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Introduction

These remarkable photographs of the V&A's collection of his-
1 pture the essence of each siylish garment.
opening up new perspectives on high fashion between 1600
and 1800. Offering a lively survey of fashionable patterns,
. the images depict a wide variety of styles
and effects, from the minimalism of mid-18th-century white-
work 1o the flamboyant excesses of high Baroque fowered
silks. The close-ups reveal an impressive fusion of diverse
skills and creative thought., which culminated in sumptuous -
often blatantly extravagant - attire for men and women
belonging to a wealthy élite. Aceurately capturing each fragile
work in time, this volume provides an invaluable photograph-
ic archive of the collection’s glovies. There is no betier way
in which these garments can be viewed and understood in
such detail.

The authors, | unravel layers of mean-
ng, analysing cach detail and bringing the clothes back to life
by placing them in context. Focussing on the complexities of
lost techniques as well as the intricacies of elaborate fabrics
and trimmings, they emphasise both the abundance of skills
and the frequent use of expensive. hand-made materials. It
was these materials which fed the art and craft of fashion,
before the invention of the sewing-machine and the domi-
nance of ready-to-wear clothing. Laborious and time-
consuming processes - from the making of a tiny bespangled

ical dress ca

lahiries and colo




button to the construction of yards of delicate fly fringe - were
fundamental to the creation of these lavish styles. Most
of the featured works were made for important. formal ocea-

h-cost

such as Court appearances and weddings. Hi
] ing gold and silver thread. give important
clues to the characters, tastes and habits of their owners
demonstrated by the magnificent mid-18th-cent
on pages 60-61, it was not just construction and ado
which required immense skill: the pinning, folding and drap-
garments upon the wearer was an art in itself

it and precise line dr

providing an invaluable guide 1o under

rments. By arranging the book in themes a clear
b ging

tive of the history of dress emerges. including veferences o

significant design sources. contempo
ture. The authors suceinetly dese
fastening methods, then delve heneath to expose and explain

the form-making - and often uncomfortable - ingenuities of
padding, stiffening and boning.

The investigation demonstrates the extreme vulnerability
of historical dress. Subject as it was 1o wear and tear, it was
often altered to suit new fashions. In addition. there is consid-
erable evidence of recyeling. as garments or parts of garmenis
reappear as fancy dress, theatrical costume. ecclesiastical

vestments and even [urnishings. Some suffered frequent plun-

derings, such as the splendid early 17th-century pinked gown
shown on pages 174-5, which had its entire left side, most of
its back. and its costly silver trimming cut away for reu

Attention is also drawn in the text to caveful repairs on
fayourite garments and, most poignantly, to irreversible
. This i for example. on a num
women'’s jackets whose wonderfully intricate embroidery is
fast disintegrating. due 1o the use of a black silk embroidery
thread which is self-destru ult of the original dye-

deca see er of 17th-century

Illg I)]'( CESS.

It is a truism that the past informs the present, and the
V&A's collection has inspired and enthralled many leading
fashion designers including Vivienne Westwood, Christian
Laeroix. Karl Lagerfeld and John Galliano. Such innovators
have an innate understanding of historical dre;

ite their inventive talents.
Through the : past is reborn. These inspirational
possibilities. together with the need 1o share the endangered
glories of certain garments that are just too fragile to exhibit,
motivate this splendid visual feast.

appeal of sl

Valerie D. Mendes
Chiel Curator, Department of Textiles and Dr










STITCHING

Tuis pamm of sleeved stays are handstitched throughout in pink
silk thread. and all the edges are bound with corded silk rib-
bon. The boning is extremely fine and arranged 1o achieve and
accentuate the fashionable attenuated figure of the 1660s to
1670s, The stays are constructed in ten sections: the main
seams of each section are covered in ribbon which can be seen
clearly in the drawings. The honing extends helow the waist-
line. The detail shows the centre back with the shaped central
tab or tail of the stays and silk ribbons which are decorative
rather than functional. The sleeves are elbow length, and cut
straight without any shaping. They are attached at the arm-
holes by pink silk taffeta ribbhons matching those on the tail of
the stays. The sleeves are optional and could be removed if
desired. The busk was placed at the centre front and held in
position by lacing, allowing for an adjustment in fit as well as

protecting the wearer from the discomfort of the lacing, These
stays were made for a very small person.

The 1660s and 1670s were transitional decades for
women’s fashions. Hitherto fashionable women’s dress con-
sisted of a two- or three-piece ensemble of a richly decorated
bodice worn with an equally rich petticoat and overskirt. It
was during this time that the bodice changed its function from
an outer garment to become an undergarment — the stays -
worn under an outer layer, such as the mantua. The function
of the stays was to be a support or stay for the mantua which
was a loose unstruetured robe without any boning. Such robes
were open at the front and met at the centre front waist, leay-
ing a triangular portion of the front of the stays visible which
was covered by a stomacher.

For more details about these stays, see p.138.

A sleeved pair of stays and busk of pink watered
silk trimmed with pink silk taffeta ribbons.
English, 1660-1670
Given by Miss C.E. Gallini
T.14&A-1951

12






STITCHING

Warre stivenine asn silk ribbon against red wool give a deco-
rative contrast and emphasise the main seam lines of thes

boned stays of the 1780s which are made of wool and linen
and stiffened with whalebone.

The extremely fine and regular stitching of these stays is a
crucial part of their composition, as well as their visual
appeal. While stays were a practical garment and not meant
1o be seen. their construction and finishing demonstrate fine
crafismanship and an eye for decorative detail.

The narrow rows of even handstitching form the compart-
ments into which the thin strips of whalebone (baleen) were
inserted to give the stays their rigid shape. The stitching and

whalehone follow the piercing and dingonal shaping of the
stays at the side — essential to form the curvilinear torso so
desirable in the 1780s. An additional heavier eurved strip of
whalebone is fitted around the top front of the stays o
emphasise the fashionable curve of the bust. These stavs are
composed of three layers of fabric. the outer one of red wool,
an inner layer of linen or canvas (forming the other side of the
whalebone compartments) and finally a linen lining. When
worn, the shaped and boned tabs at the lower edge splayed
over the hips and gave added fullness 1o the petticoat tied at
the waist over the stays.

A pair of stays of red wool.
English, 1780-1790
Given by the family of the late Mrs Jane Robinson
T.192-1929
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Ext oF the seams of thi emby

et emphasises it

THe EvBE
dered jac
time, it introduc:
of the embroidery.

s exiquisitely

method of construction: at the
zht lines into the curvilinear pat-
Silver-gilt thread in plaited braid
stitch outlines each of the five gores set into the lowe

The jacket has a high round neck and is co
front section ightl

5 8L

|'(|gf'.

round to 1l

tending
a wide, shaped back panel. The close-fitt
are cut in two pieces. Like the gore seams, both the side hack
seams and the front sleeve seams are outlined in silver-gilt
plaited braid stitch.

Originally, pink silk ties were used as fastenings, remnants

of which can be seen on the inside front edges. In the
1620s a trimuming of silver and silver-gilt bobbin lace deco
ated with spangles was added o all edges of the jacker, Hooks
and eyes would have replaced the sil 1arder 1o fasten
the garment withont interfering with the new lace trim.

Such richly embroidered and lavis
typical of formal day wear for Eng
of Margaret Laton which shows llol
comple

HIWS

were
hwomen. In the portrait
aring this jacket. she
s her ensemble with a deep Talian needlelace collar
and cuffs, a black velver gown, a red silk petticoat and a
whitework apron,

For more detai

iy trimmed jacke

Is about this jacker, see pp.74 and 148,

A woman’s jacket of linen embroidered with silk and
silver-gilt thread. immed with silver and silver-gilt bobbin lace,
English, 1610-1620
T.228-1994

10






and

LAC

NARROW  BOBBIN hlack white linen. inserted
between the edges of the back sleeve seams, echoes the colour
scheme of this blackwork jacker dating from the 1620s. The
undyed linen is embroidered in black silk in a pattern typical
of the early 17th century: serolling stems bearing a variety of
flowers. insects and birds, worked in a range of decorative
stitches.

The high waist and fairly narrow sleeves indicate the wran-
ion period berween the long-waisted, tight-sleeved style of
the late 16th and early 17th century, and the short-wai:

full-sleeved jacket which became popular for women du

SEAMS

the reign of Charles 1. This example has a round ne

k open-
ing down the front, shoulder wings and square, turned-back
cuffs. The jacket front extends round to the side back where
it joins to a narrow centre buck panel. Four gores in each of
the front sections allow the jacket to extend over the fullness

of the hips, The curvin h the

sleeves are cut in two pieces, w
front seam left unstitched from shoulder wing to cuff. allow-
ing the smock sleeves 1o show through. All the jacket’s edges.
including the slit sleeves are trimmed in black and white bob-
bin lace with an indented border.

For more details about this jacket. please see p.150.

A woman’s jacket of linen embroidered in
silk thread and trimmed with bobbin lace.
English. 1620s
T.4-1935

18
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SEAMS

A sivpee cross stiteh embellishes and reinforces the seams of
this early 17th-century smock, shown where the shoulder,
sleeve, gusset and side seams meet. Made of fine linen. the
smock is construeted in the traditional method, using rectan-
gular lengths for the front and back. full-length slee ollar
and culls, Three triangular gores inserted at each side seam
add width. A square gusset folded diagonally gives ease under
the arm, while small riangular gussets reinforce the neck at
the shoulder seams.

The sleeves, collar, enffs and body of the smock. to the
waist, are embroidered in a once vivid, but now faded. pink
silk. A repeating pattern of twenty-four motils includes

A woma

Engli

stylised rose

acorns, peapods and carnations alternating
with cats, snails, grasshoppers. a variety of birds and various
hybrid creatures (see drawing detail above). all outlined in
stem stitch. Four of these figures can be traced o a known
e. Richard Schorlevker's A scheole-house for the
needie. fivst published in 1624,

The smock was an article of women's underwear, worn
under the bodice or jacket, petticoat and gown. The collar and
shoulders would have been visible above the neckline of the
jacket or gown. and through slashed or open-seamed over-
sleeves would flash glimpses of these delightful Mowers and
extraordinary ereatures,

smock of linen
embroidered in silk thread.

. e.1630

T.2-1956

20
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this

avs add detail and vi interest

PIPED
cteristically simple jacket of the first quarter of the
17th century, It is made of o linen ground with additional pai-
inn. The

ide gores give the g
side gores give the g

0

tern welts of i ivory silk and silver, and lined with fu

jacket fronts
ment a wide flared shape. The narrow. two-piece sleeves have
a padded shoulder wing at the top and a curved. turned-back
cull which eloses with six buttons.

picced at the sides;

A curved collar -1.m:|~ up at the back: the front neck is

hound with a bias s ¢ the collar at the

- Two eyelets pier

centre back. [u‘t'[nrmmg the same function as a supportasse,

A wor
and i

SEAMS

nru
The narrow pip-
ing extends along the seams in front of the sleeves, along the
shonlder wings and at the back of the collar. lts bias eur inter-
seets the horizontal stripes, breaking up the linear effect.

Like the next jacket discussed. this loose-fitting garment
was part of informal dress, not worn in public or depicied in
portraiture. Its unconstracted shape would have made it par-
ticularly comfortable and could | Iy accommodated
a [H'('gl]:ll]('\',

that is, holding in place the starched lace or plain line
that would have been worn with the jacket.

Far further details about this jacket, see p.112

ket of ivory silk
en \ul!: a silver stripe.

English. 1600-1620
188-1900
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A tacep
seams as well as the side seams of this deceptively simple
woman’s jacket, dating from the first quarter of the 17th centu-
ry. Similar in shape to the previous jacket, this V-necked exam-
ple in plain Imt‘n has its three main pieces cut with flared sides
to give a loo: slight fullx
the top, ¢ 'asl‘d into the shoulder and narrowing at the wrist.

Over t gs a |1\r-|‘ pattern of
iling stems which sprout a wealth of flowers and fruits:

®rTIoN stiteh in two shades of green joins the sleeve

at

. The one-piece sleeves have

basic unlined shape sprir

A woman's
in silk

jacket of

roses. honeysuckle, pansies, cornflowers, strawberries, cur-
rants. peapods and acorns. all wor

d in chain, stem. satin,
trellis, darning, plaited braid stitches and couching, with
coloured silks, silver and silver-gilt thread. The edges of the
garment are embroidered in erossed buttonhole stitch,

To the left of the seam can be seen traces of the original
design lelt unworked. The fine yet solid line indicates 1|1m the
pattern was drawn in ink on the linen with a fine-nibbed pen.

n embroidered

siven by A. Solomon

919-1873







QUILTING & CORDING

\ wmien purTERCUP-YELLOW silk, quilted in a simple patiern,
makes up this beautiful pair of mid-18th-century pockets.
Th e wedge shape in form. with backs of undecorated yel-
low silk. A diaper pattern fills the centre. with a serolling wave
design around the horder. The edges of the pockets and pocket
openings are finished with matching yellow silk grosgrain rib-
bon. Both pockets are attached to a single yellow linen tape.
Eighteenth-century women’s gowns did not include pock-
ets: they were separate items worn under the hoop, singly or
in a pair, suspended from a tape around the waist. Ac
the pockets and their contents was gained thr
the side seams of the petticoat and its over!

practice explains the meaning of the nursery rhyme:

‘Lucy Locket lost her pocker
Kitty Fisher found it
Not a penny was there in it
Only a ribbon round it’

Pair of pockets, quilted silk with linen tape.
English. 1740s
T.87:A-1978

A parrern o stylised leaves and flowers against diaper and
shell grounds fills the back of this oyster-coloured satin dou-
blet of 1635-40. It has a stand-up collar and fastens down
the front with satin-covered buttons. From the pointed waist
hang two la

in front, one at each side and two at the
back. The long eurved sleeves have narrow shoulder wings and
close at the wrist with eight buttons, Lines of knotted and tuf-
ted floss silk follow the seams and hems of the doublet. The
waist is highlighted by twelve large hows of fignred silk ribhon,

The quilting pattern of the back carries over 1o the waist
tabs. collar and under sleeves, while a simple chevron deco-
rates the doublet front. A pair of breeches completes the
ensemble, with decorative quilting at the front and the
chevron llm‘.ign at the back.

Running stiteh in silk thread creates the quilting pattern.
The seams within the quilting and the varying directions of
the quilt design on the doublet suggest that this outfit was
made from an earlier bed cover. Great care was taken to
incorporate the original composition into the doublet and
breeches in a symmetrical way, and to ensure the suceessful
reincarnation of this splendid needlework.

For further details about this doublet, see pp. 112 and 138,

A man’s doublet of quilted
satin lined with silk and linen.
English, 1635-1040
347-1905




4

R
f‘-‘
L ¥

4

W

P

n

A0




QUILTING & CORDING

to be

AT FIRST GLA this stril
corded. In fact, the fabric has not been worked
tional cording methad haped lengths of cotton cord. cov-
ered in green satin, have been couched down on a matching
cmerald ribbed silk, erearing a grid of intersecting waves. The
couching stitches fall into the twists of cord, accentuating its
line of green floss silk is couched on either side
of the cord: a tfi of the same type of thread springs from the
concavity of each corded curve. Tubular green glass beads.
arranged in a sunburst, surround the tufts, and are outlined
with a spray of seed stitches in the floss silk. These heads were

gly textured sleeve appears
the tradi-

spiral nature.

most likely produced in the Murano glassworks outside Venice.

This pair of eurved. fitted. two-piece sleeves is all that
remains of an early 17th-century man’s or woman’s doubler.
Wardrobe accounts of Elizabeth 1 list several items made of
fabrics tufted with silk and others worked with “bugles’, as
these beads were called in the 16th century.!

ed silke
Item one fo
upon stalkes

o (Maney & &

rodered allover with bigles
ld, rcen Elizabeth's

e like fowe:

Woarddrobwe Unlock

A pair of sleeves of silk embroidered
and with applied cording and glass beads.
1600-1625

English?

Heanr-spapen mvsermions, in the lower corner of each front.
worked in Hollie point, bear the initials PB and AB with the
date 1744, suggesting that this intricately worked waistcoat
may have heen made for. and worn at. a wedding. The waist-
coat is corded and embroidered around the front edges and on
the pocket flaps. in a pattern of stylised flowers and leaves. A
variety of stitches are used: stem, satin, running stitch and
French knots with drawn thread work aned honeycomb filling.
This style of whitework garment was very popular in the 1740s,
and worn particularly in summer as such waistcoats were light.
cool and e

The fronts are shaped with one dart at the armhole and a
long. curving dart at the waistline. These and other alterations
seem to have been made later to accommodate raising hem-
lines and changes in waistcoat syl
expanding figure to continue to wear what mus
treasured garment,

. as well as to allow an
t have been a

A man’s waistcoat of cotton whitework.
English. 1744
Given by Mr E. Wallace Youn,
T.207-1957

o
-]

Tue rurrose or the quilting on this garment is to give the ele-
gant but thin, printed cotton the added firmness and crispness
of line required by its stylish shape. A running stitch of linen
thread delineates the plain diaper patiern, but it cleverly fol-
lows the print’s spacing so that each tiny sprig of flowers,
fruits or berries falls in the centre of the quilted lozenge.
This shapely litile jacket is the epitome of 1780s fashion.
The narrow, natural-length waistline is accentuated by small
tabs. Fora preeise fit, the back is cut in four pieces, and a long

diamond-shape tail is placed at the centre, The fitted sleeves
reflect the new longer style reaching o the wrist. Circling the
neck is a wide pleated ruffle extending around the deep décol-
letage, which would have been filled in with a kerchief.

A woman’s jacket of quilted printed cotton.
English. 1780s
T.219-19066







QUILTING & CORDING

AnorgER EXAMPLE 0F a beautiful bed covering be
second life can be seen in this exquisitely corded linen gown
of the late 1770s. It has been made over from a bed cover dat-
ing from the mid-18th century, One edge has been trans-
formed into the border of the skirt with a densely corded spi-
ral ground. over which curl stylised fruits and flowers worked
in diaper quilting. Above the border’s shaped gable edge float
more corded floral and fruit motifs, A fine running stitch in
linen outlines the compartments through which the cotton
('l]l'd was drﬂ“’[].

@ given a

The skirt of the gown is a continuous length of wide linen
which has been box pleated to the fitted jacket. The short,
straight sleeves end in a narrow cull. shaped over the elbow.
Four linen-covered buttons decorate the front which closes
down the centre.

The petticoat accompanying the gown is also made from a
bed cover, but one of a different pattern. in a finer linen, but
inferior quality of cording. When worn together. however. these
diserepan would not have been evident and the two gar-
ments made a cool. praciical and elegant summer ensemble.

A woman’s gown of corded linen.

English. 17

1780

759-1907












GATHERS

GarHERED TRIMMINGS ON the front facing of a sack-back gown of
1760-65 are repeated on the matching petticoat. The detail
illustrates part of a long strip of silk about four inches wide
*h has been tightly gathered along one edge and pinked and
scalloped along the other — both edges are left raw. The gath-
ered band has been arranged in a serpentine seroll by twisting
the band backwards and forwards down each front. Additional
trimming in the form of fly fringe and narrower hands of silk
{urther enrich the decorative effeer. These elaborate fea
typical of the second half of the 18th century. The lack of bro-
cading and of costly meral threads in this silk means that it was
maoderately priced making it a suitable choice for a fashionable
dlay or afternoon dress.
e flowing style of the sack-back was flattering to most
- garment throughout the 18th

w

women making it a pop

century. This ensemble would have been worn with a hooped
petticoat, a foundation garment worn under the silk outer
petticoat acting as an essential support to both the petticoar
and the robe. The term ‘sack-back’ deseribes the distinetive
double box pleats originating from the back of the neck
which were allowed to flow out behind the wearer. creating an
elegant trained silhouette as well as displaying the silk 10
_Lr]'('-'ll ﬂll\'?lll‘ﬂg(ﬂ

particular gown has been slightly altered and is mi
least two sleeve ruffles and some sleeve trimmings. The gath-
ered trimming on the gown has heen re-arranged.

For more details about this gown, see p.50.

A woman’s sack-back gown
of yellow and white woven silk.
English. 1760-65
T.426-1990






GCATHERS

Tue rrivyse oF the broad bands of ruched, bobbin-made net
in coarse linen thread, decorates the front edges of the skirt
and sleeves of this elegant and stylish, summer day-wear,
French sack-back gown of 1775 1o 1780.

The gown of vertically striped white muslin is lined
throughout in pink silk. The stripes alternate with floral
sprays of whitework tamboured embroidery and the lining

shows throngh the delicate and fine white muslin giving the
garment a pale pink colour. The gown has edge-to-edge from
openings and was originally worn over a petticoat (possibly in
plain silk) and a small hooped petticoat, The gown’s skirt was
adjusted to fit comfortably over the hooped petticoat by pink
silk drawstrings over the hips. The pocket-holes are set in the
seam below each of the drawstrings.

A woman's gown of embroidered. striped
white muslin, lined with pink silk and trimmed
with bobbin-made net of linen thread.

Frene







GCATHERS

Surers DRESSMAKING sKiis are illustrated in the pleated
and gathered waist ol this taffeta day-wear open gown of
about 1774,

It is plain but stylish with a tightly fitted torso and low
décolletage and a finely pleated or “English® back to the
badice. The sleeves are elbow length with ruched frills of
matching silk. This gown could be worn as a polonaise by
raising and draping the skirts on the hips, an effect achieved
by means of a pair of looped silk cords which fasten onto a

pair of buttons. The buttons are stitched to the back waistline
and each cord is attached to the back of the button within the
garment. When not in use the cords hang loose under the
skirts. The drawings show the alternative style of leaving the
skirt down.

This gown would probably have been worn with a match-
ing silk petticoat (now missing) over a hooped petticoat, In
exceptionally good condition and immaculately made, the
gown has only minor alterations to the trimmings on the cuffs.

A woman’s polonaise gown of taffeta.
English. ¢.1774
Given by Miss A. Maishman
T.104-1972

38






GATHERS

Evssonare pappep thivyinG, edged with blonde lace. is tical leafy stripes which glistens in the light and acts as a rich
applied in zig-zag formation along the centre front edges of counterfoil to the pronouneed three-dimensional padded trim-
the skirt panels of a 17705 sack-back gown. ming. An ensemble like this would have been worn on grand
This formal. open-fronted gown has a matching perticoat, occasions. The padded decoration has an angular quality
made of ivory woven silk. The silk has a figured design of ver- which is in keeping with the linear designs of the 1770s.

A woman's sack-back of ivory figured silk,
French, 1770s
Given by Mr Eric Bullivant
T 163-1964

40






GATHERS

4

Tue rurLyess or the skirt is contained by the tightest possible
gathers around the waistline of this 1780s open gown of
printed cotton.

The printed design is enhanced by a polka-dot overprint in
zold. A fashionable gown for day wear it has a tightly fitced
bodice with low décolletage and elbow-length sleeves. The
open-fronted skirt would have revealed a petticoat of either a
light-weight silk or matching printed cotton. The characteris-
tic cut and style of the 1780s can be seen in the back of the
bodice with its deeply pointed centre reaching well below the
waistline. There are two narrow picces of supple whalebone

inserted either side of the centre back seam which create and
maintain this fashionable shape. The tight, slim bodice
appears even narrower set against padded hips and a “bum-
roll” at the back. In the late 18th century a pad or bustle tied
behind at the centre back was an essential undergarment
made to accentuate the tight bodice and small waist and pro-
vide an elegant profile to the figure. The pad often seems to
have been made ol cork. It was worn throughout the 1780s
and 1790s, when it became smaller and rose higher, prevent-
ing dresses from falling into the small of the back.

A woman’s gown of printed cotton
with gold polka-dot overprinting.
Dutch, 1780s
T.217-1992
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s silk dress coat of

THESE FASHIONABLE PLEATED skirts to a ma
the 1740s are stiffened with an interlining of woven horsehair
and buckram and lined with a further layer of unspun wool.
This gives a dramatic Nare to the s g them to stand
out independently.

The outfit consists of a matching dress cont and breeches in

beige figured silk and is probably French, Men’s fashions of
is period had tightly fitted hodies which were aceentnated
ull. pleated skirts o the coats. To balance these full skirts

the sleeve cuffs are wide and deep reaching to the elbow.

The full skirts have open side seams which are kept in place
by stays of chain-stitched thread and several buttons which
hold the open seams together. and serve a decorative as well
as a practical purpose. When open, the side seams and centre
back vent, which had their origins in riding dress. allowed the
coat to drape comfortably when seated on a horse.

For more details about this coat. see p.116.

A man’s dress coat of figured silk,

French

1740s

T.614:1-1996






PLEATS

SorrLy rouspep sipe pleats on the skirts of this superb cloth
coat of the 1750s to 1760s are quite full and have been inter-
lined so that they hang in heavy folds. The detail shows the
left-hand side pleats. This is a formal day coat which forms
part of a three-piece suit with matching waistcoat and breech-
es made of superfine wool with a felted finish. It is complete
with eriginal silver-gilt buttons,

The fashion of the 1740s for extravagant full-skirted coats
made with stiff interlinings. which can be seen in the previons
example. had declined by the 17505 and 1760s. The pleats of
this coat flank the open seams which extend from hip to hem
on each side of the coat. and are partially closed by a pair of
button stays. The origin of the open seams in men’s coats has

already been mentioned. but they also served another purpose
relating to the fact that in the 18th century all gentlemen were
entitled to carry a sword. The side vents allowed the sword 1o
pass through the coat without damaging the garment. Stays
prevented the sword from swinging about and also controlled
the movement of the skirts.

The suit is good-quality formal day wear. An elegant,
understated ensemble, the only decorative highlights are the
gleaming buttons. This was typical dress for an English
gentleman of the period and epitomises the English taste for
quality without ostentation.

For more details about this coat, see p.84.

A man’s formal day coat of
felted wool with silver-gilt buttons.
English, 1750s-1760s

T

40

9-1985






PLEATS

J

Tue pLEATED BacK of this mantua of abour 1732 is a fine exam-
ple of skilful dressmaking. The pattern of the silk has been
carefully matched either side of the centre back seam so that
the design is balaneed.

The mantua comprises a trained open robe and matching
petticoat of brocaded silk with chenille. Mantuas were orig-
inally worn as fashionable everyday garments in the late 17th
century. but by the 1730s were confined to formal-dress occa-
sions and became the required style of Court dress,

A mantua is defined as a trained open gown. draped at the
hips. with the train pinned up behind. The gown is always
worn with a matching petticoat over a hooped petticoat. A
stomacher would have been worn to cover the bosom, and
stays at the V-shaped opening formed at the front. The entire
ensemble would be finished at the neck and sleeve cuffs with
lace trimmings and ruffles; these were stitched to the neck and
cuffs of the chemise.

A trained mantua of brocaded silk with chenille.
IEnglish. late 1730s

The silk

rench or English, ¢.1732

T.9-1971






Tug pousLe nox arrangement of the pleats at the back of this
1760s sack-back gown is typical of the construction of such
garments in the mid-18th century, Almost all gowns of this
style were made of four widths of silk at the back and two at

the front. The lengths of silk were eut to accommodate the

height of the wearer. By adjusting the depth and placement of
the pleats ai the waist and shoulder. the gown would be made
to conform to the shape and exact measurements of the
woman for whom it was made. Examination of many of these
sack-backs reveals that this was the each is slightly
different in the widih and arcangement of the back pleats. The
fact that the back of the gown was meant to fall loose and
unstructured from the pleats also made fi
cumference of fabric i«

e,

ng a standard ¢
an individual much ecasier

PLEATS

Typical of 1760s style are the single ruffles on the sleeves
and the waist seam at the front of the gown. The rococo influ-
ence is evident in the curvilinear arvangements of the wide
and narrow ruffles on the skirt, intertwined with white silk
fly fringe. The narrowness of the front panels (less than one
width of silk) and the slight awkwardness of their join with
the bodice may indicate that the seamstress was inexperienced
in aceommodating recent alterations in the siyle of the sack-
back: adapting to a narrower hoop and the newly introduced
waist seam.

The brilliant yellow and white

ilk, made at Spitalfields
between 1755 and 1760, is woven in a pattern of flowers and
leaves.

For more details about this gown, see p.34

A woman's sack-back gown
of yellow and white woven silk.
English, 1760-1765
T.426-1990
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s PINELY PLEATED lin
the 1760s to 1770s, The jacket reaches to the hips and the
sleeves are three-quarter length. The neck and cuffs are
wrimmed with delicate cambric frills. The detail illustrates the
lower part of one sleeve which has been pleated into tight con-

leeve belongs to a dres

certina-like folds = the pleats are thought 10 be original 18th-

century laundering
ried out under ten
line making it pos
have taken hours to complete. Di

Such fine pleating would have been car-

on which pulled the stitched pleats into

ible to carry out the ironing, which would

ed irons were used.

some so small they would be mistaken for toys today.

Aw

of linen with pleated sleeve

ing jacket of

Ladies wore such dr

ing jackets as protective garments
when attending to their toilette, and especially when their hair
was being dressed, as this could involve hair powder falling on
their clothes.
This particular
ly the same type of

rment has a chemise to mateh with exact-
sleeves. The fine pleating meant they were
more comfortable and practicable to wear under the tightly
fi “s shirts of the late 18th
century also had pleated sleeves which conld slip easily into
coat sleeves which had become increasingly tighter in fit

ed sleeves of robes and gowns. Mer

ng jacket

English. 1760s-1770s
T.28-1969







PLEATS

Tue seecracuran warercoroun effect of a chiné
enhanced by the wide pleating and unstructured back waist of
1 of red flowers and green

the sack-back gown. A large patte
foliage lies against a ground design of meandering maroon.
pink and yellow lines. To ve the lightly sn
of the chiné pattern, the warp threads were first wound on a
frame and printed with a design. They were then transferred
10 the loom and the weft threads woven in, re
ring of the warp pattern. Most chiné silks were French and
could only be imported 1o England in restricted lengths. Such
a shortage may have necessitated the uncharacteristic hori-
zontal seam seen at the back here and on the front of the
gown. Nevertheless the pattern has been very carefully

dged outl

tlting in a blur-

matched. According to an 18th-century author on dress-
making. aligning floral patterns or stripes as economically as
possible was “a matter of genius and talent”.!

Gathered frills of silk trim the front of the gown. with a
smooth transition from the narrow straight robings on the
bodice to the deep curvilinear arrangement on the skirt. The
double sleeve ruffle and unseamed front waist are typical of a
1750s gown.

plue grand

dol
offe le plus qu'il est pos
Alekandre de Garsauls, Art de Tail

ades froffes i Aeurs ou i
L e ménagennt sur
e ot de talent.” Frangois

A woman's sack-back gown of green,

red. maroon, pink and yellow chiné

English or French silk. 1750s
T.16-1961







Ax are oF precise, wedge-shaped pleats illustrates how this
sack-back gown fitied over a wide side hoop. By the 1770s.
the contour of the petticoat had evolved into a bell shape for
all but the most formal wear. A large hoop was still required
for Court and evening wear, and the construction of a gown
had to be adjusted to accommodate the extra width. Seven
lengths of white satin were used for this example: one addi-
tional piece at the back allows the extension at each side. The

PLEATS

high. almost square shape of the hoop that would have been
worn under the gown is typically English.

The formality of the style and its unvarying colour indicate
that this may have heen worn for a wedding or betrothal. The
closed-front bodice, waist seam and short, plain sleeves date
the gown to the late 1770s.

For more details abour this gown. see p. 124,







PLEATS

Desprre vHE Rapicar change in the style of women's dresses
under the influence of neo-classicism. back pleating remained
a convenient method of fitting a gown to an individual while
providing fullness to the back. This gown demonstrates how
the traditional construetion techniques of 18th-century dress-
making adapted to the high-waisted styles that became popu-
lar in the 1790s.

Here the silk is arranged in a series of narrow pleats on
either side of the centre back. Because the dress uses three
lengths of silk at the back. the centre back is not a [ull seam,
but a small tuck to accommodate two pieces of whalebone.
‘There are nine narrowly radiating pleats on either side. then a
pattern of double groups of three pleats fanning out from the
raglan shoulder seam. This produced the desired neo-classical

style: a closely fitting upper bodice with a full, slightly trained
skirt at the back.

In keeping with the tradition of the 18th-century sack-
back. the gown is open at the front, to be worn over a petti-
coat. Nevertheless. the cur of the bodice conforms to the new
high-waisted style, gathered ar the shoulder seam and waist
seam. with a drawstring neck (the original silk ribbon sur-
vives). A lining in the form of an inner linen bodice is anoth-
er legacy of unchanged construction methads.

The silk of this gown reflects the changing fashions in tex-
tile design. The beige satin ground woven in a pattern of tiny
yellow leaves and white sprigs is lightly figured with pink and
red flowers, the pale colouring and small abstract motifs
exemplifying neo-classical taste.

A woman’s gown of beige figured satin.
English. ¢.1795
Given by Miss Hermoine Field
T 116-1938
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DRAPERY

Tue praven skiwrs of this magnificent 1730s mantua cleverly
conceal the complex construetion of a trained mantua gown,
The detail illustrates the left waist, seen [rom the back.

The ensemble comprises a trained open gown and match-
ing petticoat. In the early 18th century mantuas were consid-
ered to he the correct dress for formal oceasions and were
obligatory for Court dress,

The diagram shows the back view of the mantua with one
side draped and the other opened out flat to show the compli-
cated construction of the train, and the method of using both
the right and the wrong side of the silk. so that when draped
and pinned in place. only the right side is seen. The right-

The capital letters on the right hand side
vorrespond 1o the lower case leters on
the left hand side

] = wrong side of fubric
[ J=ri

ABCD = side pioces opened aut showing
construction

ide of fabrie

S’

hand side of the train Ee fully opened out shows the addi-
tional side pieces abed canght back. and by a looped cord and
a button GH at the hip the lower side pieces are folded across
the train.

Pinning up and draping a train or “tail’ successfully was an
art, and a source of pride to the wearer when she achieved a
perfect effect. In 1734 the Duchess of Queensbury wrote of
her own mantua: ‘I can assure you my tail makes a notable
appearance’. !

1. Lewters of Heurigtn Conntess of Suffolk 1712-1767 (|
Vol. 1, p.68.

1 1824). 2 Vols,

A trained mantua of brocaded silk.
English, 1733/34
Given by Gladys Windsor Fry
T.324-1985
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DRAPERY

Tue most MacNFICeNT of Court dresses, this red silk manta
exemplifies the height of formal fashion. and the zenith of the
professional embroideress’
perfectly suited for maximum display of wealth and art. the
wide hoop petticoat a metaphorical canvas for the needle.
the fitted. trained mantua offering ample potential for
elegant drapery,

Silver [ilé thread, frisé, sirip. purl. and spangles, couched
and embroidered in satin stitch. are used in this luxu
Tree of Life design. The pattern is densest at the hem of the
petticoat, an almost solid ground of swags and wellis filling.
over which grow the “trees’ hearing lowers and rwisting
leaves, and continue above the border. Some of the metal

skill. The style of the mantua was

Ous

thread pierces the ved ribbed silk, in certain areas of satin
stitch, but in general. the silver lies on the surface, couched
down with the linen thread. Needlelace in silver thread and
strip. with silver thread and spangle tassels. decorates the
stomacher. In all, some ten pounds of silver was used to adorn
this mantua.

As remarkable as the design and execution of the garment.
is the fact that the train is signed: "Rec’'d of Mdme Leconte by
me Magd. Giles.” Mdme Leconte has been identified as a
Huguenot embroideress working in London between 1710
and 1746, This continental connection may explain the heavy
ornate nature of the embroidery design which shows the influ-
ence of French rococo style.

Mantua and petticoat of
red silk embroidered with silver thread.
English, 1740-1745
Given by Lord and Lady Cowdray
T.2278A-1970







DRAPERY

WhiLk THE pATTERN of a woven silk mantua could be matched
to the shape of the gown only to a limited degree. those
embroidered were carvelully designed to fit its particular cur.
In this example, the configuration of the needlework follows
the corner and edges of the draped train, Where the arcaded
trellis borders meet stands an wrn from which grow serpentine
stems bearing large naturalistic flowers and leaves. The side
panels below the front corners of the mantua are reversed. so
that the right side of the embroidery shows when the train is
properly draped.

The am-coloured ribbed silk is embroidered and
couched with silver-gilt thread and purl, while the floral

elements are worked in coloured silks. Both the sleeve euff and
front robings are embroidered in the same pattern as the man-
tua and petticoat. but it has been scaled down to fit their nar-
row dimensions. In r'mupurison to the embroidery style of the
Prev ious mantua. the lmlutv s ||ﬂ‘]J{Lr the flowers more nat-
uralistic. and the overall design more delicate, chara
of the English rococo style. Patterns such are this w
lowing ~|m|[m stylistic (iPVPln]]II]HlH in woven silk design.
Exu nsive alterations were made in the 19th century to
adapt this mantua for faney dress, some of which have been
reversed 1o regain its original form.

A mantua and petticoat of eream silk
embroidered with silver-gilt and silk thread.
English. 1740s
Katharine Boyle

T.179&A-1959

Given by M
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DRAPERY

%;i-"m«?:-.f

SkiruL anp s1yveisk draping characierises the polonaise style
of the 1770s, and is illustrated in this detail showing a gown
of Chinese painted silk.

Of all the 18th-century styles it is the polonaise that has
caught the popular imagination as the embodiment of 18th-
century female dress. The style originated in France and was
fashionable between 1776 and 1780,

This gown is trimmed with
neck. cuffs and around the s

{fles of plain green silk at the
. The draperies of the skirt

which create the polonaise style are stitched into attractively
pre-arranged folds: the stitching is concealed with a green silk
rosette. The drap s looped up at the back by means of
braided silk cords. The loops originate from inside the bodice
emerging under the two silk bows at the back waist and loop-
ing over the rosettes. The drawing shows the polonaise cor-
rectly draped on one side and undraped on the other 1o illus-
trate the arrangement of the pre-arranged folds.

A polonaise gown of Chinese painted silk.
English or French. late 1770s
Given by Mrs George Shaw

60

1.30-1910






DRAPERY

TrE cuise, Fan-Like drapery of this attractive polonaise gown
of about 1775 is further enhanced by the subtle gleam of the
lustred surface of the silk.

There are two loops for the polonaise drapery: these are
stitched inside the bodice behind the buttons which are
stitched to the ontside of the back waist, When creating the
drapery for the polonaise. the skirt is caught up and held by
the loops, the ends of which ¢

astened over the buttons on

ve effect has been
which has been concertina-
pleated and stitched to the outside of the bodice. creating a
narrow tightly rilled ridge,

the waistline. Another and unusual deco

created at the waist h_\' the s

Draping the skirt was not only a fashionable option. it also
served as a practical method of raising the skirt above the
ground from the dirt and dust.

A polonaise gown of striped lusired silk.

En,

h.

Bl

Given by Miss A, Maishman
T.96-1972
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COLLARS

AN UPRIGHT STIF

b collar of glazed. bleached linen offers a
superh polished face for the embroidered decoration on
this doublet of 1635 to 1640, All the embroidery is carried out
in linen thread demonsirating a sophisticated of white-on-
white decoration. An elegant design of inverted heart-shaped
serolls is worked in back stitch on the collar. The rest of
the doublet is embroidered in back stitch, French knots
and couching.

The collar is fastened with five buttons and corded loops. It
is stiffened with pad-stitched layers of buckram. Doublets of
the 16th and 17th centuries were furnished with collars of this
type until the 1660s 10 16705 when they went ont of fashio

Am

Doublet collars were designed to reach the jaw line and pro-
vided a firm support either for the supportasse which in turn
held up the ruff. or for the elegant, lace-trimmed falling bands
which were such an important feature of this period. Tl
height of the doublet collar ensured that the white linen falling
band draped over in a becoming manner.

This elaborately decorated doublet would have graced
grand oecasions. It is made in a fashionable sivle with an open
centre back seam and open seams to the front of the sleeves
which were intended to allow the shirt to be scen
tures are shown in the drawings.

For more deta

hese [ea-

s about this

doublet, see p.114.

s doublet of glazed bleached

linen embroidered in linen thread.
English, 1635-1640
177-1900






COLLARS

Tis DELICATE nowy collar of an embroidered linen

N

jacker of 1610 1o 1620 is lined with apricot-pink silk taffeta
and trimmed with silver and silver-gilt bobbin lace. Gleaming

lace is enhanced by silver spangles on the lace which create a
twinkling effect when the garment is moved, In order 1o give
maximum decorative impact such costly garments were [re-
quently enlivened by trembling spangles and prettily coloured
linings. It should be remembered that at night clothes wer
w in the glimmering light of candles when the reflective
metal [Il{'f'lld'i alld J'Pll"glﬂﬁ were I'T'ﬂlll\ seen 1o f.ld\'Hl"Hg(‘.

This jacket was worn by Margaret Laton (d.1641), daugh-
ter of Sir Hugh Browne, a merchant of the City of London: she
married Francis Laton (1577-1661). one of the Yeoman of
the lewel House. Please sce pp.16 and 148 for further det
of this jacket

ls

A woman's jacker of linen embroidered
in coloured silks and silver-gilt thread, and trimmed
with silver and silver-gilt bobbin lace.
English. 1610-1620
T.228-1994

A KaLEIDoscopE oF colours are used for this superh embroi-
dered Conrt dress coat and waisteoat of the 1780s to 1790s.
The coat is of uncut purple-brown velvet and the waisteoat is

of white ribbed silk. Both garments have been embroidered
around the eollars. fronts and pockets and the back pleats of
the coat in richly coloured silks. with a matching design of
trailing leaves and flowers carried our in satin stitch.

The style of men’s dress by the end of the 18th century was
slim and fitted the figure: full side skirts with stiffening and
padding had completely disappeared from coats to be
replaced with curved or eut-away fronts, flat pleats and longer
skirts which formed rails at the back. Sleeves were longer and
tighter and enffs smaller. Waistcoats lost their skirts and were
ent straight neross at the waist. Short stand collars appeared
on coats in the 1760s and became fashionable in the 17705
when they also appeared on men’s waistcoats. As coat collars
rose in height over the next two decades. waistcoat collars
almost matched them in size. The derail shows the collars of
both coat and waistcoat. illustrating the cut-away stepped

arrangement of the coat collar at the front which allows the
waisteoat to be visible.

This suit is reputed to have been worn by Sir William
Hamilton (1730-1803) when envoy to the Court of Naples
1764-1800.

A man’s embroidered Court dress coat
and waisteoat of embroidered velvet and silk,

French. 1780s-1790¢
Bequeathed by C. A, Beavan
T.231&A-1917
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COLLARS

i the centre back of the collar on this salmon-pink
ribbed silk coat is a feature of men’s dress in the late 1770s
and carly 1780s. Other aspecis of the cut confirm this date:
the narrow side pleats. the long tight sleeves with simple
round cuffs and the coat’s curving front edges. The pale
ition indicate 1 move away from

colour and very simple deco
the richer palette and more ornate embroidery seen earlier in
the century.

The braid trim consists of an ivory and yellow striped gros-
in ribbon with additional threads of silve

trip and thread.
n buttons of

Men's coats were collarless in the late 17th and early 18th
centuries. In the 1730s, the collar reappears on the informal
rock coat. It continued to inerease in depth and by
the late 1770s appeared on formal wear as well.

For more details about this coat, see p. 118,

A man’s eoat of salmon-pink silk
with silk and silver ribbon wim.
English, 1775-1780
Given by Mrs Phoebe Timpson

.363-1995

76

AN Ef RICALLY COLOU|
feature of this otherwise unadorned man

in faux ‘leopard spot” is the strongest
coat. The imitation
markings. made with black and white silk. are woven as part
of the pile of a turquoise velvet, Such whimsical patterns were
a feature of men's fashions in the late 1770s and early 1780s:
a portrait of John Campbell, Baron of Cawdor. painted by Sir
Joshua Reynolds in 1778 shows a similar ‘leopard-spot” velvet
waisteoat in a more natural colouring. The same effect could
also be achieved with a ching silk: such a fabric appears in one
of Marie Antoinette’s dress hooks dated 1782,

This coat exemplifies the elongated style of fashionable
men’s coats in the 1780s. The fronts curve back sharply. the
side seams have moved closer to the centre back and the
pleats are narrow, In addition to the deep, pointed collar,
there are small revers at the front — a new development in cut
that dominated men’s coats for several decades. The long nar-
row sleeves with round cuffs accentuate the slender line.

1 Aileen Ribeirn, Fashion in the French Revohation (Barsford 1988),

A man’s coat of turquoise, black and
white “leapard-spat” silk velvet.
French, 1785-1790
T.17-1950



b Ay

B - 3

it
§ ” 3
S ARl R
J.iﬁ..?.)\.o)&?* we
e O ¥ s
g
SR i e

S A




COLLARS

roUuNDED collar finishes the neckline of this siylish
open gown in painted Indian cotton. Its high-waisted bodice is
shaped front and back with box pleats arranged in groups of
three and falling loose at the back into a train. The variations
in depth of the pleats indicate that they were the principal
method of fitting the gown to its wearer. The long. curved.
two-pieee sleeves fasten at the wrists with three Dorset thread
buttons. The gown is open at the front, with only a narrow
belt to close it. and was meant to be worn with a petticoat.
The bodice is lined with linen and has two overlapping lining
fronts. A scattering of pin holes along their centre edges
reveals how they were fastened. Above the belt, a large ker-
chief would have been worn.

The slight irregularities between the repeats of this pattern
show that it has been painted, rather than printed. The actual
process involved applying each colour by brush or resist dye-
ing in stages, India was the primary source for painted cottons
throughout the 18th century. By the 1790s, Indian designers
and painters had long been nsing European pattern books and
swatches of European [abrics as templates [or design, thus the
Indian painted cottons of this date reveal the same confligura-
tions of serpentine stems bearing flowers and leaves that are
found in English woven silks of the 1750s and printed cottons

ol the 1780s,

A woman’s gown of Indian painted cotton.
English, 1795-1800
Given by Margaret Simeon
T.121-1992
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s finish the tightly
embroidered in s
floral and foliate pattern has

gilt threads, of 1673. Th
couched outlines enclosing padded and raised central
clements achieved by wrapping silver thread around
parchment strips.

This coat forms part of a suit which includes a matching
pair of breeches. worn by James, Duke of York. for his wed-
ding to Mary of Modena in 1673, It is a transitional style
which evolved in the 16705 when men left off the doublet and
petticoat breeches in favour of the new and more comfortable
three-piece ensemble of coat. waistcoat and knee breeches,

The sleeves are three-quarter length with 1
back open euffs: these were nicknamed “hounds-car” after the
floppy-shaped ears of hunting dogs. The detail shows the
inside of the cuff [rom the back revealing embroidered deco-
ration which continues from the sleeve. The culfs are faced
with a fiery reddish-orange ribbed silk. enriched with silver

Tow turned-

bobbin lace and embroidered silver-gilt coils. As was custom-
ary this silk facing matches the lining of the coat.

‘hough the waistcoat no longer exists, it may well have
been of a rich silk (possibly red) figured in silver to echo the
coat’s decorative mood and colour, Waistcoats at this time
had long fitted sleeves buttoned at the wrists and with cuffs
which extended beyond the coat which w
reveal the waisteoat.

The emphasis on a fine waistcoat led to an interesting
development in the design of early 18th-century coat euffs
when it became fashionable for the cuffs of a dress coat 1o
match the waistcont, Avoiding the need, as well as the consid-
erable expense. to buy a coat to match each waistcoat, a gen-
tleman could have detachable cuffs made of waisteoat mater-
ial. These enffs were then simply attached to a dress coar by
hooks and eye

For more details about this coat. se

5 worn open to

e p.96.

A man’s wool coat embroidered in
silver and silver-gilt thread,

worn by lames. Duke of York, at his wedding in 167
1. 1673

gl

T.711.1-1995
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Twis press coar is extravagantly embroidered in silver-gilt
thread. purl and sequins. It forms part of a suit with match-
ing waistcoat and is probably French.
tomer. about 1760s. The embroidery

nade for an ltalian cus-
v extends down each front
and around the pockets and the open cuffs,

silk velvet embroidered in silver

CUFFS

The detail shows the culf from the back revealing a richly
embroidered white satin lining.

This suit would have
other grand oci

been worn Court and for
ions. It originally formed part of a private

Italian collection. For more details about this coat see p.100.

-gilt thread.

o
Probably French /ltalian, 1760s

Given by

Ir W. R. Crawshay

T.28-1952
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CUFFS

Lakce currs pecoraten with silver-gilt buttons complete the
sleeves of this dress coat. It forms part of a three-piece suit of
the 1750s 10 1760s with matching waistcont and breeches
made of superfine wool with a felted finish

The detail shows 1 of the cull and its complement of but-
tons. The drawing opposite illustrates the enff showing its
slightly angular shape. In the first half of the 18th century coat
culfs were quite large extending to the elbow. The buttons and
buttonholes were purely decorative. Culffs were prevented from
flopping out of shape by being stitched to the sleeve.

For more details about this coar. p-46.

ilt buttons.

A man’s dress coat of felted wool with
English. 1750-1760s
T.329-1085

for this s

A STRIKING COMBINATION 01 COIOU triped [
the late 1780s enlivens its essentially plain style
to a riding coat. with curved fronts and |xgh|l.\ fitted sleeves,
it has a slit with two button eulfs similar to the one decribed
above, The detail shows a round cuff with a two-button flap
with button holes. which although functional are not likely 1o
be used as the buttons are |ll1'!.f‘ and [ragile. This type of cuff
is a stylised version of the earlier \hlrmr‘l s cufl. popular in
men’s fashionable dress at the end of the 18th century, The
buttons are worked in matching silks 1o the coat. probably
s a wooden core. The design is quartered: each quartering
created by a form of needle-weaving where silk threads are
laidl side by side. and passed over and under each other.

milar in cui

s frock coat of striped silk.
English, late 1780s

Given by Mrs N, I. Batten

T.92-1962

A man

[rinEsc ours oF blue and green shot ribbed silk give a
sense of lusury 1o this otherwise plain frock coat of the late
1780s, cut in the style of a riding coat with eurved open
fronts. The tightly fitting sleeves have a false slit with two but-
ton cuffs. shown in the detail. This euff has a slit with an
attached flap, lined with a twilled green silk, but the buttons
have been stitched throngh to the sleeve and there are no bur-
tonholes. Slit cuffs are not functional by this date. deriving
from an earlier style of a close-fitting coart sleeve made with-
out cuffs known as the Mariner’s enll, For further inform
tion, see p.88. In the late 18th century siylised versions of this
culf appeared on men’s fashionable coats. The slit cuff with
buttons has been retained on men’s lounge jackets to this day,
but most of these are decorative: sometimes the enfl has but-
tons and a slit. but no button holes. Only hespoke tailors pro-
“tional buttons and buttonholes.

vid

English. late 1780s
Given by Mrs N.J. Batten
Cire. 455-1962

A sviart wip wool [rock coat of the 17805 is embroidered with
tassels in silver-gilt thread on the points of the collar and
culfs down each front. Itis eut in the style of a riding coat with
curved fronts and full back pleats and a hack-vent overlap.
The sleeves are tightly fitted with open euffs and 1wo fune-
tional buttons and buttonholes.

The buttons are worked in silver-gilt thread over a
wooden core.

A man’s frock coat of wool embroidered in silver-gilt thread.
nglish. 1780s
Given by Lt Col. H. D. Hunter
T.74-1962






of the 1740s. It is constructed from eight panels of silk
1a boned centre back opening with a fly which coneeals the
lacing. The waistline is tabbed and has a decorative cord
stitched along the line of the tabs. which can be seen in the
drawing. The ¢ es are elbow length with winged eulffs which
have been pleated and stitched at the front to keep their shape.
Winged cuffs were fashionable in the 1740s and were some-
times stiffened with card or paste board. though these cuffs are
not stiffened. This type of bodice was worn as informal dress
and was also habitual dress for children and young girls,

A woman'’s bodice of silk taffera.
English. 1740s
iven by The Reverend R. Brooke
870-18064

AN ATTRACTIVE cOMEBINATION of eolours, a rose-red ground with
v effect,
decorates this good-quality silk of the 1740s. A garment made
ol a luxury silk could survive remodelling through several
This particular gown,

wrails of white flowers woven in gros de tours with {1

generations of lashionable changes.

CUFFS
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with a pleated £ n;,ll»h back. was last altered in the 1760s.
The detail shows a single ruffle on the elbow-length sleeve
which has a scalloped edge and is headed by a ]'llf,‘flll’(l and
pinked frill. On occasions unfashionable dresses were passed
to poorer relatives, friends or servants, Churches also benefit-
ed. and many altar frontals and ecelesiastical vestments sur-
vive today which were once grand 18th-century dresses.

Recording life at Court in England in the 1780s and 1790s.
when in her twenties with a young family but in attendance at
Court, Mrs Papendick notes she was constantly altering one
particular puce gown between 1784 and 1791, by which time
it was “at its last gasp’. She defends the practice of re-using
one dress over and over again: “a silk gown would go on for
vears, a little furbished up with new rimmings — and a young
woman was rather complimented than otherwise’.! Silks were
expensive, although some woollen fabrics were even more
costly. Ladies were economical and careful with their dress
materials and clothes. In the 1740s gros de tours was a luxu-
ry silk, and was frequently ordered by the Master of the Robes
at a cost of twelve and seventeen shillings a yard. A cheaper
silk was hall the price at five or six shillings a yard. *

che Journals of Mrs
1y, Mrs Yemon

Eonrt and J"

e Life in the Time of Queen G
it Keeper of the Wardrohe amd
London 1887), Vols 1 & 2

iy of huury

A woman’s gown of woven silk.

English. 1760s
Fraser

ven by Mrs |
T.433-1967






CUFFS

rounded cull is the stylistic focus of this
dorned silk coat of the 1730s. Measuring 9% inches
(24.7em) on the inside curve and 12% inches (31.5em) on the
outside curve, this open cuff, or open sleeve, as it w lled,
would have extended well past the elbow. The coat is 10 the
knee, with buttons and buttonholes running from neck to hem
and full, heavy pleats at each side. All
characteristic of men's coats of the 1730
richly coloured velvets and wools. and lavishly decorated with
lace. This example in fawn-coloured ribbed silk demonstrates
a popular alternative with little or no ornament. in soft shades
of mauve. beige and grey. In the early 18th century, these
cribed by such expressive terms as “snuff,

‘tobaceo” and ‘mouse’.

[ these features are
Many were made of

subtle hues were d

=]

A man’s coat of fawn ribbed silk. lined with matching silk.
English, 1730s
058-1898

3
\‘
4
\ \‘\\7

/ AR | P
| ﬂi!f
[ o]~ |
nl}/ |
=%
o |~
/ o |- N
‘ b gl
| =
| | |
| | |
/
| |
|
[ \ |
! |
/ |
SSep ===

Sk mssue v a vibrant pattiern of blue and yellow flowers
with meandering white bands over a red ground is left to speak
for itsell in this mid-18th-century coat. The flamboyant open
sleeve of the 1730s has sated o a simple round cuff, and
the buttons and buttonholes extend only from neck to waist
level. Shallower, flatter side pleats signal a narrowing of the
silhouette. The merest suggestion of a collar, barely more than
a binding, surrounds the neck, indicating the influence that the
informal frock coat was beginning to exert on formal dress, -

A man’s coat of silk with blue and yellow flowers
over red and white ground, lined with silk and fusti
English or French silk, 1760s
T.114-1953

Tue ek woor fabrie lends a sculptural quality to the
Mariner’s cuff on this strictly tarian garment. A vertical
g with a sealloped Mlap runs parallel 1o the length of the
1. Such a cut of sleeve became pop-

IlIl(’ll
sleeve. intersecting the o
ular for men’s coats in the 17505, a style first seen on those
worn a decade earlier by military and naval officers (although
val and army uniforms were not made official until 1748
and 1751, respectively). The lack of any decoration but for a
brown velvet collar reinforces the coat’s informality. lts dark.
grev-brown shade suggests that it may be the fabric known in
the 18th century as “drab’. A label sewn to the inside collar
es that this cont once belonged ta the 19th-century the-
atrical costumiers. L.& H.Nathan, where it would have ex
rienced a second, and no doubt more arduous, life.

indi

A man's coat of drab wool with a velvet collar.
English. 17505
407-1907

88

Mix marvitiax life were not alone in their fondness for the
stylish Mariner’s cull. It eaptivated 18th-century women, who
borrowed its shape for their riding habits. The most practical
garment in a w s wardrobe, the riding habit was worn
riding. walki vities
requiring warm, i and coat in
matching wool fabric, sometimes with a corresponding or con-
teoat, constituted the riding habit. which drew
ling. Collars, cuffs. pock-
et-flaps and side pleats were all part of a woman’s riding coat,
although the cut of the garment inevitably made a number of
ssions 1o the female figure.

A woman’s riding coat of
brown worsted. lined with yellow silk.
English, 1740-1760
T.197-1984






Tue crassic gococo triple-sleeve ruffle is found on this man-

tua from the

ot only was it the height of fashion
formal atiire by this time. but had also been i
Court dress. The mantua is made of a Spitalfields hrocaded
silk lustring of 1745 10 1740, and timmed with coloured silk
bobbin lace. Once a fresh green. warm salmon- ||1||L and ivory.
the lace has faded somewhat from expos
style of the mantua had chan
its 1740s form. In this example the train is no longer tweked
up at the hack, The side panels still fold around to the back

traduced into

A mantua of brocaded

Eng

CUFFS

lish.

and they remain reversed so that the right side of the fabric
ows, but they are now stitched to the waist. rather than
folded over a looped cord. Replacing the elegant drapery on
the hip is a gathered band of robing, continuing from the front
of the bodice around across the |1.|f‘k at the waist. The from
darts are 19th-century modifications for fancy dres

The matching petticoat is made from eight panels of silk
and shaped to fit the French style of hoop with a sloping.
rather than square profile. Its extreme width was another
requirement of Cot

't dress.

lustring.
17505

T.44-1910
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\ taneLEn Ganpen of chenille embroidery and braid flourishes
on the white satin ground of this late 18th-century mantua.
Coloured silk twist and chenille thread. tamboured in a mean-
dering pattern of flowers and leaves decorate the fabric, while

€

a mxml braid of chenille threads. wound into the -vhapl‘ of

more {lowers and leaves. trims the edges of the sleeve ruffles,
neck and sides of the mantua train. A blonde and chenille
babbin lace edges the braid and ontlines the neck.

This mantua demonstrates formal style about two de
later than the previous example. It has the characterist
band of fabric, trimmed and gathered across the back waist.
The side panels have disappeared: the long train is an exten-

CUFFs

sion of the two panels of silk used for the bodice back. By the
1780s, the wide hoop had been modified to a round shape of
more modest dimensions, similar to those worn with informal
dress. Sleeve ruffles remain, but are reduced from three tiers
to two.

The quality of the embroidery suggests that it is French. Iis
style mimies the woven silk patterns of the 1750s, designs

which remained fashionable in needlework until the 1790s.
The mantua was probably made in the late 17705 and then
modified slightly in the bodice in the 1780s, Its petticoat of
matching fabric suffered extensive alterations in the late 19th
century for fancy dress.

A mantua of white satin embroidered
and trimmed with chenille.
English, of French embroidered silk, 1775-1785
Given by Major W.5. Gosling
T.13-1952






\ seavmiror sLuk silk damask constitutes this modest sack-
back of the 17605, The fabric. with an allover patiern of 1
flowers and leaves, dates from about 1742 and is probably
lish. Silks pre-dating the construction of the dress are
quite common. Onee woven, bolts of silk might be available
sale for many years. and it was not unusual to store lengths
of silk before making them up or giv

g

I's
The high cost of woven silks meant that their value did not
diminish even as fashic changed. Cl steristic of the
1760s are the double sleeve ruffles and the arrangement of the

pleated ruffle in a straight 1

gown's skirt, both indicating a wi

down the oper of the
ning of the rococo influence.

A sack-back gown of blue silk dama
English. 17605
Giyen by the Surrey County |
of Women's Institutes
T.122-1957

eration

A vra, wounp cull is embellished with a pleated irim, and

gently shaped over the elbow by virtue of a loop and button,
which gather it up on the inner side of the sleeve. Made of

Indian painted cotton, this simple litle jacker, or caraco. as it
was ealled in the 18th century, belies the complexity of its

con-
It looks at first like a short version of a sack-back
sut, A
haped pieee has been et from one piece of cotton, consti-

struetion.

gown. but there are a number of u
T

al aspects 1o its

tuting the back and whole of the sleeves: these fold over the
arm forming a raglan seam in front. At the back. shaping is

achieved by tue
A petticoat.

rather than the raditional pleats or seams.
in matching painted cotton. completes the

ensemble.
A caraco of Indian |mi|1lr'l| cotton.

Given by the fam Fildes. KC

04

CUFFS

By 1me 17708, the sleeve ruffle had disappeared from informal
gowns. replaced by a plain round. pleated. or shirred culf. like
the one shown here. This gown is made of lustring in a woven
stripe that was popular during the decade. The distortion of
the stripes in the gathering for the eafl ereates an interesting
visual effect. Informal gowns such as this have a fitied back
shaped by several seams. The front of the gown meets in the
centr

doing away with the need for a stomacher

A close analysis reveals that this gown and its matching pet-
ticoat have bes other garment, All the seams
of the orig d and a new version in the latest
sether using every serap ol fabric.

wde from
nal were unpic
refully pieced 1

1 rel

shion e

llf £ l!l‘(l ]IL'O

h, 1770-1775

Given by Miss Maishman
T.92-1972

wowomen’s dress became fashionable in the
1780s. and with them. new ways of fastening and decoration
at the w In this very simple cotton gown from the late
17905 the sleeve is elosed with a narrow band of (abric, edged
with piping. which fastens with hook and eye.

While the pattern of the fabric is similar to that of the jack-
et on the left, the evispness and precision of the English print-
ed cotton seen here contrasts with the loose, flowing execution
afl the Indian painted fabri
in England in the 1750s. i
ics. The patiern of “Ulill trai
blend of influences from Indian-painted and prmu-nl textiles,
and rococo woven silks. a style which remained popular until
the end of the centur

’ ]]}m k- |1r|mm-' on cotton began
o the

itati

Indian fal

A woman's gown nf printed cotton.
English
T







POCKETS

lex smart. wouspep buttons, worked i
ornament each of the poe
ilt thread.
The detail illustrates the poeket on the right front. Pockets
such as th
fore furni

silver-gile thread,
ts of this white silk coat brocaded

with silver-

¢ were intended 1o remain open, and were there-
hed with purely decorative buttonholes and bui-
tons. Other styles had functional button fastenings to prevent
the pockets from gaping open. The shape and position of
pockets were experimented with in the late 17th century as
railors continued to develop the new fashion of a closely fitted
knee-length coat and waistcoat, There were two styles of
pocket, a vertical one with an open slit, placed either
in pairs on each

ingly or
i front just below the waistline. or hori-
sontal ones. which sometimes had narrow flaps and were

ced just above the hem. Vertical pockets were eventually

superseded by the horizontal style: “Yet he would have it in
the ancient mode. with little buttons. round cuffs. narrow
<kirts, and pockets within two inches of the bottom.™

The pockets on this coat have narrow flaps which are held
down at each end by a button: all the buttons are worked in
ver-gilt thread over a wooden core.
The coat forms part of the wedding suit of Sir Thomas
Isham (1657-1681). He died aged twenty-four from small-
pox. the day before his wedding. and the suit was never worn.
It suffered some alterations for fancy dress before a later
member of the family thought all the Isham far
cal clothes should be preserved for posterity.

s histori-

1. Ned Ward

e London

v (1689)

A man’s coat of white ribbed silk wi
broeaded pattern of leaves and sprigs in silver-gilt thread.
English, 1680
175-1900
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EraBoRraTE

urrie surrons worked in o silve 1 silver-gilt
thread peep through the buttonholes of this richly embroi-
dered coat. The coat forms part of a suit worn by James, Duke
of York. on the occasion of his wedding to Mary of Modena in
1673. The cut of the coat was straightforward consisting of
two front panels and two back panels and constructed with a
centre back seam and two side seams. The seams are open
from the hem at the centre back and sides to allow ease of
movement. and follow the practical tradition of riding dress.
which requires the coat skirts to fall over the thighs when rid-
ing and offer some protection from the weather. The coat fits
the body and flares out slightly over the hips and reaches the
knee. The coat has buttons and buttonholes from neck to hem.
none of which were ever used. lt w
to remain open to reveal a superh w

The detail shows a pocket whie
functional buttons and buttonhol

s the fashion for the coat
coat.

a narrow flap with
s. The buttons are worked
in silver-gilt thread over a wooden core. They da not show any
signs of wear for the huttonholes are small and fit tightly
around each button making them diffieult 1o fasten. The
inside of the flap is faced with a fiery reddish orange silk
matching the lining of the coat. When he became James 1, his
wardrobe aceounts revealed that all his suits required 19
dozen buttons (228) for a coat, waistcoat and breeches. For
further details about this coat, see p.80.

A man’s wool coat embroidered
in silver and silver-gilt thread.
English. 1673
T.711.1-1995






Tue prEcanTLY sHapeD pocket flaps of this coat are emphasised
by a thin line of blue silk taffeta around the edges, Made of
superfine red wool, this coat of 1760 1o 1770 is part of a suit
which includes a matching waistcoar. Like all 18th-century
coats it is construeted from two front and two back panels and
has full back pleats to the coat skirts. The sleeves are wrist-
length finished with round cuffs.

The pocket illustrated in the detail has a deep three-point-
ed flap with two functioning buttons, and one purely decora-
tive — the middle button and buttonhole. These eye-caiching
buttons are covered in red foil and embroidered with silver
spangles and silver thread. The coat and pocket flaps are lined
with light blue silk 1affeta which has been eased around the
coat front and pocket flap to appear like a fine line

edge of
of piping.

Pockets with vestigial flaps [first appear in the late 17th
century (for further information. see p.96). By 1700 coat
pockets were placed horizontally at or near waist-level and
provided with triple-pointed flaps.

They were almost always furnished with buttons and but-
tonholes. some of which were simply applied as decoration. In
addition. trimmings such as woven metal braids were often
applied to emphasise the shape of the flap and the burton-

holes.

A man’s s

superfine wool coat with a blue silk taffeta lining.
Dutch. 1760-177
T.214:1-1992
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Gusrenive suver-runean embroidery combined with silver
foil and spangles decorate the pocket flap of this superh silk
waisteoat of the 1740s. The embroidered decoration is applied
down the front edges and all around the pockets and pocker
flaps. The flared skirts of the waisteoat are stiffened with
buckram or horsehair to retain their shape. The buttons down
the front extend from neck to hem though the corresponding
buttonholes only extend to the waist.

The detail shows a pocket flap which has a button stitched
on each corner and four stitched below the flap; all of them

are decorative, there are no buttonholes.

This waistcoat could have been part of a wedding outfit.
The choice of silver and blue or white were popular colour
combinations for wedding ensembles in the 18th century.
Samuel Richardson. in his novel Pamela. deseribes the wed-
ding clothes of Mr B.: *And my dear Sir in a fine laced silk
waisteoat of blue Paduasoy....”!

1. Punela by Sumuel Richurdson, (1762; Sth edition), Vol.2, pp.

A man’s waisteoat of blue ribbed silk
embroidered in silver thread. foil and spangles.
English, 1730s-1740s
Given by Mrs C.C. Stisted

T.29-1950







POCK

BROIDERY 1N SILVER-GILT thread, purl and spangles com-
pletely covers this pocker flap. It flows over the seam to blend
with the rich silver-gilt embroidery that encrusts this
velver dress coat of the 1760s. The effect of this totally
embroidered surface is illustrated in the detail. The flap has
three points which are complemented by a burton stitched
below each point on the coat skirt,

The shape of pocket flaps remained fairly constant
throughout the 18th century, They were usually three-point-
s but the va

aged

ed on coats and waist tions on this des

were considerable. A coat flap might have buttonholes wi

embroidered in silv

were purely decorative, functional or none at all (both types
are illustrated on p.98): the buttons could be placed below
cach point on the coat front or stitched under the flap and
buttoned 1o the flap or placed on the flap itself. The points
could be single or divided, as shown on p.98.

In the late eighteenth century,
incre

as men’s styles became
gly close-fitting. a pocket plus its contents ruined the
line of a garment. Therefore pockets were frequently dis-
pensed with in coats and for some waistcoats. but were still
indicated by means of pocket flaps.

For furthe

{ormation

wout this coat, see p.

man'’s cont of sprigged silk velvet. richly
-gilt thread, purl and spangles.

French/Italian, 1760s

en by Mr W.R. Crawshay

T.28-1952
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Tuie expert HaxoLNG of wide, heavy silver braid transforms
this woman’s riding jacket of the mid-18th century, The
sparkling trim has been adroitly manipulated 1o edge the
pockets. pocket flaps and culfs, and angled into wide scallops
the buttons and buttonholes the front,
Manoeuvring it around sharp corners has been accomplished
by mitring, while the painstaking gather of the braid's
inner edge has eased it into the curve of the back neck and
aver the top of the back vent, The trim consists of three parts,
a 174 inch (4.8cm)-wide ribbon of silver thread woven in a
geometrical pattern, Stitched on either side is a narrow (%
inch: 8mm) braid of silver gimp.

The narrow. pointed waist and flared coat skirts which
accommodate a wide hoop help date the jacket to the 1750s,
a= do the rococo eurves of the braid arrangement, The side-
pleats, enff and shaped pocker flaps are details borrowed from
men’s fashions and commonly found in the riding habit.
Imitating the splendour of military braid while accentuating a
woman’s figure, this dashing garment on an 18th-century
‘amazon” must have turned many heads.

For more details abour this jacket, see p.116.

around down

A woman’s riding jacket of brown camlet
with silver braid, lined with brown silk.
English. 1750s
T.554-1993

e

# more modest braid of silk. silver thread and silver-gilt
strip. woven in a simple geometric pattern, adorns this waisi-
coat of plain blue satin. Again mitring and gathered edges
enable the % inch (Zem)-wide braid 1o be fitted around the
corners on the inside and outside of the shaped pocket flap.
Like many metal braids of this period, the silv
nished and only a faint glimmer of the gilt rex
waisteoat is lined with fustian and blue ribbed
back made of glazed blue wool.

A man’s waisteoat of blue satin
edged with silver and silver-gilt braid.
English, 1770s
Given by M

T.1053-1913







POCKETS

Ax vavsuar srain ol [ndian painted and tamboured cotton in
two widths has provided the inspiration for the embroidery of
this 1770s waisteoat. The wider braid %4 inch: 2em). used on
the pocket flaps and along the front and lower edge, has a pat-
tern af wa

wy lines hearing floral sprigs against a ground of
dots. The lines and flow

- motifs have been outlined in tam-

=

boured silver thread. Around the pockets, a narrower braid
inch: 1.6em) is used, with the Moral sprigs and dotted back-
ground. similarly enhanced.

The double meanders on the braid have been copied in the
decoration of the waisteoat front, tamboured in silver thread
and salmon-pink silk. An attempt to duplicate the floral
motifs has been made, not by painting, but by filling in with
tambouring in coloured silks. The differences in technique
and colours indicate that more than one hand was involved in
ation of thi

the although overall the effect is one

of harmony and homogenei

The pocket flaps on this waistcoat are much shallower than
the woven one above. and the waistcoat skirts have shortened
from mid-thigh to hip level. By comparing the two garments
on this page, the progression of men’s fashion over two
decades can be clearly seen.

A man’s waisteoat of cotton tamboured
with silk and silver thread, edged with braid.
English. with Indian braid. 1770s
Given by Miss Bury

104

Tue pesion von the velvet of this pocket flap was woven specil-
ically to fit its exact configuration. By the 1730s. French silk
manufacturers had begun 1o weave their velvets to fit the
shape of the panels making up the waisteoat, accommodating
the enrving centre front edge. and working the pattern into its
corner with the lower hem and the corner at the side, as well
as weaving pocket flap shapes as part of the length of fabric.
The technique was called “a disposition” or *woven-to-shape’.
In this snuff-coloured velvet of the 17505, the pattern is made
of cut, uncut and voided velvet in a characteristically rococo
design of flowers, a meander imitating the texture of rope and
lambrequined scrolls.

There is no definition of the neckline, side seam or armhole
in the woven pattern, allowing these 1o be cut where necessary
to fit the wearer, The centre front and lower hem were cut
close to the pattern edge leaving a narrow seam allowance,
turned under and stitched to the lining. The separate pocket
flaps were cut out, lined and sewn to the waisteoat fronts
above the pocket openings.

What makes this waistcoat particularly exceptional is that
the back is made of a rare piece of cotton velvet. In this early
and infrequenty found example of 18th-century corduroy.
the wales of light b
al decorative patter

rown cotton have been woven in an unusu-
.

A man’s waistcoat of
snuff-coloured cut, uneut and voided velver.
¢glish or French velvet. 1750s

T.197-1975







POCKETS

THis EXTRAORDINARY ol embroidered silk docmments
three important aspects of 18th-century dress: the high calibre
of French tambour work. the method of embroidering and con-
sting a waisteoat, and the efforts to which the English went
acquire desivable French fashions. Two lengths of ivory
ribbed silk have been tamboured in a pa
to the shape of the | red picces
s remarkably fine and eve

LENG

tern of roses. exactly
comprising a wa
2 the use of shaded
threads gives it a depth and almost photographic clarity

What makes this waisteoat shape truly exceptional is the
stamp seen on the inside of the lower right edge. It reads
‘Custom House / SEIZED DOVER / GR II'. In other words,
th contraband, a F h waistcoat apprehended during an
attempt to smuggle it into England during the reign of George
11 (1727-17060). For most of the 18th century. heavy duties
» imposed on the import of French silks and laces in order
1o proteet British textile industries; Smuggling of these and
wither taxable goods was endemic throughout all levels of
glish society. In 1766, the Reverend n Cole wrote to
his f 1. Horace Walpole. about the attempts of the anthor-
ities 1o thwart this illegal practice: "Ar Dover they are very

rembr st~

he work

we

1 at the eustom-house in searching for laced clothes, and
mage the boxes quite to the bottom...."" Such
obviously proved fruitful. Articles seized in this manne
usually burnt. so the survival of this beautiful. forbidden
abject is indeed remarkable.

rur

1W .S Lewie, e, Horaee Walpole's Correspodence (OxFord Univ
Vol 1 p a0

v Press 1937),

Waisteoat shape, tamboured in ivory ribbed silk.
French, 17505
T.12-1981
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Tue uree-rorvten pocket flap of this embroidered waistcoat
has been shaped o fit the shallow cut-away skirt front, The
flap conceals a real if rather small pocket. The embroidery
stitches are stem and satin stitch. French knots and couched
chenille thread.

The cut of the waisteoat is typical for a dress waisteoat of
late. The fashionable high waistline of the late 18th cen-
tury greatly reduced the length of waistcoats and consequent-
ly waisteoat skirts. Pockets were often indicated by a pocket
Mlap which in the case of dress waistcoats had three points
whether there was a pocket or not. Sporiing and day waist-
coats of the 1780s and 1790s had square cut fronts which
were more comfortable for riding but at the same time con-
formed to the higher waistline. Pockets were open with
straight tops and without [laps.

This waisteoat has a claim to fame as it is illus
Tailor of Clowcester by Beatrix Potter. Tt appears several times
in the book but is particularly well known in the illustration
with the note “No more twist”, Beatrix Poiter visited the V&A
when preparing her book and arranged 10 have a selection of
18th-century men’s outfits put out for her o draw. These
drawings were so accurate that th
when identifyi

wed in The

are an invaluable gnide
the items she selected,

&

isteoat of satin
lered in coloured silks and chenille.
English, 17805
652:A-1898

A man’s formal dress w

embro







I'wo pLavrvL Monkeys gather from a palm tree beneath
the pocket of this 1780s waisteoat. They are embroidered in
red silks on an ivory ribbed sil
image can be found in a patternbook f¢
coats in the Musée Historique des Tissu
olours on a reddish-brown background.! There are
ructions for the embroidery of the waisteoat fr
iderer has invent

. The design for
ibroidered wais
executed in

water

nt edge or
pite la pai-
tern based on that below the pocket, using palm fronds.
sprays of grass and floral sprigs. On the linen back, the name
Kaspar von Metternich’ has been monogrammed with the
dlate of 1780.

As well as floral patierns, ligurative and picto
 for waisteoat decoration in the 1780s. Tig
dogs and seenes from the opera appear on other embroidered
waisteoats of this period in the V&A collection. The Lyon pat-

books contain lions, air balloons stural ruins and
wealth of embroid

save the pockets; the eml

al de

|nu\|'|| |:u|‘|u!

chit

pastoral scenes among the

1. “Lies Macaques’, Val, &, 334, 1
A man’s waistcoat of embroidered ribbed silk.
French. 1780s
T.49-1948

108

Born e carments on this page illustrate the developmen
waisteoat styles in the late 18th century. Gone are the skirts
and pocket flaps, the latter reduced to a placket, while the
waistcoat ends in a straight line at the hip:
and revers are new features. with embr
that will show when the garment is wort

The paler colour palettes and restrained style of decorat
of these two waisteoats are typical of the neo-classical de
principles dominating art and dress. In comparison with the
vibrant hue of the 1750s waistcoat shape on p.106. the pink
of this 1790s satin example is much more subdued. The
rhythmic rococo meanders and sprays of naturalistic flowers
have become st dlised and geometric, as well

A stand-up collar
v on the inside

o
scale.

as smaller in A ag ol tambouring within two
straight lines adds a little movement in this example, while a
gentle twist of almost absiract flowers and leaves. in silk and
chenille thread. edges the front and lower hem.

A man’s waisteoat of tamboured pink satin.

English, 1790s

Given by the family of Dr and Mrs Hildred Carlill
T.355-1985
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BUTTONS

Tiny noUND Woor
*h has been plaited by hand usi

1 the detail, which oecur

me

wh

ix buttons. shown
on the sleeves of a woman’s loosely cut, hip-length jacket of
woven silk and linen, with a silver stripe. of ¢.1600 0 1620
Each sleeve has a semi-circular turned-back culf, as seen on
several other jackets (see pp.148 and 150). For further deta
about this jacket, see p.22.

nique. There are

A woman's jacket of woven linen
and silk with siripes in silver thread.
English. 1600-1620
188-1900

Besanes oF varieGaten mini-tassels and woven braids surround
the ornamental buttons on the sleeves of this woven silk doublet
of 1625 to 1630. It is eut in the high-waisted style of the 1620
with paned sleeves and panes across the chest and back.

The sleeves are full and paned above the elbow, but fit
tightly fram the elbow to the wrist. and each would have been
fastened at the wrist by eight buttons on the back seam of the
sleeve, The forearms are richly decorated originally with ten
bars of satin strips overlaid with narrow braids, the ends fin-
1ed with bunches of mini-tassels and a button placed in the
centre of each bar, purely as decoration. The same decoration

is repeated at the centre hack.

The braids, buttons and tassels are all worked in a passe-
menterie technique, The buttons are of silk, matching the
doublet. and are worked by hand over a wooden core,

This doublet would have been the height of fashion and
suitable 1o be worn at Court or for any other grand occasion.

A man’s paned doublet of woven silk
with a floral pattern of about 1625 to 1630.
French, 1625-1630
170-18069

Rincen, contcat-suaren buttons of carved wood are decorated
with white silk thread in a passementerie technique done by
hand. The detail shows the sleeve culls of a man’s doublet
which forms part of a quilied white satin suit of about 1635
to 1640, The sleeves taper towards the wrist and are fastened
by eight butions along the seam. The change in fashions in the
1630s brought in a more natural shape to the figure, produc-
ing a style which is cut more like a jacket. having just eight
deep tabs ar the waistline decorated with lacing ribbons or
‘points’: these have become purely decorative instead of fune-
tional. The breeches by this date are supported by large metal
hooks on the breeches waistband. For further details
this doublet, see pp 26 and 138,

about

s doublet of quilted white satin.
English, 1635-1640
347-1905




®e L

.-d"m“‘";r:—g Kg’
(@ "-F""» m‘”‘h - 1
oy o3 o~

oy




BUTTONS

THESE DELIGHTFUL PAssEMENTERIC buttons are worked in linen
over a rounded wooden core like a bead. and have meticu-
lously worked buttonholes. Their shape and design is typical
of buttons of the 16th and 17th century on both men’s and
women's doublets. This is a man’s doublet of about 1635 10
1640. Passementerie techniques were varied creating many
different patterns. The work was done by hand using plaiting
a needle. This set of buttons are quite conservative com-
(‘(I L |1ll?hl‘ l['lll(](’ ()r m('[ul illl'(‘ll(ll‘i. llll(] l]l(’ V('l'_\‘ l'th(Irllll‘
sd In keep-
this doublet

pa
buttons whieh appear on 18th-century me
ing with the rising waistline of the late 1630.
only fastens from the neck to the fashionable v

stowith just
sisteen buttons, For more details about this doublet, see p.72,

A man’s doublet of calendered
linen embroidered in linen thread.
English. 1635-1640
177-1900

By the 181m
richer materia
waisteoat, the wooden button mould has five indentations
the top. into which silver foil has heen pressed. Around this
cruciform shape is worked silver filé and frisé threads and
purl. Such elaborate fastenings complement the de

embroidery. composed of coloured silks and a variety of silver
threads worked in a late baroque pattern of large flowers and

leaves. The

haess of this sleeved waistcont is appropriate
for the special event for which it was made: the marriage of
William Morshead of Carthuther in Cornwall 1o Olympia
Treise, on 23 April 1745, The eoat that would have marched
this garment no longer survives, but its cuffs were removed
and added to the sleeves of the waistcoat some time later.

A man’s sleeved waistcoat of
ivory satin embroidered with silk and silver threads,
lined with ivory ribbed silk and fustian,

T.04-1931

[IEY

Tur passemeNTERIE BUTTONS 0n this pinked and stamped ivory
satin doublet of the 1630s are typical of the 17th century
implicity. Twenty-nine of them in a tightly packed
e fastened the front: two are now missing. The
lof a circ wooden base with a hollow over which
ands of linen thread have been interlaced. Twao thick
ts of linen cross at the top of each bhutton forming a finial.

On the sleeves. a slightly different button has been used.
Here. a more ¢longa al wooden form is covered with
single linen thread ghone pattern.

For more details about this doublet, see p.178.

l:(m}pr
double s
w

A man’s doublet of pinked and
stamped ivory satin, lined with ivory silk.
inglish. 1630s

348-1905

Lver poir, FiLe and purl cover the wooden eore of the thirty-
one buttons which adorn sleeved waisteoat of the late
1730s. where they vie for attention with the opulence of the
woven fabric. A brown vibbed silk is richly brocaded with
coloured silks. chenille, silver filé and frisé in a pattern of
large [lowers. Such an expensive material has been reserved
for only the paris that will show under a coat: the waisteoat
fronis, the back skirts, and a wide band at each wr

A man’s sleeved w at of
brown ribbed silk brocaded with silk, chenille and
silver threads, lined with ivory ribbed silk.
English, 1735-1740
T.72-1951






BUTTONS

A mapining vesion of silver filé and fi
the buttons on this mid-18th-centur ;
Only one of the three adorning the cufl is a working hutton;
it= loop of twisted silver filé can just be seen on the lower right.
Seven identical buttons are used to fasten the front of the
jucket and one reinforees the top of each side pleat.

For more details about this jacket. see p. 102,

A woman’s riding jacket of hrown
aid, lined with brown silk.

T.554-1993

1o

Grossy seice sik threads have been wound repeatedly over a
domed wooden core to form the ground colour of the mid-
18th-century passementerie coat button illustrated in the
detail. It has been finished with a eruciform pattern of tightly
coiled silk cords. The gleam of the threads complement the
glistening surface of the beige and white ligured silk coar.
Passementerie buttons in silk were always made 1o match the
colours of a garment.
For more details about this coar. see p.4+.

A man’s coat of beige silk.
French. 1740z
T. 614:1-1996






BUTTONS

Pram
design finish off
century. The button
turning: the motif w
called a rosette. attached to a lathe.

PEWTER BUTTONs with o simple
s modest fustian coat of the mid-18th
wgraving process was know
d by means of a pattern
Here, repeating

as en

the
engraving in concentrie circles has given depth and texture 1o
the trefoil motif. Engine turning was used for ivory and box-

y. and by the 18th centur had
become a popular method of decoration for metals. inelud

wood in the 17th centu

buttons and silver boxes,

Like the coat on p.114. this
made for & wedding,
embroidered example. It is clear from the condition of the
coat that it was much worn and, exemplifies the
ned tastes and economical habits of the 18th-century
alish middle class.

is also reputed 1o have been

but its simpli contrasts with the

as such,

A man's coat of fustian lined with linen.

Given by James Potter, Esq.. Master-Tailor of Derby
T.962-1919

BORATELY EMBROIDERED BUTTONS and a simple silk and metal
thread braid are the only adornment on this salmon-pink silk
coat of the late 1 - Interwoven pink silk. silver-gilt filé and
ver strip form the base of the button
silver spangles threaded on silver-gilt filé. The button shown
here oceurs at the top of the back pleat, The narrow braid
edges the pleat. and it has been cleverly mitred 10 serve a dou-

onto which are sewn

ble purpose: to reinforce the top of the pleat and also o form
a decorative ground for the button. For more det
this coat, see p.70.

A man’s coat of salmon-pink silk
with silk and silver ribhon tr
Inglish. 1775-1780
Given by Mrs Phoebe Timpson
T.363-1995

8

coat of the
o/brown wool flecked with blue and red,

Twerve ciir-srass buttons embellish this man’s
1780s in a subtle gre

Their decoration was made by a variety of methods: hammer-
ing, chas . stamping or moulding. The effec
pattern of a central rosette with es mul concentric
ircles on these buttons was ereated during Ilu casting process

The fabric of the coat features a woven siripe: l)u- dots or
specks of eolour are made by extra warp threads in red and
blue. The deep turned-down collar with a point at the centre
back. the long skirts and simple cuffs, all date the coat 0
the 1780s.

grav

1lia

at of wool. lined with silk.
English, 17805
T.358-1980

A man

||

L-H_‘ |

o wirn floss silk, pastes and silver span-

m an integral part of the fine needlework on this 1790s
man’s formal coat. Each has a ‘wheel” of satin stitch enclosing
a central paste encircled by spangles: th
points’ echoing the elements of the main embroidered decora-
tion. The striped brown silk of the coat has been appliquéd
with wavy bands of pink silk overlaid with an early machine
net (that is, a net made on a warp frame). Over this ground
spreads a pattern of lealy sprays also worked in silk. pastes
nbroidery samples at the Musée Historique
ssus in Lyon show several remarkably similar paiterns,
ing a net ground, with pastes and spangles worked in
comparable styles, on dark. striped si

y act as ‘punctuation

Court coat of embroidered and
appliquéd striped silk, lined with ivory silk twill.
French, 1790s

106-1891

A man’s







BUTTONS

Daisty stver-cir passementerie buttons fasten a 17605
woman’s riding waisteoat in eye-catching bright pink silk.
Each button has a wooden core. simi rd
siquash. The knabbed edges form useful notches to secur

strips of foil and threads which are wound over the silver-gilt

ar in shape o a et

foil ground.

A woman's
with silv

0 o o 0 o

The upper part of women’s 18th-century @ attire consist-
ed of a masculine-style coat and waisteoat, Here the infl of
dress ended. and, mounted side-saddle, 18th-century
had 10 cope with the encumbrances of petticoats
z hoops.

men's
equ
and rid

SNl

steoat of pink silk embroidered
gilt thread and sequins.

English. 1760s
Given by T. J. Edward

T.15:

120

-1979












TASSELS

pended from tiny metal rings decorated with silk knots, Their
fully texture. shimmer and delicate form is set against gleam-

A pozEN pELICATE tassels decorate the [romt skirt panels of a

trained 18th-century sack-back gown. The sack-back forms
part of a white satin gown and matching petticoat of the ing satin and the lines of prettily puffed satin trim.
For more derails of this gown, see p.56.

late 1770s.

The tassels are made of fly braids and silk chenille sus-

A woman’s sack-back gown of white satin
English, 1775-1780
T.2-1947






Espromery v siver-cier thread and silver-gilt spangles
sparkles against the cream wool of a dress coat of the 1770s.
The professionally worked design consists of finely drawn
garlands and festoons entwined together and worked over
narrow ribbons of plain ivory silk. At intervals the garlands
are caught up by tasselled cords. This pattern is resticted to
the fronts, pockets, cuffs and back pleats. Tasselled dec
ration worked in silver and silver-gilt purl is shown on the cuff
in the detail. A sliver of colour is just visible along the bottom
of these tassels: this is a line of raised satin stitch embroidered
in red silk. The fine buttons on the cuff are purely decorative,
of silver and silver-gilt foil wrapped over a wooden core.
©broidered with spangles. silver. and silver-gilt thread,
This embroidered decoration is of late 18th
century as it enters the neo-classical period which favoured
austere yet elegant motifs. Tassels in various forms were a
particularly popular element of design at this time.

rieal

A man’s coat of wool with embroidered decoration
of tassels in silver and silver-gili thread and spangles,
English. 1770s
650-1898

120

Tis MaN's LiLac wool dress coat of the 17705 is lavishly dec-
orated with mother-of-pearl buttons and tasselled frogging of
silver thread and silver spangles. The 2-inch long (5em) tas-
sels hang free from the frogging down the fronts, along the
pocket flaps and around the culfs. They would have swayed
in the most beguiling manner when the wearer moved. The
frogging is of silver spangles stitched (o strips of parchment
arranged in simple open twists with the tassels attached at one
end. These are constructed from a cirelet of spangles from
which hang two steands of silver spangles laid on silver strip
and about a dozen silver threads worked in chain stitch. The
combination of silver threads and spangles provides a shim-
g effect. and would have been especially effective in can-
dle light. The mother-of-pearl buttons which are highlighted
with tiny coloured pastes around the rims give added lustre,

mer

A man’s coat of wool trimmed with tasselled
frogging in silver thread and silver spangles,
English. 1770s
Given by Mrs Phoebe Timpson
T.365:1.-1995







Tris i8ru-cexruny knitted silk cap is dominated by a superh
16 inch (40.5cm)-long silk tassel. which matches the cap. The
tassel is made up from over 100 silk threads. divided into two
skeins and twisted into a rope which measures 1% inches
(3.8em) from the erown to the first of four flattened lozenge
shapes which can be seen in the drawing. The fluffy appear-
ance of the tassel is ereated by the ingenious use of tfted silk

rings which have been threaded onto the skeins of silk. They
have been tightly bunched together so that the tufted ends
merge creating a soft silky pile,

The cap has an attractive all-over design of chevrons and
lozenges. Tasselled caps like this were worn by both men and
women. probably on gala occasions or festivals. and formed a
distinetive part of Spanish traditional dress.

A cap of knited silk.
Spanish. late 18th century
Given by Mrs Pamela Sanguinetti
T.176-1958

128






FRINGES

AN INDIAN

iveRE shawl wa 1=7eni(u|s|y |‘r-.~ly|l'(| to make a
man’s square eut waistcoat of the 1780s. A most attractive
feature are the fringed ends of the shawl which have been
incorporated as the trimming on the edges of the lapels.
Lapels were introduced as a regular part of men’s coats and
in the 1780s and 1790s. One of the in
shion was to wear the waisicoat lapel oy
lapel as an eye-catching feature. This fashion was eventually
assimilated into men’s evening dress as the silk lapels which
appear on all full-dress tail coats and dinner-dress juckets.

wations of

the coat

teoat of ¢

1780s

A man’s ws
English.

Given by 1. Gordon Macintyre
T.440-1966

m“ﬂlﬁmwmlhﬂ'm i W‘

A perTicoat or a trained wedding gown of 1782 is mads
white Spitalfields silk woven with silver strip in a design of
small silver leaves and t wed with a silver [ringe. This ele-
gant gown has a closed bodice and an open-lronted
revealing the matching petticont. The detail reveals the atirac-
tive trimming on the petticoat. It consists of a fringe of silver
strands headed with a row of silver spangles and interspersed
with tassels al: rated with silver spangles. The white
with silver combination conveys bridal purity and the silv
nents were introduced to glx t in the hg,h! as the b
moved about. This wedding ensemble is said to have
made for a Miss who married her cousin.

1 ded

e

been

rn Bodicort

Samuel, of Yarborough Hall, Norfolk, in 17 Sadly sl
died. just eight years later, on 2 July 1790.

A petticoat of white silk woven with si
English, 1782
Given by Mrs R. Stock
T.80A:-1948

er strip.

130

Tms wiiTe sann waistcoat is extravagantly trimmed with
ced rabbit fur. Oceasionally used as a decorative trimming
nen’s and women’s dress in the 18th century. here. it is in
s to imitate [ringing. This is one of the most outrageous
anrl daring uses of fur, r'-pt‘r'|n|l\' as it is dyed a virulent greer
However the colour may have undergone a chemical change
alter two-hundred years. There are several charming features
woat: it has black velver ribbon embroidered with
embroidered floral buttonholes and
I carnation on the lapel. The introduction of
lapels on waistcoats seems to have inspired this delightful
idea. as it appears on other waistcoats of the period. Similar
waisteoats were made in Fr for the Spanish market.

A man’s waistcoat of white satin with fur trimming.
French .’ql):mhh 1760s-1790s
Given by Theophania Fairfax

I.858-1919







FLY FRINGE

YARDS OF MULTI-COLOURED,
edge of this 1760s mantua. stomacher and petticoat. It con-
sists of red silk woven with loops of white cord. and loops and
wifts of vellow. red and white {loss silk. Some of the tufts are
knotted at the ends to hold their shape. while others are knot-
ted at the base to allow them to fray. The gathered ruffles of
the stomacher have been edged with braid and then arranged
in deep curves. The mantua is made of Spitalficlds silk with a
woven design of shaded red. pink. orange and yellow floral
sprays against an ivory ground patterned with cannelé stripes
and feathers. The random combinations of the patterns of tex-
tile and braid, as well as the surface broken by applied gath-
ers and fringing, create a shimmering. fractured texture so
characteristic of rococo decoration,

intricately woven braid trim every

Fly fringe is a particular type of trimming found on
women'’s clothing in the third quarter of the 18th century. It
was a form of braid using cord and floss silk usually woven.
but also knotted and wfted. Fly fringe was produced by the
passementerie trade (known in Britain as parchmentry) and
sold by the haberdasher. Barbara Johnson bought *2 dozen
and a half of fringe... ai eight shillings a dozen’ to match a
garnet-coloured paduasoy in 1762, and included swatches of
both in her album.' While twenty-four yards of fringe may
seem excessive. the dense coverage of the surfaces in the man-
tua shown here indicates how easily such a length of braid
could be used.

1. Rothstein, Nata
(Thames imd Huds

il Barhara Johnson’s Albanm of Fashions and Fabries
1987). plate 9,

A mantua and stomacher of
ivory silk trimmed with fly fringe.

s P. Lloyd

TA20&B-1961







FLY FRINGE

bt

spaminns

Ty woserres Mank of parchment strips, covered with silk and
twisted into the configuration of petals. form the decorative
focus of the fly fringe on this 1760s sack-back gown. Their
shape and method of manufacture resembles similar rosettes
used in the embroidery of James II's wedding coat almost a
hundred years earlier (see p.80).

In this 18th-century example. a plain beige silk has been
embroidered only on the robings. sleeve ruffles and front
edges of the gown. Coloured silks in satin stitch and couched
silver-gilt strip and filé thread have been worked in a pattern
of large flowers and leaves. In addition to the rosettes in var-
ions colours, this distinetive braid incorporates loops of silver-
filé thread, with tufts of coloured floss silk.

A sack-back gown of silk embroidered with coloured silk
anid metal threads. rimmed with parchment fly fringe,
English. 1760s
700-1864

Tue noserres ¥ the fly fringe of this sack-back gown have been
made with concentric cireles of tiny loops of floss silk in con-
trasting or graduated colours of white. pink and maroon. Some
are wired in pairs to the main braid, allowing them to stand
upright from the silk. The fringe itsell is made of a core thread
of linen wrapped in dark-green floss silk with short tufts of
white and green silk. The overall effect. like most fly fringes.
was of a twisting vine sprouting tiny leaves and flowers,

The green and white satin has additional shaded stripes of
darker green and brown. Individual sprays of pansies, morn-
ing glories, auriculas, carnations. bluebells and roses have
been embroidered in chenille thread on the white stripes,
accentuating the floral theme of the braid.

A sack-back gown of striped satin embroidered
with chenille thread. wimmed with {ly fringe.
English, ¢.1770
Given by the late Miss EM. Cooke
T.471-1980







FLY FRINGE

Two 1vees o fly fringe have been used on this sack-back of
1770, one as a trim and one as type of tassel, White floss silk
1a twisted silk cord. with tufts of green and pink
. [ront and rob-
g T These have been further embellished with rassels
made of a fringe of twisted and knotted white and green floss
silk. with tufis of yellow and green. Added 1o these are circles
of blue and graduated shades of pink silk which give the effect
ol small posies. Down the front of the gown these measure
about 3% inches (8cm). Shorier lengihs of the same fringe
have been attached to the corded braid on the sleeve ruffles.

WOVEn wi

s the braid edging the engagean

The gown is made of ivory silk patterned with stripes and
floral sprigs. and brocaded with floral sprays in yellow, blue.
green and shades of pink. The degree to which the braids
match the colouring of the dress fabric suggests that they may
have been made to complement each other. In Barbara
Johnson’s album, the shades in the fly fringe correspond per-
feetly with thase in the silks which they accompanied. In these
cases, the braid maker may have ereated a fringe to match a
silk pattern supplied by the weaver, and the two would have
been supplied by the silk mercer.

A sack-back gown of figured ivory
silk trimmed with fly fringe.
ish, ¢.1770
Given by Miss Galfin
T.12-1940
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RIBBONS

Tne pivk six taffera ribbons on these 17th-century stays per-
form a praciical. as well as decorative role. They at
sleeves to the body of the stays through threaded loog
ing them to be worn or left off according to the di
the w they also fasten the shoulder strap to the stay
front. What is especially unique about this ribbon is that it
retains the aiguillettes. a thin strip of tinned iron, erimped
around the end of each ribbon. so that it can be threaded
throngh the loops easily and without fraying. A pink grosgrain
ribbon binds all the edges of the busk and stays and covers the

latter’s seams.
This side view illustrates the typically late 17th-

entury
profile of the stays, The whaleboned back reaches as high as
the shoulders and covers the very top of the arm. dipping in
front 1o show some décolletage, Both the front and back are
flattened, ereating the long. tubular torso fashionable for
women in the 1660s.

For more details about these stays, see p 12,

A pair o ved stays and husk of pink wat
silk trimmed with pink silk taffeta ribbons
English. 1660-1670
Given by Miss C.E. Gallini
T.14-1951

138

Ercn

~ peep Bows of ivory silk ribbon adorn the waist of this
17th-century quilted doublet. Originally, ribbon points were
used to attach the doublet 1o the breeches. but with the

growth in size of the waist tabs or doublet skirts, the ribbons
became decorative in order to remain visible. Large metal
hooks on the inside of the breeches fasten them to the doublet.
The 4em-wide ribhon is woven in a small figured pattern of
diamond shapes. A decorative picot is formed by extending
the weft threads beyond the selvedges. Each bow has a
thread-covered, shaped conical button stitehed to its centre.
s of ribbon were used to decorate fashionable
ntury, both English-made and imported
tice. Shoe roses and garters sported enor-
mous bows of ribbons: they were also threaded with jewels
and worn as necklaces. Along with jewels. strings of pearls
and veils, ribbons were incorporated into women's hairstyles.
Due to their fragile nature and exposure to wear. the sur-
vival of ribbons from this period is very rare. The
and volume of these bows are particularly remarkable.
Far more details about this doublet, see pp.26 and 112,

from France and V

A man’s doublet of quilted satin lined with silk and linen.
English, 1635-1640
347-1905






RIBNBONS

Two tyees oF subtly coloured and intricately woven ribbons
cover the gauntlet of this mid-17th-century suede glove. The
widest one (1 inch: 2.5cm) incorporates two stripes of silver
thread and strip in a rarely found gauze weave, flanked with
stripes of tabby woven beige silk and silver-gilt strip. The weft
thread is silver, which forms a picot on either side of the rib-
bon. Ivory and salmon-pink silk with silver suip form the nar-
rower (% lem) ribbon: an identical version in maroon
and yellow is also used. Unfinished selvedges create a deco;
tive frayed edge. The gauze ribbon has been arvanged in deep
loops and interspersed with clusters of loops of the narrower

Ribbons were an important adornment for gloves and this

taste for a looped or ruched treatment exemplifies the style of

the 1660s and 1670s. This glove is otherwise unadorned. A
faint line of beige along the seams indicates that it was dyed
after it was sewn together, with a pad sonked in dye. rather
than being dipped.

All types of trim — tassels. ribbons. fringes. galloons, tapes
and metal braids — were known as ‘narrow” wares, as they
were originally woven on narrow hand-looms, mainly by
waornen in the 14th and 15th centuries. Only one lace or rib-
bon could be worked at a time. The Dutch engine loom was
inyented about 1604 and by the middle of the century it was
capable of weaving up to twenty-four ribbons at a time, while
requiring only one worker 1o operate it. This sudden increase
in the output of narrow wares may well have contributed to
their extravagant use in 17th-century dress

A glove of dyed suede trimmed with
metal thread gauze ribbon and silk ribbon.
French. 1660-1680
T.229-1994
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FOILS & PASTES

s foil scatter across this opulent
waisteoat made of an unusual weave of alternating bands of
chenille and silk, Patterning wefts of pink and green add
floral motifs to the fabric, over which are appliquéd chenille
and silk flowers worked in chain stiteh. with silver-gilt span-
5. purl and gili-foil flowers. The matching coar is similarly
Its shaping and construetion date it 1o the 1760s,
tus as formal wear.

Lakrce peTALs OF gilt-b

h decoration indicates it

A man’

These Mashy foils are typically found in the third quarter of
the 18th century. They were made from thin sheets of metal,
sually gilt or otherwise
stamped out and

sommonly silver or brass, which were
coloured. Simple floral or leal shapes were
punctured at the edges to allow them 1o be sewn to the fabric.
A border of metal purl was worked around the perimeter of

the foil to hide its raw edges.

waistcoat of woven chenille and silk,
embroidered with silk. chenille, spangles and f
ench, 1760s
571:A-1904







FOILS & PAS

Gorn TISSUE foundation for this
extravagant 1780s waistcoat. Over the shimmering ground i
ed a delicate pattern of swags, bows and floral sy
Iver-gilt spangles. purl and beads. enlivened with red and
green spangles. as well as red foil. The lightness of the pattern
conforms to the new neo-classical aesthetic, while the overall
richness harkens back to the carly 18th century, and demon-
strates the conservatism of formal clothing. This garment
would have formed the contrasting element to a Court suit.
perhaps of a lush red velvet. such as ean be seen in Thomas
Gainshorough’s porrrait of Caprain William Wade of 1771,
which features a similar gold waistcoat,

PROVIDES & sumpluous

A man’s waistcoat of gold tissue embroidered with spangles.
beads and foil, backed and lined with ivory silk.
French. 1780s
Mrs Phoebe Timpson

T.364-1995

Gilt

AN EYE
tive pattern of this 1780s Court w a pale
ground of silver tissue flow parallel vertical li ver-gilt
spangles stitched with black silk in a pattern of alternating
angles and curves. Small sprigs of silver purl and black silk are
interspersed between. The pockets and front edges are bor-
deved with spangles. and floral sprigs worked in black and
white glass beads. Along the lower edges. an applied net of sil-
ver thread has been embroidered with w g lines of spangles
and the glass bead motifs. The richness of the materials con-
wapose the restraint of the pattern, exemplifving an intriguing
blend of up-to-date design on an old-fashioned style.

A man’s waistcoat of silver tissue, with silver ner.
ith glass heads, spangles and purl.
lined with silk twill and fustian.
French. 1780s
Gift of the Earl of Gosford
T.133-1921

embroidered
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eloped as a substitute for gemstones.
p 5. in the 1670s. and by the 18th century
became a very popular type of jewellery: it ocenrs in embroi-
dery in the last three decades of the 18th century. Tt usually
had a backing of thin metal, cither silver to heighten its bril-
liance. or coloured foil to approximate other precion
The paste here has erazed or clouded. but when new it wonld
have sparkled as brightly as a mirror. When Beatrix Potter v
ited the V&A in 1903 o look for inspirvation for her children’s
story The Tailor of Gloucester, she was shown this coat. It
appears on page 12 as a backdrop to an illustration of a little
«l in an 18th-century pet-en-l'air and mob cap.

stones.

mouse dres:

A man’s Court coat of silk velver embroidered with past
spangles and purl. lined with ivory silk satin and fustian.

French, 1780s
//\j
| 1

1611-1900

VARIATIONS OF SILVER tissue. woven-to-shape, form the fabric
of this glittering 1770s waistcoat. Against a ground of green
silk. with a stripe of silver strip and thread, twisis a solid silver
band along the front and lower edges, beneath the pockets and
on the pocket flaps. Additional pattern wefts in two shades of
brown, two shades of green. and pink, create a floral design
over the silver meanders, These morifs have been further
heightened with red-foil flowers. silver spangles and purl.
Silver tissue covers the buttons, which have been decorated
with silver purl and spangles. with blue- and red-foil spangles.

A man’s waistcoar of silver tissue embroidered with foil,
spangles and purl. lined with ivory silk twill and fustian.
French, 1770s
Given by the Earl of Gosford
T.137-1921







EMBROIDERY

DETACHED BUTTONHOLE sTITCH on the peapods and beeswings of
this early 17th-century jacket lend a three-dimensional quality
1o its lush texture. From under each pod peep tiny silver-gilt
Silver-gilt thread in plaited braid stitch defines the scrolls
the spangled linen ground. Amongst a pro-
fusion honey.
cornflowers. pansies, rosehips. strawberries, quinee and vine
leaves creep little worms. All are worked in trellis, chain and
back stiteh in a variety of hues and with silver and silver-gilt
threads. The use of the coloured silks is both subtle and eceen-
iric. The vine leaves shade delicately from dark green to yel-
low. vet the bees have wings of bright blue and deep red. All
the black threads have disintegrated, leaving only the stitch
was used only sparely for the anten-
ns, the birds™ and bees” legs, and the

of carnations,

roses, foxgloves, borage, suckle,

nae of the bees and wo
calyx of the rosehips.

The design of the embroidery has heen carefully planned.
The two front sections are mirror images of each other, as are
both the outer and inner sleeve pieces. Most unusually an
almost identical piece of embroidery survives in the collection
of the Embroiderer’s Guild, EG 79 1982, a panel probably
intended to be a cushion cover. Not only is the pattern and its
component elements of flowers. insects and a bird ve v alik
bt the use of colours and stitches corresponds. The striking
similarities suggest that both objects were inspired by tlu-
same design sources, and the comparable needlework implies
that they may have come from the same workshop.

A woman’s jacket of linen embroidered with
coloured silks and metal thread. lined with pale blue s
English. 1600-1615
1359-1900
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A vamiery oF weLL-kyown flowers have been selected as the
embroidered decoration on this linen jacket of 1610 1o 1620.
Honeysuckle, borage, pansy, rose, foxglove, cornflower and
carnation accompany grapes, strawberries. birds and butter-
flies: all are contained between coiled tendrils of silver-gili
plaited braid stitch. Embroidered linen jackets are partieular-
Iy associated with English women’s fashions of the late 16th
rly 17th century. The charming and naive designs of
plants and animals are derived from domestic embroideries of
the 16th century. which were taken from various sources such
as patternbooks, herbals and emblem books. It was also pos-
sible 1o buy embroidery patterns ready-drawn on paper or
linen. The detail illustrates some of the floral designs, Trellis
stitch has been applied to the flower petals and leaves (some
of which have been padded), and stem. chain and long and
short stitch, Roumanian stitches, spider knots and speckling
also appear, the ground sprinkled with silver-gilt spangles.
The embroidery is most probably the work of a professional.
Some embroidered jackets were carvied out by competent
amateurs, as many ladies of this period were accomplished
needlewomen: “..it is impossible 0 say with any certainty
whether [embroidery] is domestic household work, or whether
it is professional.... It is the integrated expression of a soc m\'
still creative and joyful in the things it could make and u
For more details about this jacket, see pp.16 and T4,

and

1. EF; field Dighy (Faber & Faber 1963), p

hethan Embroidery by George Wi

A woman’s jacket of linen embroidered in coloured silks and
silver-gilt thread. and trimmed with silver-gilt bobbin lace.
inglish, 1610-1620
T.228-1994






EMBROIDERY

\ peep carzation-ping silk is the only colour nsed in the embroi-
dery on this early 17th-century woman's smock. The needle-
work is equally simple. e stitch, Nevertheless,
the interlaced lattice erlr'lusmg floval motifs creates a visnally
satislying design. The knotted composition was inspired by the
strapwork of Ttalian mannerist ornamentation, which become a
popular design element in Elizabethan and Jacobean decorative
s. Late 16th- and early 17th-century portraits reveal the fre-
quent use of strapwork in embroidery. in the form of a grid of
ilinear and contrasting colours and
frequenty outlined in metal thread. These are often inter-
spersed with images of flora and fauna. natural and fantastie.
inspired by horhn bestiaries and emblem books. Here the
s of two repeating patterns which run
gonally flmn lower left to upper right: one with a carnation
IIIII‘IIID[IIIgA the other with roses.

reular forms worked i

rect

A woman’s smock of linen embroidered with silk.
English, 1600-1620
I.326-1982

Trs myrarcaL smp is just one of the delightful creatures that
populate an embroidered jacket of the 1030s. Worked in red
waol on a thick twill of linen warp and cotton weft. the coarse-
ness of the thread and heaviness of the ground lack the deli-
iner linen,

sroidered in silk on
but overall the work has a certain enchanting vitality. The
design shows a development in later IH('I]III an needlework —
the ‘v(’!’()“lllﬂ vines seen on jackets of the first two decades of
the 17th century have disappeared. Each motif is worked sep-
arately, while retaining the eurvilinear dynar

cacy of similar garments e

ism typical of
Jacohean embroidery, Du:mg the later 17th century, this type
of needlework, known as crewel work, grew in pnplllarm' It
became a principle method of decorating household furnish-
ings. particularly bed curtains and valances.

A number of contemporary alterations to the front and
sleeves of the jacket have been made.

A woman’s jucket of cotton-linen
twill, embroidered with red wool.
English, 1630s
T.124-1938

Ax EXTRAORDINARY TONAL effect is created with black silk
embroidered on linen on this jacket of the 1620s. In the 16th
blackwork embroidery typically used a variety of

centur

geometric patterns within the space defined by the outline of

a flower, leaf, insect or bird. A new style of design developed
at the turn of the century with the use of speckling stitch. This
was a series of tiny seed stitches, longer and worked more
densely at the edge of an outline. decreasing in frequency and
length towards the centre of the motif. giving a subtle shaded
effect. It is thought that the embroiderers were copying the
linear visual qualities of the woodblock-printed emblem
books, from which they drew so much inspiration for their
motifs and figures.

For more details about this jacket. see

18.

A woman’s jacket of linen embroidered in
silk thread and trimmed with bobbin lace.
English. 1620s

T.4-19

Tue macrry ox this remarkable early 17th-century jacket is
one of the most visually sophisticated examples of its kind. An
extraordinary range of mythical creatures and secene
embroidered. Three

§ were
1es resemble closely images from
Gelfrey Whitney's A Choice of Emblemes and Other Devises
(1586): Actacon devoured by his hounds, Bacchus beating a
drum, and the pelican in her piety. A variety of beasts. real
and fantastic, have also been included. as well as exotic and
estic birds. All of these devices are incorporated into the
n within flower. fruit or leaf-shaped compartmen

The tragedy of this masterpiece of erudition and design is
that the black silk embroidery threads contain iron as a mor-
dant, to achieve the desired intensity of the dye. Over the
years, the iron causes the silk to disintegrate. The detail indi-
cates the extent of the loss; only a few motifs are now intact.
There are no modern conservation techniques t prevent this
sell-destruction, and a fine dusting of black under the jacket
indicates its progress. Photographs taken for this publication
record the remaining endangered splendours of this garment.

£l

A woman’s jacket of linen embroidered in black silk thread.
inglish. 16205
T.80-1924







EMBROIDERY

Brack sik emeromery creates a rich effect on thi
leather doublet of 1625 10 1630, Very few early 17th-century
leather garments of such high quality survive.! This doublet
has a fine suede finish which was popular for fashionable
leather items in the late 16th and early 17th centuries.

The skirt tab in the detail illustrates the various embroid-
ery stitches which have been used: these include raised satin
teh, French knots, couching and stem stitch. The compact
ign of siyli

soft kid

sed floral and leal shapes is divided into panels
which are bordered with couch added
dimension, the larger motils are worked in raised satin stitch

and the ground seattered with French knots reinfc
dense nature of the impressive design. The entire d
first been worked in brown linen thread.

This doublet o

dered suede leather el
A and The Stiblsers My

be Tound in Junet Amold's hook.

Pantern
One of the earliest survi
of 1500 BC, held in the M

et s a gaelle-skin loin

L LUSA

wm of Fine Anis Bost

A man’s donblet of
embroidered leather.
Fnglish. 1625-1030
Given by Lady Spickernell
T.146-1937






EMBROIDERY

|||| sHELL, THE quintessential rococo motil, constitutes the
s of |l|l‘ l‘lllllr(!lll(‘l\ ||i|1'[('l n on |h|'~ ‘*Illll‘ll) 4U|l|| mantua
of the 0s. Leafy serolls. latticed arcades and tassels
also featured. as well a profusion of realistically rendered
flow including jasmine, pec roses. poppies.
wnes. hyacinths, carnations, hon
le. cornflowers. tulips and daffodils, 7
sty ol coloured silks in satin stitch and
A\ wealth of couched silver embroidery in filé. frisé. swip and
purl delineates the leaves and the non-floral components of
the pattern. Some of the serolls and border elements have a
backing of parchment, for solidity and regularity of line, The
and hases of the shells have been thickly padded
underneath. To replicate the veined texture of each leal. a
rechnique called gaufrure has been used. which gives the
face of stitching a vippled effect by varying the height of the
padding under the silver embroidery. The patiern uf the silver
hells and serolls has been arranged symmet

re

morning glory. anef

These hay

[REETE

ur-

ally at the hem,
but the layout of the flowers, while balanced. does not match
on either side.

Such a naturalistic design so sumptuously executed char-
acterised Court dress of the 17405, Elizabeth Robinson (later
Mes Montagu) wrote of a similarly worked garment worn by
Duchess of () in 1740: ‘her cloathes w
embroidered upon white satin; Vine leaves. Convulvus and
Rosebuds shaded after Nature....” !

the shn

1 Emily Climenson, Elizabeth Montagu. 1

1 nven of the Bluc-stockings. Her
deace frop 1721- 17060, (Lo

Joluy Murray 1906), vol 1. pp 6364

A mantua petticoat of ivory ribbed silk
embroidered with coloured silks and silver thread.
English, 1740-45
T.260:A-1969

Mex"s Counrr press was as lavish as that worn by women. This
luxurious sleeved waistcoat of the 17305 is made of yellow
satin and embroidered with coloured silks and silver threads
including filé, frisé. strip and purl. A pattern of large flowers
and leaves with feathered scrolls covers the front edges, the
pocket flaps and the whole of the skirt fronts. The silver
threads have been couched. while the silk is worked mainly in
satin stiteh. The heavy borders of plain silver thread have
been worked over pieces of shaped vellum or parchment. in a
technique known in the 18th century as guipure. In several
s. the metal and fibre embroidery threads have been
intermingled, either side by side in narrow strips, or by couch-
ing silk thr cer purl. A honeycomb pattern of sil-
ver strip and purl constitutes the centre of the large s
allows the
Passemente

ar

ads with

rolls and
ich saffron satin 1o show through the needlework.
ie buttons, each worked with silver foil. purl, filé
and a single silver spangle. edge the pocker opening and fas-
ten the front.

The waisteoat is unusually lavish, the expensive satin has
heen used for the back of the: gurment as well as the sleeves.
Charaeteristic of the 1730s are the extent of the embroidery
and the length of the w To make them stand out, the
deeply f] g skirts have been wired at some later date, |
haps for faney dre

steoat.

A man’s waisicoat of yellow satin embroidered with
silk and silver thread, lined with fustian and ivory silk.
1. 17305







EMEROIDERY

\ commvariow of silk and chenille in diverse colours provides a
sumptuous embroidered surface to this waisteoat of the 1740s.

Such well-known flowers as peonies, tulips and roses
included in this design of outsize floral motifs. Large flowers
and plant forms were a feature of 1740s textile design and
appeared to dramatic effect on men’s waisteoats. A lavishly
embroidered waisteoat like this would have been expensive,
probably costing between €6 and €10 or 11 guineas. The
higher price level accommodated precious metal threads.!
his de when men dressed as flamboyantly

are

was the lasi d

as women. Many revelled in extravagant attire selecting bold
designs in ant eye-catching colours, T conspicuous
mode of dressing declined as the second hall of the century

ushered in more conservative styles.

The donor believed that this waistcoat had belonged to her
ancestor Edward Kensington who married in the 17205 and
was a hotelier in Salishury.

. Burbara

ons anl Fabrics,
e is u reference to the p
anxay for an embroidered waisteonr £10 107,

watisicont

A man’s waisteoat of silk
and chenille embroidered with thread.
English, 1740
Given by Mrs Ensor
T.271-1923
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EMBROIDERY

Nort a seeck of the white satin ground of this dazzling waist-
coat is vyisible, sely have the metal threads been laid
down. A flowing pattern of leaves and flowers has been
embroidered in silver-gilt filé. frisé, strip. purl and spangles.
The ground between has been filled with silver filé. over which
is “'E)ILP(' more silver-gilt thread. purl and spangles in small
floral morifs. t\pplu'mmn of the gaufrure technique adds fur-
ther texture to the conched mﬂnl threads. By using very fine
coloured silks for the couching threads. white for the silv
and vellow for the silver-gilt. the tiny stitches holding the
metal in place ave cleverly concealed. The waistcoat has been
a|l(‘rr‘l| at IhF 'd]'ll]hl)ll‘:A [)”J}lill)l)' I.l)]l Ili.ll[(‘!' dl‘?‘.‘!ﬁ.

so

Lord Chesterfield wrote about the effeet such a sumpiuons
garment could have in public when Beau Nash. Master of
Ceremonies at Bath. appeared similarly attired: *...he wore his
gold laced clothes on the occasion, and looked so fine, that,
standing by chance in the middle of the dancers. he was taken
by many at a distance for a gilt garland’.!

= of Suffolk, 2 November 173
il hurshadd, The Hon, G .xw-ilr r!.rh
London: Joln \Iumu 1824), Vol I, pp.11

A man’s waisteoat of white satin embroidered with
metal thread. lined with white satin and fustian.
French, 1730s

408-1882
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EMBROIDERY

©coo0abe 600009 00000

v waistcoat of the 1720s is embroidered in
alossy wiln“ silk with an intricate vermiculate pattern mixed
with floral arabesques. A variety of stitches are used including
back. chain, satin. long and short, buttonhole, bullion uml
Roumanian.

Yellow became a popular colour for fashionable fabr
embroidery in the early 18th century.

and

A man’s linen waistcoat of linen
embroidered in yellow silk.
English. 1720s
T. 125-1938

1060

©0 606000090 0a

A sierven corrox waisteoat of about the 17405 is embroidered
in brightly coloured woals in buttonhole and chain stitch. This
attractive garment was probably made in India lur the
European I:Inrkel and might have been specially com-
missioned by an individual. The chain stitch was worked on a
tambour frame with a hook. The bold floral design is an effec-
tive amalgam of Indian and European elements. Making max-
imum use of space. the flowering stems spring from the waist-
coat’s front corner and reveal an exotic assortment of stylised
florets and leal clusters.

A man’s cotton waistcoat embroidered i

Anglo-Indian, 1740s

Given by Miss K. A. Sanvary
T.217-1953

soloured wools.
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EMBROIDERY

Min TAMBOURED § s in a myriad of bright colours
cover the fine cotton fabric of this dress dating about 1780.
The pattern was inspired by the painted Indian and printed
sh cottons of the 1760s and 1770s. However, the motils
are now smaller. more siylised and less densely arranged. Some
of the flowers are too abstract to identily. a very generalised
carnation and tulip can just be detected. Although the m-
bouring was almost certainly done in India. the pattern reflects
the changes occuring in European tastes for lighter, more
abstract design. The small and large spravs of flowers alternate
with a st d hird in two formations running diagonally,
The art of tambouring was introduced to Europe from
India in the 1760s. Instead of nsing a needle. chain stitch was
worked with a tiny hook attached 1o a wooden handle. The

[abiric to be embroidered was stretched over a civeular frame.

Pressing the hook through the fabric. a loop was drawn
through, ereating a line of interlocking loops exactly like chain
stiteh. except that the stitches were finer and could be made
much more quickly. This type of embroidery was undertaken
by pre
time for ladies.

The style of the dress refllects the fashionable developments
of the laie 1770s and early 1780s. The sleeves are elbow
length, the front of the bodic s down the centre with
the skirt opening over a petticoat. Piecing of the fabric in the
bodice demonstrates that the fabrie was embroidered before it
made up t worked 1o shape in any way.
wry patches on the lining at the back and under the
te that this dress was much worn and obviously
ourie garment.

ssional needleworkers and also heecame a genteel pa

and

A woman’s gown of cotton
tamboured with coloured silks.

English. of Indian fabric

d embroidery. ¢.1780

Given by Mr and Mrs G.H.G. Norman
T.391-1970
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BUTTONS

A sryvisep varrers of serolls and loops edges the hem and con-
tinues up the centre front of this gossamer-light gown of the
turn of the 18th century. It is made of a very fine cotton
muslin, tamboured with pale yellow silk. The lines of chain
stitch lie flush with one another. giving the embroider
solidity which contrasts with the delicacy of the fabric
modified version of the embroidery pattern has been worked
an the bodice and ar the wrists,

a

A woman’s gown of m

This diaphanous garment is the epitome of neo-class
dress. It has a very high waistli
inches (11.5
narrow sleg

cal
. with a bodice only 4%
em) deep. A long train extends at the back, and
es extend over the wrists. The bodice is secured
with a drawstring at the neck. A narrow (1 inch; 2.0em)
embroidered belt covers the seam joining the bodice (o
the skirt.

Jin tamboured with silk.

“nglish. of Indian fabric and embroidery, ¢.1795-1799

r M

Given b

M.E, Wingfield

20-1962
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SLASHING

\ ses-cmeuian Ialian cloak of 1610 10 1620 made of aqua-
marine satin (faded 10 oyster) is elaborately slashed and
pinked and richly embroidered in yellow silk and lined with
vellow silk taffeta.

The detail shows a part of the eloak including the hem with
g ad vron Ellllll'r".
ash is cross-eut or pinked by a smaller cut. The slash-
uated from the neck, getting progressively larger
towards the hem. A variety of small metal pun 1sed
to make the slashes and the pinking. which w

S Were

carried out

after the eloak had been lined. as some of the cuts have pen-
etrated the lining. The embroidery on the cloa

carried out
in floss and twisted silks in satin and padded satin stitch,
French knots and knotted chain stitch.

Cloaks were fashionable in the 16th and 17th centuri
conside

s and
s 10 be an essential part of a man’s costume. They
could be circular or semi-¢ e and ol varying
lengths. short. medium or long, The collar of this cloak is
- It was probably like the
doublet collar of the period.

missing as can be seen in the draw
stiffened, upr

A man’s cloak of satin.
slashed. pinked and embroidered.
Iralian, 1610-1620
378-1898

168






SLASHING

/?\\&\\\\T

Tue Epces anp seams are trimmed with white silk braid and
shed or “paned” on the chest. back and

the doublet is boldly sl

sleeves. Eight tabs or s stitched a
pointed waist with eyelet holes just below the waist seam [or
points to support a pair of breeches.

Panes first appeared in the 16th century and were intend-
ed to allow a fine shirt or coloured lining to show through.
sometimes deliberately pulled through in “pufls’. They were
rticular form of slashing where instead of the small
slashes (such as those illustrated on pp.168 and 172) the
cuts are much longer and fewer and made parallel to each
other, They appear as ribbon-like strips or slits in the fabric.
On doublets like this the panes were created by making two
cuts on each front panel and two on each back pane
ing part of the centre back seam open to create a fif
detail illustrates part of the left front, the edges of the
are bound with silk ribbon. The braids are laid on s
satin and then applied to the doublet. The stamped pattern
n made after the cuts were made. The
drawing shows a detail of the stamped design. The black
dots which appear around the waistline of the doublet as
seen in the drawing are the point holes for lacing the breech-
s 10 the doubler.

und the deeply

A man’s doublet

S A e

The front of this and all donblets uniil the 1660s are stiff-
ened inside with two triangular-shaped “belly pieces’. one
placed on either side of the inside centre front. roughly cover-
ing the area of the stomach. This stiffening kept the doublet
in shape preventing unsightly creasing and e ng an
upright carriage. Made from a variety of materials pad-
stitched together in layers and usually including gummed
buekram and linen, sometimes interleaved with paste-hoard.
There may also be additional stiffening in the form of strips of
whalebone or reeds or even strips of wood. The pointy shape
of a belly picce is softened by a final additional covering of
coarsely woven wool or linen cloth, Belly picces were eith
stitched inside the lining of the doublet or cover
matching lining fabric and stitched on top of the lining.

This lavishly decorated doublet was suitable to be worn at
Court and on other important oceasions. The porteait of the
Ist Duke of Hamilton by Daniel Mytens ¢.1629, illustrates a
similar style of doublet. complete with maiching breeches,
and conveys an imposing image of a complete outfit finished
with luxurious lace accessories.!

1 with

o satin, stamped and slashed.

English. 1625-1630
T.59-1910
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SLASHING

The slashed decoration of this man’s three-piece suit consists
of carefully arranged cuts emphasised by pinked edges.
Narrow bands decorated with silk braid separate the slashes.
The slashing is bolder on the cloak. which is shown in the
detail. The cuts are graduated in size becoming larger
towards the hem and allowing the yellow silk lining to be
seen. The eloak is made in a style that proved to be popular

in the 17th century of medium length with a hanging,
sqquare-shaped collar.

The suit is the height of fashion for the period, made for a
man of slight build. The style is a development from the ear-
lier doublet and full padded hose (breeches) illustrating the
shift 1o a simple and elegant mode that followed the natural
proportions of the figure.

A man’s cloak of satin,
slashed. braided and pinked.
English, mid-1635 1o 1640
T.58B-1910

172



RNAY




PINKING

\ crip oF tiny slits patterns the pink silk lining in the sleeves
of this early 17th-century gown for a young woman. The
practice of making decorative perforations in fabric is known
as ‘pinking” and it was a popular method of adorning dress
from the mid-16th century until the 1630s. While its nse
waned somewhat in the later 17th century. pinking is found
on 18th-century dress and was revived briefly in the 1840s.
T'he holes were made with metal punches. sometimes with a
shaped head to create an opening in the outline of a heart or
a star. The fabric would be folded several times and cushioned
with paper. then placed on a block of lead and the punch
struck with 4 hammer. By refolding the material and punch-
ing it again, a pattern of holes was created,

The sleeves of this garment are in a particular style, known
as ‘hanging sleeves”. They are cut very long with a deep curve
narrowing to the wrist. The front seam is left open so that the
arm can move free of the sleeve. which is left *hanging” from
The gown is made of a dark mulberry-coloured

the shou

cut and uneut velvet in two heights of pile, woven in a pattern
of flowers and pomegranates. An inner bodice of pink silk
lined with buckram and padded with wool provides a base for
the back pleats. There is a shaped shoulder wing at the top of
each sleeve.

The gown has suffered somewhat over the years: a silver
lace trim along the front, hem, sleeve edges and shoulder
wings has been removed and a large section of the left front
and much of the back cut away. It demonstrates the recycling
process to which most historical clothing has been subjeci:
valuable metal trimmings were unpicked and melted down 1o
create something new, and expensive fabric is remade into
furnishings. Fortunately. this garment retains enough of
original features to make it an instructive example of early
ry construction and detail !

= et sl constenedon of clothes for men
illan 1985), plate 122, for a pattern and

A woman’s gown of cut and uncut velver,
lined with pinked silk.
English. 1610-1620
178-1900
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PINRING

A yeirow sack-hack gown of the 1760s has double sleeve
ruffles with scalloped and pinked decoration. Pinking was
«till popular as a means of creating a pattern on trimmings
for women's gowns in the 18th century. Christian Russel, in
a letter to her brother Edmund in 1764, gives her sugges-
tions for a sack-hack gown for his young wife. She describes
with a sketch, the trimmings and ruffles for the gown, and is

very precise about the sleeve rulfles, which in her rough
drawing look very like this detail. She says that double
pleating above the ruffles should be like the trimming on
bonnets” and the ruffles themselves should be scalloped and
pinked on the edges.

1. Drvss inr iglhecenth Genrury England by Aune Buek (Butsford 1970), p, 74, fig. 40,

A sack-back gown of vellow silk with double sleeve
ruffles.
English, 1760s
Given by Lt Col. Robert E. Keg
T.60-1934
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STAMPING

Lustrous Wit satis forms a perfect ground for the stamped
pattern of a 1630s doublet which is part of a “grand oceasion
=nit, completed by a pair of breeches,

The detail illustrates the repeating pat
y-like flower heads and lozenges inte
ing. Decorative silk braid trims the main seams and edges of
the doublet. Purely ornamental, silk ribbons with a diaper
pattern adorn the waistline.

To achieve the pattern, fo

ern of decorative
rsed with pink-

da

P

mall metal stamps, fitted with
handles, were employed. Each stamp had a different engraved
design (three flovets and one lozenge). The work was
painstaking and called for considerable skill, Stamping was
carried out alter the satin panels had been cut ont and before
they were sewn together to form the doublet. The s

amps were

heated and carefully tapped (using a special hammer) onto
the satin to make a clear impression, The hot metal stamps
would have to be exactly the right temperature — possibly test-
ed with spit — as launderesses used to gange the heat of their
irons. A stamp which was too hot could scorch the fabric and
ruin an entire panel.

The panels were probably laid over a firm padded surface
to prevent the risk of stamps euiting the fabric. It is likely that
the satin was dampened slightly before stamping and possibly
protected by a layer of paper or fabric which might also have
been dampened. A similar technique is emploved in hook-
binding and the leathers are wetted slightly before stamping
us fine leather scorches easily.

For more details ahout this doublet, see p.114.

A man’s doubler of stamped satin.
English, 16305
348-1905






STAMPING

Tue grrecr or lace has been created by stamping a configur-
ation of holes on this waistcoat of the late 1780s, Examination
under a magnifying glass indicates that the perforations were
made by fine. but rounded teeth, which push aside the
threads, rather than severing them. The fabric was treated
with starch before the pattern was punctured to encourage the
threads to stick together, so that the holes would retain their
shape. The continuous repeat suggests that the punch was in
the form of a wheel which created a seamless design along the
length of fabric. The silk of this waistcoat may have been
woven especially to be stamped. Stripes of satin weave in large
squares and small chevrons alternate with stripes of ribbed
> enough to bear perforation without unravelling.
I'he waisteoat front is backed with pale blue silk, which s
through the holes. A fragment of a linen waistcoat in t

10Ws
col-

A man's wi

steoat of silk st
and embroidered.
English. 178

lection

ibits similar treatment: an abstract pattern of
scrolls and floral sprigs comprised of holes of varying size.
punched into the fabric. A backing of pink silk, now very
faded, once enhanced the perforated pattern.

The inspiration for such a method of decoration comes
from a similar procedure employed on the paper and card
used for fans, screens and powder boxes. Stamping perforated
designs on paper was an inexpensive way of approximating
the effect of carved ivory fans. In his Dictionnaire des
Sciences, Diderot describes how these effects were achieved on
a variety of materials, including fabri ing hoth decorative
punches and rollers with relief designs

1. Deniis Did

o, Dictionnaire des

}: Vol. I¥, pp

mped
TIET.

ned with
1790

835-1907
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KNITTING

sped with
al spr

an

tis comprised of rectangu-

lar panels cying dimensions which constitute the sleeves,
fronts and back. The design has been worked in stocking
stiteh, with a basket-pattern border at the hem. This eye-
catching garment, and others like it. pose many questions
concerning their method and date of production. Opinio
divided as to whether they are ltalian or English.
or hand-knit.

The design consists of separate {loral sp

5 are
frame

s rendered in a

curvilinear style, snggesting a date vnnlimluhlr- with jackets
embroidered with similar motifs. that is the 1630s. With only
eight stitches to the inch. the knitting frame w: airly erude
instrument at this period. and there was no me
17505 af accomodating the purl vequired for ribbing or the
basket pattern shown here. So the gauge of seventeen stitches

per inch and the ribbed squares at the hem rule out a stock-

A woman

ing frame for this jacket. What is perplexing is the strictly ree-
tilinear shaping and use of sewn bindings, rather than knitting
methods, 1o finish the neck and front edges. It would appear
that knitters in the 17th century had not vet discovered how
best 1o exploit the elastic properties of knitting for
covering the upper torso, The use of rectangles with, in some
sewn-in gores, rellects the traditional eut and construe-
n methods using woven fabrics. The linen linings and bind-
ings are also conventional ways of
ing the garment keeps its shape. I is possible that these jack-
ets were purchased as a set of panels and made up at home
thus allowing adjustments to be made to fit i

While these js

made i

1 edges and ensur-

WEeHT
‘kets were originally thought to have been
Ttaly, recent research into the knitting industries in
Britain indicates that by the third quarter of the 16th century.
the silk for such knitwear was being imported from Naples
and made up in London.

jacket of hand-knitted silk and

silver-gilt wrapped silk. lined with blue linen.
English?, 163057
807-1904

18
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ENITTING

A sivpik PattERN of chevrons worked in stocking, reverse
stocking and moss stitch. adorns the borders of this modest
jacket. It reflects the conventional construction of the previ-
ous jacket and contemporary shirts and smocks. In this case.
however. the traditional side gore is knitted into the partern.
The fronts and back have been knitted as one piece in stock-
ing stitch,
the sides s

starting at the bottom hem. Gradual decreases at
hape the gores. and a decorative line of purl edges

each one. recalling a stitched seam. At the armhole, forty

stitches from each side have been held on a needle. while the

back and fronis continue as separate pieces. They have been
shaped at the neck and cast-off together at the shoulder
seam. For each sleeve. stitches have been picked up along the
front and back armhole edge and along with the forty from
the main body. knitted with the same pattern in the centre,

from shoulder to wrist and cast off. The front edges, from
about 6 % inches (17.2em) below the neck, are bound with

linen, possibly to add reinforcement for buttons. The knitting
of the gores in the body of garment and the shaping of the
neckline without linen binding demonsirate an advance in
knitting rechnigque from the previous jacket.

A two-ply cotton varn is us dition to the tradi-
tional wool and silk, it was not generally employed in knitting
until the late 17th century. The small size of the jacket (30%
inch: 76.8cm chest) suggests a woman’s garment, while the
elongated waist, 17 ¥ inch (44 fits with the fashionable
shape of the torso. Such jackets were worn well into the 18th
century with almost no variation in the patterning. While its
minimal decoration and warm, washable yarn indicate that it
could have heen worn as an undergarment. it resembles the
lictle knitted jackets for babies, suggesting that it may have
been part of a layette, worn informally by women recovering
from childbirth,

later

A woman’s jacket of hand-knitted cotton.
English. 18th century
Gift of Eric Bullivant, Esq.
T.61-1939
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KNITTING

featured on
what must be the most extraordinary example of the knitter’s
art. The place and exact method of this early 18th-century
petticoat’s manufacture are unknown. It is 10 feet (305cm) in
ircumference. knitted in two-ply cream wool with a

T'iis MARVELLOUS CREATURE is just one of a ser

e

on-

repeating pattern of g

at the hem, some 2,050 stitches we

sts. bivds, beasts and plants. Star
on. After a narrow
ma !F’llll‘_'f‘ ()f twen-

il
stiteh begir

border. a ground of stockir

ty-twao stitches per inch. from which springs the rich panoply
of figures ding a monkey. elephant, hedgehog. lion, pig.
rhinoceros. sheep. leopard. goat. stag. horse and o3
birds such as a turkey. hawk, pelican. eagle. p
ne, peacock, swan and the ostrich illustrated here.
Ihe pattern has been made entirely of combinations of knit
and purl stitches, with tiny ey
e of stitches. a wide variety of textures and shapes ha
been delineated. For

. as well as
t.oowl

ed ran

uple. the ostrich has feet of pu

divided by dingonal:
filled in with moss stitch. Lozenge: g stitch defined
harizontally by short single. double or triple rows of purl and
vertically by single lines of purl ¢ itute the feathered body
of the bird. The underbody and tail feathers are described with
purl delineated by dingonal lines of single knitting stitches,

s, and the legs are

The neck is made of purl stitches, while the head is siocking

stiteh with an eyelet surrounded by purl and a purl beak.
The leaves have been created mainly by stocking stitch

veined with single lines of purl. or the two stitches in reverse,

us demonstrated in the upper-right corner. At the far-lefi and

A woman's

Dutch

lowe
of purl. ss stitch. Each
device on this petticoat reveals a mastery, not only of knitting
and a knowledge of the textural effects of and purl and
their many combinations, but also a familiarity with the
appearance of a wide 1 of creatu
How was such a masterpiece ereated? It has been knitted
continuously: if done by hand it must have required a huge
nber of needles (the circular needle is a 20th-century
invention). If frame-knitted. it would require a very large one
secially constructed and able to accommodate purl stitches
And how was the pattern converted from drawing to knitting
? It might have been created as tapestry is. with the
pattern behind the work. This would require exceptional skill,
for every line of every image on this petticoat is crisp and each
pattern clear. The not a stitch out of place.
The petticoat is thought to be Dutch. on the ba
the most accomplished knitters
work is equally problematic. The dimensic
panier:

lge can be seen complex checkered effects using blocks
alternating with stoc

that they
urope. Dating the
the wide
under 5

of the 17405 (and for someone very short:

et: 152em). while the imagery recalls 17th-century design,
A somewhat similar knitted petticoat, dated and
thaught 10 be Duich. sold at Christie’s in 1981, ite its

. the petticoat rems
er held a pair of
wrvel ar 1l

mysteri
who has ¢
onl

s a remarkable work. Anyone
itting needles in their hands can
of such a design and the skill with

petticoat of knitted wool.

2 1700-1750

Bequeathed by Lt Col. G.B. Croft Lyons, FSA
T.177-1926
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A wosan’s Fing linen smock of the 1620s to 1630s is lavishly
trimmed and inset with bobbin lace arranged in a distinctive
diagonal pattern shown in the drawings.! The detail illustrates
the upright collar and part of the right front.

There has been some confusion in differentiating between
early examples of men’s shirts and women’s smocks. In cut
and decoration they are v imilar being made from a length
of linen folded over at the shoulders with a T-shaped slit for
the neck opening and straight seams on either side, However
the difference in cut occurs in the side seams — a woman’s
shirt has

smock has gores set in the side seams and a man’s
from the hem. sometimes almost

open seams
the waist.

These lace insertions (probably Flemish) are of two differ-
ent qualities but of the same design — they are cleverly placed
in alternate rows. There was obviously not enough fine lace 10
complete the inset diagonal design — a miscaleulation might
have been made or. as lace has always been one of the cost-
liest forms of trimuming. it may have been just too expensive to
use the best lace throughout. An elaborate and [ragile gar-
menti. it had to be worn and eleaned with great care. Normally

reaching

A woman's smock of

ACE

lace trimmings at the neck and cuffs were taken off hefore
laundering. but in this ease the lace insets eould not be
removed and the entire smock had to be washed very gently
in order to preserve the lace

Evidence suggests that this is a night smock: this garment
is call-length and day smocks were usually shorter. Such ele-
gant (and intimate) apparel was often given as a present. The
excellent condition of this work indicates that it was hardly
worn. According to contemporary literature, smocks and
other fine linens were perfumed: ‘Be taken with the seent of
s, wronght and perfum’d.”

This garment has an aristocratic background. It was origi-
nally from the Royal Collection at Windsor and given by
Queen Victoria to one of her Ladie ting who in turn
bequeathed it to the donor’s aunt,

cambric smoc

2 o shirt of

ActIL Se 1. Val. 4, p
(London 1813}, 4 Vols.

e Plays of Phifip

Nudabuges, vl

inen

with bobbin-lace trimming.
English, 1620s-1630s
Given by L.K. Elmhirst
T.243-1959
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LAGE

A cristENING ovsTER satin bodice of the 1660s
orated with trimmings of bobbin lace and parchment steip.
ornamented with colourful silk tufts and dainty three-dimen-
sional wire florets, Each trimming is outlined with variegated
silk cords

This choice of decoration with its variety of texture
techniques offi

g

lavishly dec-

anel

a subtle contrast to the smooth lustre of satin.
h complex decoration was a popular form of ornament on
for both men and women in the late 17th century.

The detail illustrates a back view showing the top of the left
eve and bulky gauging helps to shape

dre

ad fit the sleeve.

The pleats are partly concealed under the decorative wing of
the armhole. Most of the trimming is of bobbin lace, Over
some three-hundred vears the colours have become muted.

an extremely fashionable bodice of the period, with
a typical wide neckline that is almost off the shoulders. and a
tly fitted. elegant body tapering 1o a small waist with a
ply pointed front decending below the waistline. The
sleeves are short and full reaching to just above the elbow.
The bodice would have been wo

with a matching petticoat.

A woman's bodice of oyster satin trimmed
with bobbin lace and parchment strip.

I

glish, 1660s

420-1889







OPENWORK

Four sasps of intricate insertion work camouflage the shoul-
der seam of this early 17th-century shirt. An E-shaped piece
ol linen carries two bands of buttonhole insertion stitch with-
tand is bound on either side with ltalian buttonhole stitch.
In between, the linen has embroidered pulled fabric work,
with buttonhole eyelets. French knots and bullions in white
silk thread. The pulled fabric work extends 10 ev
the garment and all the seams are joined with
stitches. A narrow strip of linen (% inch: lem). embroidered
French knots, bullions and a picot-stitch edging. binds the
5. The top of the sleeve has been minutely

pleated and the weks held in place by the insert
Pulled fabric work and picots edge the front opening which
secured with insertion stiteh at the bottom and surrounded
with more whitework.

The construction of a man’s shirt was similar to that of a
woman’s smock, except that there were no gores in the side
and the sleeves were slightly shorter and fuller, Tt is still not
certain where this finely worked shirt was made. Although the
dlework style is similar to lalian embroid,
rent in detail. which suggests an English imitation of an
ed foreign model.

A man’s shirt of linen embroidered with white silk.

‘nglish or Italian, 1625-1650
iven by Miss I7.

1.P. Hipwood

T.49-1934
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OPENWORK

Sxowy Witk Lsex neckwear of the finest quulily was the [linal
flourish of a fashionable ensemble of the 17th century.
Contemporary literature and inventories include many refer-
kwear which had become almost an obsession or
the dress conscions in the 1630s and 1640s. The illustration
shows part of a linen cutwork falling band (eollar) of modest .‘
design. of the 1630s. Here the cutwork was achieved by i
embroidering the pattern in out-line and eutting out the fab-
rie between the stitching before buttonholing the infills
Master. on his coming of age in 1640, set about improving his
wardrobe: amongst the many items of clothing and neckwear
hie ordered were (1 pmrnflumd *-Irm(r-. @4d each, and 2 bands
and 2 pair of cuffs — Sshilli
The style first appeared in I|h' late 16th and early 17th
turies, when ruffs were still the fashion. but as bands w
much easier to wear and care for, they eventually replaced
complex ruffs which demanded constant attention o look
clean and smart. Maquerelle in The Maleontent exhorts his
panions: © and — do vou hear?— you must wear fall
han must come into the falling fashion. Ther
deal o'pinning these rulfs il you should chanee 1o take a nap
i i abbacninot; vour falling band requires no poting-stick to
recover his form. Believe me, no fashion to the falling, 1 say.”

ENees 10 ne

ames

¢ 50

el

1 The Expenso ook of James Master Esq 1646-1676". Archealagin Cantiana,
Vol XV, pp. [

2 The Maleoutet by John Mars
a0

(1604), Act IV, Se. 4 Early 17h-Century Din
Evervinon F ) 1963}, S,

A man’s falling band of linen eutwor
English, 16305
190-1900

A pevieare unex jacket of the 16305, of drawn thread and
pulled fabric work. gleams with a multitude of silver-gil
spangles. It is cut in the fashionable shape of the period with
billowing sleeves that tie ar the euffs with tapes, a fitted torso
aceentuating a small high waist, and a short skirt gored to fir
over padded hips. The hem is trimmed with Genoese bobbin
lace decorated with spangles.
] isparent garment is a remarkable
n worn over a cambric or a silk smock. It
does not appear 1o have been lined at any time.

The detail shows the fine work of a sl

survival.

L v
o AN

lled embroiderer.
Spangles of different sizes are meticulously arranged 1o form
ymmetrical geometric design,

This jacket would have glimmered and twinkled as the
wearer moved about. It would have been especially attvactive
at night in the soft light of candles.

A woman's jacket of drawn thread
and pulled fabric work with sequins,
English. 16305
324-1903
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STOMACHERS ARE DECORATIVE V-shaped panels which cover the
mt of a bodice and were a part of women’s dress from the
Toth to the 18th centu "he detail shows a lavishly embroi-
dered stomacher of 1700 1o the 1720, It has a ground of laid
nd couched silver thread with hranched {lowers embroidered
long. short, satin and chain stitch and French knots, On very
grand oceasions a stomacher offered a pel
the display of superh jewels. At the Prince of Wale:
in January 1738/39. Mrs Delany observed: “...the Prince
in white satin, the petticoat covered with a gold trimming like
embroidery, faced and robed with the same. Her head and
a rock of diamonds and pearls’.!

5

lect background for

by and o of Mary Cranville, Mrs Delany. o, Lady

i D
J. Vol. 1L, pip

A stomacher of embroidered s
English, 1700-1720s
T.404-1977

Tuis six stosmacuer of the 1730s to the 1740s is embroidered
in coloured silks, laced with silver cord and trimmed with
silver braid. The set of tabs at the bottom and the eri
lacing are survivals from late 17th-century stomachers,

Ribbons were sometimes used instead of cord. The lac
served a dual purpose heing decorative and providing an
anchorage for the ends of a kerchief. The meandering floral
embroidery was designed specifically for the stomacher and
includes carnations worked in satin, stem and back stitches
with laid work in silver thread.
plain linen but this on
dye of the 1740s or 1750s and is one of the Museum’s ea
examples ol a European block print.

A stomacher of embroidered silk with lacing.
English. 1730s-1740s
Given by Messrs Harrods Lid
T.708:B-1913

STOMACHERS

Ox mis wiimework stomacies of the 1730s 1o 1740s the
entire surface is quilted and embroidered in linen thread. in
running and back stitches and French knots. The bold design
includes floral and leal motifs, pomegranates and shells. This
stomacher would have been worn with a day ensemble,

A stomacher of cotton whitework.
English. 1730s-1740s
Given by Mrs Lewis Day

T209-1920

A covovrrur stomacher of the 1730s to the 17405 is embroid-
ered in coloured silks and silver thread in satin stitch and
couching. It resembles the one on the left though it lacks
lacing and has a broader. less elegant shape.

A stomacher of embroidered si
Fnglish. 1730s-1740s
702-1902






STOMACHERS

SILVER-THREAD BOBBIN lace constitutes this stomacher from the

1740s. A rose surrounded by leaves forms the central morif

worked in filé, [risé. strip and sequins. Its solid edging and
those of the leaves and leal veins have been formed with sil-
ver thread wrapped around parchment strips and then incor-
Ju-rulr:l into the lace pattern. A stomacher as lavish as this
was probably worn as part of Court dress with a mantua. also
cmbellished with silver-thread embroidery.

A stomacher of bobbin lace of silver thread.
English, 1740s
Given by Mrs R. Stock
T.80:B-1948

202

Eenose tae uines and features of a man’s waisteoat, this mid-
18th-century stomacher has a V-shaped neckline, a line of
decorative buttons and buttonholes, as well as a contour of the
‘skivts” all imitating maseuline styling. The stomacher was
probably designed to be worn with a caraco, brunswick or
other jacket modelled after men's fashions. It is richly
embroidered in a pattern of simple fowers, worked with
coloured silks with a loose satin stitch, and scrolls and cury-
ing brackets in silver-gili thread. Applied 1o the front are
blind buttonholes made of parchment strips wound with
It thread. The buttons have a wooden core covered with
silver-gilt thread and strip. A braid of the same thread binds
the neckline and lower edge. Four thin strips of whalebone
reinforce the stomacher’s centre front.

The design and execution of the embroidery. along with the
style of the stomacher. suggest an ltalian origin,

A stomacher of silk embroidered
with silk and silver-gilt thread.
ltalian, 1760-1780
Given by Mrs P. Sanguinetti
T.182-1958
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GLOVES

SILVER AND

suveR-gilt embroidery and [fringing decorate the
gauntlet of this leather glove of about 1610 to 1625, Silver-
re scattered berween the embroidered motifs. A
variety of metal threads (filé. frisé and purl) have been used.
ing subtle changes in texture. To enliven the design. part

ailt spang

of the lmhrmll('n has been worked over pieces of red satin.
The pattern is based on leaf shapes formed by a raised pad of

linen stitches over which the silve

gilt thread is conched.

nuel Pepys recorded in his diary for February 1661: ‘my
wile and 1 and Mrs Martha Batten. My Valentine. to the
Exchange: and there, npon a payre of embroidered and six
payre of plain white gloves. 1 laid out 40s on her.”! Gloves for
men and women were frequently perfumed. Queen Mary I's
New Year gifts in 1550 included
which four were listed as pe

s of gloves of

xteen P

1 The Dinvies o
Marthews He

1 Lathuom and Willism

e
oudon: Bell 197(

2 Maaners and Expease, Juln Nieol (1797). New Year Gilts presen
Mary |

0 Queen

A glove of embroidered leather (one of a pair).
Snglish or French, 1610-1625
T.154-1930

broidered s

Twns crivson stk VELVET mitten has a richly
atlet. The embroidery is worked in
:hr'r-.ul and purl with couched work. and the coloured sil
tel Famil
such as borage. pinks
seattered amongst

v nd silver

are worked in long and short and satin s ar
flowers. favourites of the embroiderers
and lilies, as well as insects and
elaborate foliage. decorate the
each eufl and repeated front and hack, is a p
a sprouting vine. This device bears a close resemblance 10 an
emblem variously described as a spire. obelisk or pyramid,
which appears in Gelfrey Whitney's A Choice of Emblemes
(1586). These mittens are said to have been presented by
Queen Elizabeth 1 to one of her Maids-of-Honour, Margaret
Edgecumbe (1560-1648). wile of Sir Edward Denny (1547-
1500).

ol

s, In the cent

lar entwined with

A mitten of embroidered velvet and silk (one of a pair
English. about 1600
iven by Sir Edward Denny

1507-1882

200

Tuis wicury pEcoraten leather glove of the 1660s has silver
and silver-gilt embroidery on |hn- gauntlet. The detail illus-
trate ned with silver and

part of the gauntlet which is tr

silver-gilt bobbin lace and embroide

thread. purl and spangles.
the century progressed. the shape of glove
ntlets became smaller and the fi

Zers les

elongated.
lmlm:ldrxr:-(l decoration often revealed n preference for
purely metal thread embroidery.

the designs arranged in simple
shapes and using a wide variety of IImAmI-: Metal bobbin lace

and silver and silver-gilt fringing retained their popularity.

A glove of embroidered leather (one of a pai
French. 1660s
Bequeathed by Mrs E. A. Blandy
T.225-19068

liulml “Il:ll&l('h u hum -nhnpml motil, worked with enormous
skill in purl and filé with silver and silver-gilt bobbin-
trimming and spangles. The hea
Iver strip worked over blue silk taffeta.
style to the example shown above.

ounded by hord
This glove is

=

milar

A glove of embroidered leather (one of a pair),
French, 1600s
Given by Mr . Saville Burrough
T.202-1928







GCLOVES

SEED PEARLS PROVIDE an interesting addition 1o the decorative
materials on this early 17th-century glove. They are densely
applied in combination with silver-gilt and silver thread. purl.
and coloured silks on the gauntlet of white satin,

motif is heavily padded to give a pronounced three-
dimensional effect. Silver-gilt and silver hobbin lace. dotted
with spangles, trims the edge of the gauntlet. Typically. the
imagery of the embroidery is both vivid and somewhat mys-
terious. In keeping with much Jacobean needlework. the
devices are naturalistic as well as symbolic. Appearing at the
base of the gauntlet is the snail illustrated here, with a lion
and a sheep: on the tabs are two crowned roses and a

crowned thistle. The donor’s family once thought this pair of
gloves was a gift of Henry VIII to one of their ancestors.
However, the presence of the thistle with the rose indicates an
assaciation with James 1. which corresponds with the gaunt-
let’s decorative style.

Gloves. elaborately decorated and trimmed with ribbon
and lage. were particularly popular gifts made to the sovercign
by his or her subjects and foreign diplomats. Elizabeth
received dozens during her lifetime and so did James 1. They
were also a desirable favour given by the monareh and this
pair may well represent a gesture of commendation from
James | to one of his courtiers.

A glove of buff leather with satin gauntlet embroidered with silk
and metal threads, spangles and seed pearls. trimmed with metal bobbin lace.
English. 1603-1625
Given by Sir Edward Denny, Bart.
1506-1882
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GLOVES

A sormsticarep vsk of metal thread distinguishes this Tuxu-
rious early 17th-century glove. An assortment of silver and
silver-gilt purls in various thicknesses and finishes have been
skilfully assembled giving a range of textures. The smoothness
of the bird’s breast is conveyed by the couching of silver and
silver-gilt filé over thick padding, while a rippling of couched
silver strip defines the tail feathers. The central rose motil has
heen worked with coloured silks in satin stitch, Above it are
three sprays of wheat: the texture of the wheat ears is im-

parted by seatterings of silver-gilt purl. Although not strietly
hervaldic, the motifs on the glove may have been chosen as per-
sonal devices. or more generally, for the virtues or qualities
each represented.

Covering the seam joining the gauntlet to the eream leather
glove is a coral-pink silk ribbon, overlaid with spangled silver-
gilt bobbin lace. A deeper border of such lace edges the gauni-
let and its tabs.

A glove of cream leather with satin gauntlet embroidered with silk and metal
thread, purl and spangles. trimmed with silk ribbon and silver-gilt bobbin lace.
English. 1600-1625
Bequeathed by Sir Frederick Richmond, Bart.

T:42-1954
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SHOES

Nannow kep sitk braid has been meticulously applied in close
parallel lines. to create an atractive linear pattern on this
woman’s bufl leather shoe {one of a pair) of the 1670s. The
use of decorative braid was a popular feature of fashionable
shoes in the late 17th and early 18th century. The shoe has an
elegant shape with tapered uppers finishing with a narrow
square toe. The heel is moderately high and thrust well
beneath the foot. Until the 1660s and 1670s shoes for both
men and women were usually fastened across the instep by
ribbons. In 1658 James Master paid 4s ‘For a pair of shoe
strings and other black ribbon".! This braided shoe has tiny
holes in the tongue and latchets that probubly accommodared
a narrow silk ribbon finished with points (tags) or a small
buckle. It is probable that. when buying shoes. customers had
io stipulate whether they wanted to use buckles or shoe
strings. Shoe buckles were introduced from the 1660s, Samuel
Pepys recorded wearing them in 1660:* “This day I began to
put on buckles to my shoes. which | had bought yesterday of
Mr Wotton.”

A porirait of The Ladies Catherine and Charlotte Talbot

shows Lady Catherine wearing a pair of shoes (closely resem-
bling this style) with gold braid rimming. and fastened by
dainty buckles set with jewel
introduction of shoe buckles in
cious stones” .

This shoe and its pair were probably perfumed. Scented
clothing in the 17th century was popular. and, as personal
hygiene was not a high priority, helped to mask body odours,
Philip Massinger. in his play. The City Madam. has the char-
acter Lady Frugal ask her servant Milliscent: “Where are my
shoes?” She replies. © Those that your Ladyship gave order

935

should be made of the Spanish perfum’d skins?

John Evelyn recorded the
his diary of 1666 ‘set with pre-

Book of James Master Esq 1646-1676°. Areleologia Consinna,
0.

Talbor by Jolin Michael Wright (1679). The
rs of Johw Evelyn To4 1-1705/6, edived William Bray (Murcay

andd 18 b,
5. Philip Massinger. The City Mackom, (1632). Aet L Se. 1 { Londan 1813), Vel 4 |
10,

A woman’s shoe of leather decorated with hraids.
Iinglish or French, 1670s
Given by Talbot Hughes
T.107-1917
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SHOE

LS

\ woman’s supper of red velver of the 1650s to 16605 is
richly embroidered in raised and couched silver-gilt thread. A
number of evocative names have been used for such shoes
including pantoffle, pantacle or pantable. Historically these
terms have been used somewhat indiscriminately, Randle
Holme in his book The Academy of Armory and Blazon
1688) depicted slippers as “Slippers, are shoes withoutr Heel
quarters’, and added amusingly “Slippers (or a Pantable)..|
need not much to describe . because a thing of so common a
use amongst us...”." June Swann in her book Shoes describes
<lippers as being made in mule form for the period 1660 10

1720, although the word had gone out of use by 1678.% In the
17th and 18th century. both men and women wore the style
known as slipper. but men had low heels while women’s slip-
pers had elegant high heels. In modern parlance. according to
the Oxford English Dietionary, a slipper is a ‘light and some-
times heeless covering for the foot, capable of being easily
slipped on, and worn indoors’,

1. Randle Holme, The

catdeiny of Arinory and Blazon (1688), Book 111,

ssories Series, G w Aileen Ribi

(Batsford 19

A woman'’s slipper of embroidered velvet.
English or French. 1650s-1660s
T.631-1972
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SHOES

aN's FasioNasLe silk shoe of the 17205 1o 1730s is
ed with silver-gilt braid and embroidery, The embroi-
dery is worked in buttonhole stitch on ivory satin and applied
in close parallel stripes, imitating applied silk braid of 17th-
century shoes. The heel has been meticulously embroidered in
a lattice pattern, shown in the detail. The embroidered satin
und has been laid over white kid leather.

Silver-gilt braid on shoes was always referred to as lace in
contemporary literature, Samuel Richardson (1689-1761), in
his romantic novel Pamela published in 1740-41. makes fre-
quent and detailed references to dress. Laced shoes such as
the illustrated example would have been worn by a lady and
not by a servant or country girl like Pamela, the heroine of the
novel. However, her master Mr B.. in one of his many and
unsuccessful attempts to seduce her, tempted her with the gift

o

of some of his mother’s clothes, including “Three pair of fine
Silk Shoes, Two hardly the worse, and just fit me (for my
Lady had a very little Foot), and the other with wrought
Silver Buckles in them’. Later in the novel she describes them
as “laced shoes, that were my Lady’s".!

Henry Purefoy in 1744 wrote to his laceman in London
requesting silver twist buttons for his waistcoat and ‘enough
fashionable Silver Lace to Lace four pair of shoes for my
Mother and a yard of narrow silver lace to go up the seam
behind the shoes’*

1. Pamieln by Sumnuel Richardsan (1762; o edivion), Vol. 1, Letter VI pp.12.13: and
Letter X, pp.A9.50.

2. Purefoy Letters 1735

753, edited by G. Eland (Sidgwick and Jackson 1931}, 2
Vols; Vol 2, p.311

A woman's shoe of embroidered
silk with silver-gilt braid.

English,

Given by Miss

17

C.

0s-1730s

E. Keddle

230-1908
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~ivpeLe FLORAL sHapes tamboured with coloured silks adorn
this late 17905 woman's shoe. The decorative stitching out-
lines the pattern cut ont of the green leather on the sharply
pointed toe, and decorates the white tin it reveals, White
1in ribbon binds the shoe and white leather covers

=ilk grosg
haped heel. The sole is leather and the lining linen.

the low
I'his was a popular style of shoe: an almost identical version
the collection. in black leather with cut-out deco-
ration and tambouring on the we. and a similar-shaped heel
in vellow leather,

While neo-cla
less decoration than had been previously worn. heels
remained fashionable. In 1797, a contemporary fashion mag-
“Small lralian heels are coming in with the rising
on. and simplicity of dre 1w the eriterion of good
taste.” Not until the 1820s would the heel be completely oust-
ed from women’s footwear.

At this time there was no distinetion in shape between right
and left foorwear. Due to the technical problems in making mir-
r s for heeled shol was not until the 1840s that
the production of right and left shoes became widespread. As
the drawing illustrates, the shoe is completely symmetrical and
the wearer made it conform 1o the shape of the foot it covered.

Survives

«al style dress intraduced a flat shoe with

azine note

o %

nage la

| The Ladies” Monthly Museum, June 1797,

A woman's shoe of green leath
tamboured with silk, bound with
English. 1797

> late Frederic

ribbon.

sill, Esq.

T.196-1914

SHOES

SteNcILLING consTITTES THE bold decoration on this woman’s
shoe dating from the very end of the 18th century. An abstract
floral pattern made of large and small black dots covers the
vellow leather, The stencilling process has not been carried
out very precisely, an excess or paucity of paint at various
points is clearly evident. Plain yellow leather binds the shoe
and covers the low, shaped heel. This relatively simple tech-
nique ereated another pair of shoes in the collection with sten-
cilled black rings on pink leather.

For most of the 18th century. leather was reserved for
boots. while silk. wool and linen formed the principle fabrics
for women’s footwear. From the 1780s there was a significant
the of leather for women's shoes. This devel-
opment in female footwear corresponded with the use of dy
in a wider range of colours; pink. green. maroon and navy are
all found in shoes of the late 1790s in the collection.

A woman's shoe of yellow leather stencilled in black.

nglish, ¢.1799

Given by Sydney Vacher, Esq.
T.10-1918







Glossary

-

Baxo: e collar originally a shirt neck-band.
Subsequently the term was applied 1o different styles of
detachable neck wear.

BeLvy pie
One wa
at

A triangular stiffening of buckram or pasteboard.
sewn to the lining on either side of a man’s doublet
istlevel. The base of each triangle was placed vertically
along the front edge. Forming a corset-like restriction or sup-
port to the “belly’.

Bin-rnont: A gown with a dropped front or ‘hib™ which
attached at the wa place by pins or buttons
the shoulde

and held

Bospix L Lace made by pl @ or twisting together a
number of threads around pins that control the design. The
threads are wound on small babbins and the work is support-

ed on a pillow,

Brock puivrive: One of the oldest methods of printing.
Wooden hlocks have the pattern cut in reliel and each colour
in the pattern has a separate block. The colour is transmitted
to the cloth from the face of the block by hitting the back of
the block with the handle-end of a mallet.

Brocaoip: This term had a precise technical 1
17th and 18th century indicating that design effec
waoven textile had been produced with an exira weft whose

incorporation was limited to the width of the design produced.

aning in the

s in s

Camric: A fine, lightweight, plain woven linen.

ChE

MILLE YAR
tury onwards) of cotton.
appearan;

A tufted weft yarn (in use from the 17th cen-
k or wool. caterpillar-like
Fabric woven with such varns is a chenille fabric.

=

Cri patterned fabric with a characteristic blurred
appearance achieved by winding the warp threads on a frame
and then printing with a design. The printed warp threads are
transferved 1o the loom and the welt threads woven in, result-
ing in a blurring of the warp pattern,

s made

Corpuroy: A cotton fabric with vertical cut-pi
with an additional weft pile thread.

Dasiask:  Patterned textile with one warp and one weft in
which the design is formed by the contrast of the bindin
tems, and appears on the face and back in reversed pos

L [lﬂi scenes,
al mythology and her-
and associated with

Essres nooks: Printed colleetions of allegorical
devices or symhols, derived from cla
ally accompanied by vers
moral themes and virt

H BACK: A ¢

ted bodice following the shape of the

stoseam, The -l\ln is imkﬂl mlll
the mantua. A later development Ith("l(llliVI\ known as ¢
nightgown was seamed at the waist and the skirt was pleated
onto the bodice. This was also called the fe robe 4 anglai




GLOSSARY

Eyerer: A lacing hole 1o take a cord or tape. to join parts of a
rment or Until the 19th eentu

bound in silk thread. Metal eyelets appeared alter 1828,

garments. these were

A coll

- which is turned down. A 16th- and
1Tth-century term which originally referred to the atached
collar which turned down over the doubler collar. The
= subsequently applicd o the der ollar or

FALLING BAND!

mmd which draped over the doublet collar onto the shoulde

Frene: An early 19th-century term for female nec
which replaced the earlier tevms of handkerchiel or ne
chief.

Frsrtias: A mixed fabric. where the warp is of linen and the
weft of eotron.

Goves A type of trimming made of silk wrapped around a core
of linen or cotton, often combined with other threads in flat

nge.

braids and fy

(SLAZED COTTO

Cotton which has a shiny surface achieved as

a result of various chemical or physical finishing processe

ed into

Gone: Usually a triangular-shaped piece of fabric

n seam to create additional fullness o a garment. /

am

alternative term is gusser.
Crsser: see GORe.
Groscra: A type of weave used frequently for silk ribbons

with silk warp threads closely and firmly woven over thick
welt threads of silk or cotton 1o ac

eve a ribbed effect.

Hoop

rricoar: An under-petticoat of linen distended and

-pt in shape with cane or whalehone hoops.

Luvstmive:  Lightweight, crisp and very glossy plain woven
-ilk. The lustre was achieved by ulunn« strete |IIIl!! and heat-
ing the warp before weaving.

METAL THREADS
Fug (plain): Silver or gold
core.

Fiisé (frost): Silver or gold strip on a core

is twisted more tightly than the other giving a erinkled

effect

Pra

strip wound on a silk or i

e

me end of which

Silver or gold strip nsed fat.

NEEDLE LACE:
and thread,

Lace constructed stitch by stitch with a needle

Paxes: Fashionable in the 1620s to 1640s. long. graduated
g £

parallel slits or cuts made in a garment, The slits allowed the

<hirt or smock and coloured zs to be seen or even be

pulled through the openings,

Passementerie: A French term covering a wide range of trim-
used on dress. uniform and upholsie
15, buttons. cord
al threads. Known in E

including

ribbons.

[ringes. using

silks and me

ngland in the 18th cen-

tury as parchmentery. haberdashery or

TOW Wares,

Perncoar; A skirt which formed part of an outer garment
such as a robe or gown. Always referred 1o as a petticoat until
the 19th century when this term was reserved solely for an
undergarment.

Pivgive: A method of decorating the ground of a fabric in a
pattern of tin
l){‘]{lll'llllllg Wi

holes or its edges in a saw-tooth pattern. by

h small shaped punch

Pocker noves: One or two slits in a petticoat and robe which
allowed nccess 1o the pocker bags worn about the waist
beneath the outer petticoat,

Pocker sags: Flat often pear- '«ll.lp('li bags with a vertical slit
opening. They were attached either I\,‘ orin pairs to a tape

that tied lll)mll the waist beneath the ()III(‘I petticoat so that

the bags were placed on each hip and withi
pocket holes.

easy reach of the

Porsrs: A term used from the 15th to the 17th centuries for
ties or laces which held garments together. The term origi-
nates from the pointed metal ends or tags of laces. An alter-
nati alet. e often visible and
hecame decorative rimmings and were made of gold or silve

Points wi

rm was agler or

Poroxaise: A term which was applied 10 a draped skirt of a

robe or gown which re

ealed the petticoat. The style was fash-
ionable from the 1770s to the 1870s.

Sarin: A close warp-faced we
an unbroken or smooth I

all it is now made from

ve which is constructed to give
trous surface, Oviginally satin w
Ik. cotton, ravon and other

libres.

Stann corear: An upright neck-band or collar 1o a doubler,
coat or walsteoal.

Resaro: 1. A white collar wired to stand up round the neck of
ced bodice. Fashionable from 1580 to 1635. 2. The
of ruffs in the late 16th and early 17th centu
1 1 ungainly and unsightly to look at if they
were not properl ted around the neck. and starching
gave extra weight. To preserve their shape and appearance it
became necessary to provide a support which was light yet
W the rebato v adapted for th See also

es

10 Wi

use,

The colouring and patterning of a fabric or
yarns for a fabric by blocking off patterned areas with resist
agent (usually wax) that prevents these areas from taking the
dye. The resist agent is then removed. By repeating this
proces m can be achieved.

ss a multi-coloured desi

Revens:
bodice.

s of a waisteoat

The turned-back edg coat, or

Rosr The revers or the decorations on either side of the
bodice of an open-fronted 18th-century gown. extending

either to the waist or to the hem.




Ruee: A pleated and starched frilled collar made of fine line,
<hionable for both men and women from the 15705 until
the 1620s. At first the frill was attached to the shirt or smock
neck-band but as ruffs grew in size they became separate
articles of dress. The tubular folds which are the distinguish-
ing features of ruffs were called sets and were formed by pok-
nted tubular wols of iron, bone or
wood which were heated and poked into the folds each time
the ruff was starched or when it had become limp and need-
ed 1o be cemated.

ing sticks, These were p

15 for the
ingly. doubly orin

RUFFLES/ENCAGE
~calloped flow
threes with the ell

vres: The English and French
af lace or cambrie wor
ow-length sleeves of an 18th- century gown

Or mantua.

)
Sack pack: A style of 18th-century women’s gown with the
fabrie ar the back arranged in box pleats at the shoulders and
falling loose to the floor with a slight train.

sumaive: A decorative effect ach
fabrie in rows.

ed by gathering a piece of

stline of a

skirrs: A term applied to the panels below the w
at or a doublet.

Stasnixg: This term s applied to the technigue of eutting fah-
ric in a series of decorative slits or slashes. It is carried out
with either a sharp knife or a cutting tool not unlike a but-
tonhole cutter which has a chisel-shaped blade. These cute
« made in various widths and some had crinkled or
('(lgl‘.‘i. Tvlll.l intention was 1o .'iil()“' a (:Ull'llll'l'll lillillg or
linings beneath the outer fabric. Sometimes the first lining

was slashed to show a second lining.

pentin

STAy 1ig bodice or undergarment worn by
women. usually reinforced with whalebone. to mould the fig-
ure to the fashionable shape. 2. Burrox sray: This term is
applied to a sirong linking thread holding. for instance. twao
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|lll‘lllh in |)||.~iliu|| on a coat by using a button or buttons as an
anchor on one pleat.

Stovacuer: A decorative V-shaped panel worn by women in
the late-17th and first three- quarters of the 18th century o
fill in the front of the bodice between the ed
fronted gown.

s of an open-

SuproRTA A rigid collar-shaped support worn about the
neck to hold up a ruff. It can be made of pasteboard covered
in silk or of wire whipped over with gold and or silk
thread and decorated with spangles. This type of support was
also called a pickadil. underpropper or

ATO.

Tass: Abbreviated divided skirts of a doublet or pair of stays
which oceur below the waistline of the garment. Sometimes
tabs were stiffened with whalebone. 1. Their function on a
pair of stays is to prevent the waist seam from cutting into the
body. 2. Tabs on a doublet disguised the points which held
up the breeches.

ra: A plain weave silk cloth characterised by its stiff
p leel and lustrous surface,

i A woven fabric with an additional binding warp and
t one additional weft (often of meral thread) used
decorative effect.

for

Vi A pile weave in which the pile warp is raised in loops
above the ground weav e loops may be cut at a later
stage. Uncut loops are lit called uncut velver and both
cut and uncut finishes can be created in the same textile,

Wage: Strong structural threads

bottom of a fabric.

ting vertically from top to

Werr: The threads which form the pattern or surface of a fab-
rie and are woven horizontally across the warp threads from
selvedge 10 selvedge.
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