detail of applied leather, the motifs worked but
left uncut at the back of the breeches in Fig. 208.

205. Points made of strips of satin, the edges turned
in once and stitched, with metal aglets. They are tied
through eyelet holes worked in the skirts of the
douhblet in Fig, 202.

206. Trunk-hose for suit in Fig. 202, viewed from
above, with satin points threaded through pairs of
evelet holes in the waistband.

207. Fragment of wool interlining and horsehair
padding holding out the trunk-hose in Fig. 206

208. Underside of trunk-hose in Fig. 206, from the
back, with long darts to shape them, the fullness

caught into narrow leg bands.

209. The linen stitching from the horsehair padding

and wool interlining comes through the leather to the

right side. The leather is pieced.

210. Evelet holes are worked in the leg bands in Fig.
209 to attach the nether stocks, or stockings, with
points. The linen lining ts gathered to fit the leg
band.

210



Bonnets and hats

A few examples of headwear have been included here,
although these were the work of other craftsmen, not
tailors. The sewing techniques used by cappers and
hatters are of interest for comparison with those of the
tailors.

"Wherefore to begin first with their Hattes. Sometimes
they weare them sharp on the crowne, peacking up like
a sphere, or shafte of a steeple, standing a quarterof a
yard above the crown of their heads, some more, some
lesse, as please the phantasies of their mindes.
Othersome be flat, and broad on the crowne, like the
battlements of a house. An other sort have round
crownes, sometimes with one kinde of bande, some-
time with an other, nowe black, now white, now russet,
now red, now greene, now yellow, now this, nowe that,
never content with one colour, or fashion two dayes on
ende, . . . Some are of silke, some of velvet, some of
taffetie, some of sarcenet, some of wooll, and which is
more curious, some of a certaine kind of fine haire, far
fetched and deare bought you may bee sure , . . he is no
account or estimation amongst men, if hee have not a
velvet, or a taffetie Hatte, and that must be pincked
and cunningly carved of the beste fashion . . . of late
there is a new fashion of wearing their Hattes sprung
up amongst them, which they father upon the French-
man, namely to weare them without bandes. . . . An
other sort (as phantasticall as the rest) are content

with no kind of Hatt, without a great bunche of

feathers of diverse and sundrie colours, peaking on
toppe of their heades, not unlyke (I dare not say)
Cockscombes.'

{Phillip Stubbes, The Anatomie of Abuses, 1583)
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211. King Charles IX of France wears a bonnet
which appears to be made in the same way as the
fragments of that in Fig. 212, but probably with a
silk pile, like the hat in Fig. 220, Painting by
Frangois Clouet, 1561, Kunsthistorisches Museum,
Vienna.

212. Fragments of top of bonnet on page 93, stored
with the Sture clothes in an iron chest in Upsala
Cathedral by Svante Sture's widow, 1567. Upsala
Cathedral.

213. Upper side of pink silk taffeta brim lining of
bonnet in Fig. 212 with some fragments of felt and
Rya wool remaining, Dr Inger Estham suggests that
this may be an example of a 'Ryahatt’, which appears
in contemporary Swedish accounts. "Rya’ wool is the
top fleece from the Rya sheep. It is very shiny and
h”r!.lil |’.H texture.

214. Detatl of underside of brim of bonnet in Fig.
213, showing the pink silk lining stitched with silk
thread to the felt foundation of the bonnet. The tufts
of Ryva wool have almost worn away.

215. Detatl of curved area at edge of bonnet crown in
Fig. 212. Dr Inger Estham says that early Swedish
bedspreads were made with Rya wool, using a
knotting technique identical to Ghiordes knotting in
oriental carpets but with longer tufts. The
bedspreads were silky in appearance, not as soft as
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cashmere, and springy to touch. The word ‘Ryva' was
first used for the wool and later the knotting
technique. The thick pile of Rya wool here is tightly
packed and resembles moss.

216. Detail of side of curved piece of felt in Fig. 215,
showing the tufts of Rva woal.

217, The tufts of Rva wool in Fig. 216 worked in

oS,

218. An unknown woman, probably a London
merchant’s wife, weartng a hat which may be of
velvet but is similar in shape and texture to that in
Fig. 220. Miniature by Nicholas Hilliard, 1602,
Victoria and Albert Museum, London
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220

219. An unknown man wearing a hat of the type in
Fig. 220, with a silk or wool pile. This would
apparently have been termed a ‘thrummed’ hat in
England, described by Linthicum as “a felt hat so
made as to leave projecting ends of threads upon the
surface to form a pile or nap'. Portrait attributed to
Corneille de Lyon, c1560. Louvre, Paris.

222

223
220. High crowned hat on page 93, with felt base
and silk pile. The pile has worn away in many
places, making 1t easier to see how the hat was
made, c1560-1600. Gift of Prince of Schwarzburg in
1877. Germamnisches Nationalmuseum, Niirnberg,

221. Inside hat in Fig. 220 showing the felt base,
interlining of coarsely woven linen and lining of
black silk, which is in a very fragile state. The

feathers were put on in the nineteenth century,
probably to replace an original ostrich feather which
had disintegrated.

222, Large areas of both linen interlining and black
silk lining are missing. This detail from Fig. 221
shows felt (on the left) and some linen protruding
beneath the fragments of silk.

223. Detail of top of hat in Fig, 220, to show how the
pile is formed by black six-strand plied silk, without
much twist, worked in even rows round the crown.

224, Detail of Fig. 223, The black silk pile has worn
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225. Detail of stde of hat in Fig, 220, showing some
of the remaining black silk pile.

226. Calator et honorarius puer Nobilis Germani:
Noble German vouth acting as honorary attendant,
wearing a morion helmet, or possibly a felt morion
hat similar to that in Fig. 227. From Diversarum
Gentium Armatura Equestris by Abraham de
Bruyn, 1577. British Library

227, Morion hat on page 93, of felt covered with
black velvet, from which most of the pile has
disintegrated, embroidered with couched gold metal
thread, c1606). Gift of Prince of Schwarzburg in
1877. Germanisches Nationalmuseum, Nirnberg.



228. Detail of embroidery from Fig. 227. The hat is
similar to one which belonged to Herzog Moritz von
Sachsen—-Lauenburg, with the date 1599
incorporated into the embroidery. The latter is
preserved in the Niedersachsische Landesgalerie,
Hanover, and is illustrated in Kostime des 16. und
17. Jahrhunderts by Eva Nienholdt.

229, The hat in Fig. 227 is moulded from thick felt.
The crest is pinched together and stitched through at
the base, over the top of the head, with white linen
thread, The stitches may be seen in this detail.

230. Detail of embrotdery on brim at front of morion
hat in Fig. 227. Some of the velvet has disintegrated,
revealing the felt beneath.

231. Princeps sive Dominus Belgae: The chief or
ruler of the Belgians, from Diversarum Gentium
Armatura Equestris hy Abraham de Bruyn, 1577,
British Library.

232. Hat on page 94 made of a pleated circle of
brown corded silk which probably originally had a
foundation of pasted paper or felt (Fig. 235).
Apparently this was removed for some reason and a
wire framework put in instead, probably in the
eighteenth century. c1575-1600. Purchased in 1896
from Mr Forrer in Strasbourg. Germanisches
Nationalmuseum, Niirnberg.

233. Detail inside hat in Fig. 232, showing the
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brown silk lining and fragments of