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The problemw th costune terns

The historical clothing sleuth is bound for confusion when

searching for a consistent definition of the word cotehardie.

Costune historians assign the termto widely differing garnents.

In at | east two instances, Bl anche Payne, author of History of

Costune —a survey text used in college courses —refers to
gowns wor n under other gowns as ‘cotehardies’. (p. 190) MlIlia

Davenport, in her popul ar reference, The Book of Costune, refers

to a “cotehardie which is conpletely sideless...” (p. 211).
Stella Mary Newton, the respected schol ar who aut hored Fashion

in the Age of the Black Prince, can only offer up evidence that

cotes hardies —a two-word termin the original textual sources
—were part of a suit of clothing considered the standard mal e
“sports wear” of its tinme. (p. 32). Later she nentions a
war dr obe account describing a cote hardie found in the traveling
trousseau of Joan, daughter of Edward the Third, in the mid-14'"
century. None of Ms. Newton' s scholarly references tell us what

the garment is specifically. A D ctionary of Costune and Fashion

by Mary Brooks Picken offers this definition of a cotehardie:

“Close-fitting, tunic-like garment with sleeves; usually hip-
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| ength, buttoned or |aced down front. Worn by nen in late Mddle
Ages;... Also worn by wonen.” (p. 84) This is closer to a rea
answer, but general enough to be relatively usel ess.

Unfortunately, there is no period concordance in which
terms are matched to a concise definition. To expand the

probl em consider words like kirtle, cotte, and surcote, which

suffer nmuch the sanme treatnment by wel | -nmeani ng but vague
experts. This convention of vague definitions and arbitrary
applications of costunme terns to nultiple, contradicting
clothing styles opens the door to msinterpretation by the
noder n-day historic clothing student. | believe it is better to
throw out the terns and concentrate on garnents as portrayed by
artists of the tine.

As a result, | set out to analyze and categorize the fitted
dress styles seen in artistic renderings of the period between
1340 and approxi mately 1420. This period | oosely spans a tine
when fitted gowns were a popular style in Europe. Though the
fitted gown persisted throughout fifteenth century art, the
focus of ny interest was the period in which nost dress
hi st ori ans agree the ‘cotehardie’, was a popul ar fashion.

What | found was that regardl ess of social rank, wonen
often wore two gowns, each layer distinctly different fromthe
other and routinely conformng to a set of specific dress

elements in order to conplinent the other. \Wen wearing a single
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gown, the garnent frequently exhibited dress el enents that woul d
make it easy and confortable for the woman to wear another |ayer
on top of it. It is this set of dress elenents, or rules, that
allows one to think in terns of dress |ayers, rather than
arbitrary costunme terns.

The data pool

| surveyed 145 separate works of art conprising scul pture,
brass, painting, tapestry, and enbroidery that contain one or
nore i mages of wonen dressed in the fitted gowmn style. Wthin
t hose works, 240 i mages of clothed wonen told a story of fashion
conpl exity.

Though the data set is not exhaustive, it does range w dely
anong artists, nedia, location, and tinme period. | used many
commonly referenced works, though a fair nunber of imges are
somewhat | ess available in historic art books, websites, and
costune tones. | passed over inmages of wonen wearing gowns that
were | oose through the bodice, as the focus of ny study is the
fitted dress styles. For a conplete list of sources, see
Appendi x A. The following two charts give a sinple breakdown of

how t he i mages di sperse over time and geography.
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Chart 1: Nunber of outfits exam ned by decade
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Chart 2: Geographic origin of sources
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Qut of the 240 wonen portrayed, 150 of themwore two
di stinct gown |ayers. O those 150 two-|ayered wonen, 117 of
them wore a sl eeved gown over another sleeved gown. In the other
33 of the 150 two-gown-1|ayer inmages, the women wore a sl eevel ess
gown, or “sidel ess surcote”, over a sleeved gown. Sixty four
i mges portrayed wonen wearing a single, sleeved gown, which was
t he next-nost prevalent style in nmy sanpling of works. Finally,
26 out of 240 wonen wore what can only be described as anbi guous
outfits. These, in addition to the other styles described above,
will be covered in greater detail. The follow ng chart gives a
vi sual overview of the layers portrayed in the inmages |

exam ned.
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Ambiguous

One, single layer 11%

27%

Two distinct
dress layers
62%

Chart 3: Layers: the favored style
Rule 0: The invisible |layers

For the analysis that follows, |I have discounted the
under garnment —sonetinmes called a shift, a snock, a chemse, a
shirt —as a fashion layer. ‘Fashion layer’, used in this
context, inplies a garnment worn with the purpose of being seen
in a public setting. In the period covered, the chenm se was
nmostly invisible to the polite eye. | have al so precl uded
mantl es fromthe study. A fair nunber of the inages | studied
i nclude a mantl e draped over the shoulders of the figure. Since
this garnent is not a fitted one, I've elimnated it as a

rel evant pl ayer.
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Rule 1. The versatile |ayer

The nost comon fitted gown in the art of the late
14"/ early 15'" centuries was sonething best described as the
versatile layer. A gown’s ability to fit confortably under and
in conplinent to another gown defines its versatility. Many
i mges show the versatile |layer performng its duty as an under -
dress for a fancier top layer. Wnen also wore the versatile
gown as their sole fashion layer, and as such, it appears to be
the practical gown of choice during its tine.

Two style elenents conbine to formthe versatile |ayer

close-fitting sleeves, either long or short and |l ack of buttons

on the bodice. The versatile gown al nost al ways has a cl ose

sl eeve fit, whether the sleeve is short or extends to the wi st
and beyond. There is a practical consideration: |oose or
generousl y-cut sl eeves would be hard to slip through the arnscye
of another gown. Once through, there is the added probl em of
fabri c-bunching, which creates two displeasing results: physical
di sconfort and an unattractive bul ging or |unpiness. Loose-
sl eeved gowns worn under another |ayer are not typical in the
art of this period.

What one does see is a wide range of fitted sleeves. In
sone cases, long, tight sleeves flare dramatically fromthe
wrist onward, a point at which | oose fabric ceases to interfere

with the sleeves of a top-layered gown (Figure 1). One of the
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si npl est and yet common styles seen in Gothic art is a single
gowmn with long, tight, buttonless sleeves (Figure 2). Another
recogni zabl e style has buttons on the long, fitted sl eeves,
ranging fromthe wist to the top of the forearm or
occasionally, fromthe wist to sonmewhere between the el bow and
the top of the arm (Figure 3). Mre rarely, the short-sl eeved
variety of this gown pops up, though only in the 15'" century for
the scope of this study, in a well-known painting portraying a
couple of wonen working in a field in their chem ses and short-
sl eeved versatile gowns (Figure 4). As the 15'"" century advanced,
the short-sl eeved versatile |ayer appears to have becone the de
ri geur gown worn under |ater-period houppel andes and V- necked
gowns, as these top-layer fashions evolved closer-fitting

sl eeves.

The treatnment of the versatile gown’s bodice, particularly
the center-front, also determ nes how confortably and
attractively another fitted gown will lay over it. Judging from
the art, buttons of this period appear to have be excl usively of
the shank variety, which raises themoff the surface of the
cloth. If the gown has lacing or is a pullover requiring no
bodi ce cl osure, the bodice —which is the area nost snugly
touched by another |ayer —is free of the bulky protrusion of
buttons that would only be pressed into the flesh by an equally

tight top layer. Wrse yet, an unattractive ridge of bunps woul d
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appear through the over-gown. | have found no evidence in the
period art to suggest that such a practice was ever adopted.

The next area of bodice closure | studied was lacing. O
the 150 i mages of wonen wearing solo versatile gowns, nobst show
no evi dence of |acing anywhere on the bodice. This by itself is
not proof that lacing was | ess conmon and that these gowns were
pul l overs. Artists of this period often stylized clothing. An
exanpl e woul d be i mages executed in grisaille, a popular gray-
tone technique of the nmid-to-late 14'" century. Sone images show
color clothing, but nmultiple figures all wear the same col or,
even on multiple clothing layers. An artist who generalizes with
color may al so generalize with fine |ine details. Another
consideration is that artists often worked within a snal
physi cal perinmeter. For exanple, manuscript illum nations by
nature of their size do not exactly encourage attention to fine
details such as | acing or seamli nes.

In activities requiring attention to gowns’ |aces, however,
artists nake a point of portraying them regardless of the size
of the figure. Instances include nursing a baby (Figure 5) and
dealing with hot weather (Figure 4).

In a few pictures, one can see a partially unlaced gown
w th what appears to be snooth cloth a nere inch bel ow the
| oosened area, where the gown is still tightly fitted (Figures 4

and 6). The first image inplies that the eye of the period
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behol der saw a | aced cl osure as just another form of closed seam
—utilitarian, not decorative. Wiere the laced cloth is held
together, the lace itself ceases to be notewdrthy. The second

i mge, the oft-discussed “Agnes Sorel” portrait, is one of a few
post - 1420 images | included in ny study because the gown styles
pictured are still of the traditional, fitted variety found

bet ween 1340 and 1420. The Agnes Sorel gown gives an intriguing
peak at a nethod of |acing that uses snmall, rigid rings set on
the inside of the closure to hide the lacing entirely when the
gown is fully closed. Wiile it is certainly possible that this
nmethod was in use in the earlier period | amexamning, there is
solid, extant as well as pictorial evidence that |acing through
eyelets sewn into the surface of the cloth was common. | think
it likely that the Agnes Sorel portrait confirnms that |acing was
not considered a decorative closure nethod as it shows a net hod
designed to hide the appearance of a |ace.

Anot her tell -tale sign that |acing may have been nore
common than the surviving art woul d have us believe is the shape
and tight fit of cloth across the bust and upper torso. Mny
versatile gowns with no visible bodice closure appear to give a
lift and close fit around and under the bust, which is only
achievable with a closure through that area (Figure 7).

One m ght ask: what about side-lacing, or back-1acing?

Though | have seen side-lacing in |later-period art than the tine
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| cover in this paper, the imges | surveyed only showed center -
front closures, when closures were evident. | al so have not
found any pictorial evidence for back-lacing in this period.

One may contrast the idea of |aced closures as a nundane,
negligible detail with the idea of button closures as notable
signs of fashion and status. Lacing was not nearly so decorative
or costly as fine buttons were. A nunber of inmages in which the
artist has carefully wought sleeve buttons but no center-front
bodi ce buttons | end credence to the idea that the artist would
not arbitrarily exclude some —but not all —buttons from
portrayal (Figure 8). There is no |logical reason to detail the
buttons on sl eeves but |eave off buttons on the center-front
bodi ce when buttons were such popul ar fashion elenments. It is
reasonabl e to assune that gowns portrayed with no buttons on the
bodi ce but plenty on the sleeves were accurate depictions by the
artist. Such gowns also neatly fit within the paraneters of
versatility.

In sone cases, front-|lacing appears on gowns of wonen in
repose —wonen who have no practical reason for an obvious
portrayal of lacing, like nursing a child or letting heat
escape. A few scul ptured effigies include center-front | acing
(Figures 9 and 10), as well as the occasional painting (Figure

11). It may be worth noting that the lady in Figure 11 is dead
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by recent defenestration and nost certainly has no practical use
for her lacing any |onger.

Al'l of these dress styles, whether clearly |aced or
seamnl ess, share one comon trait: a flatness of cloth across the
entire bodice. That facet is key for the snooth and confortable
fit of another |ayer over the versatile gown.
Rule 2: The restricted top |ayer

Over the versatile |ayer, wonen wore a wi de variety of
gowns, from sl eevel ess ones wth exaggerated arnscyes extending
bel ow the wai st —al so called the sidel ess surcote —to gowns
wi th decorative sleeve treatnments allowi ng the versatile gown’s
sl eeve sonme unencunbered space and visibility. As nentioned
earlier, 150 out of 240 inmages of wonen clearly showed them
wearing two gowns together. The common el enment anong all top

| ayers in these inmages is that the top |l ayer cannot practically

accommpdat e anot her | ayer over it, thereby restricting its

versatility. Alnost equally worth noting is that nost of these
gowns cannot be worn as the sole fashion | ayer w thout exposing
a significant portion of the woman’s chem se al ong the | ength of
her arns.

The ways in which gowns acquired their restricted status
were varied. Sonme common reasons for restriction were: buttons
down the center-front bodice (Figure 12), short sleeves with

fl aps extendi ng beyond the sl eeve opening (Figure 13), short
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sleeves with tippets (Figure 14), volum nous sl eeves cut
generously, either as a | oose tube (Figure 15) or a w de
triangle (Figure 16), and no sl eeves conbined with an
exaggerated arnscye (Figure 17).
Bringing the | ayer rules together

The conplinentary and varied nmethods for |ayering gowns can
be expl ained easily enough even by nodern fashi on standards.
Humans tend to naxim ze their fashion possibilities, no matter
the style. Since the climate was often cold and heating systens
were nedi ocre at best, the layering of clothes was a practical
necessity. Cloth in the 14'" century was not cheap for those who
bought it nor fast and easy to make for those who produced their
own. Wth cloth being a dear comodity and yet also required in
greater volune for warnth, it is no wonder that top-layer gowns
were designed to afford a view, limted though it was, of the
gown worn underneath. Rule 1, the versatile |layer, and 2, the
restricted top |layer, provide a system by which both |ayers co-
exi st harnoni ously, enhanci ng each other’s appearance. For an
overvi ew of how individual style elenents often conme together to
create a versatile layer or a restricted |ayer, see the

following matri x.
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Versatile layer 1 X X
Versatile layer 2 X X
Restricted top layer 1 X X
Restricted top layer 2 X X
Restricted top layer 3 X X
Restricted top layer 4 X X
Restricted top layer 5 X X
Restricted top layer b X X
Restricted top layer 7 X X

Chart 4: Matrix of styles
Using the matrix as a guide, a few ‘rules’ energe.

Versatile layer 1 is recogni zable as the short-sl eeved gown worn

t hroughout the 15'" century, prinmarily as a single layer in
casual or work settings and presunmed to be the versatile |ayer
of choi ce under tight-sleeved top-layer fashions later in the

century. Versatile layer 2 is the nost conmon fitted dress style

across Europe in the late 14'"early 15'" centuries. This gown
styl e can always be worn with restricted | ayers 1-6.

Restricted |ayers 1 and 5 are distingui shed by whether or

not the gown has buttons on its center-front. Restricted |ayers

2 and 6 becane nore fashionable during the turn of the century

and appear to have been especially popular in ltaly. Restricted

| ayers 3 and 4 represent sideless surcotes. Restricted |ayer 7,

whi ch could be a gown with buttons on both the sleeves and the
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center-front, is especially popular in the SCA but anmazingly
scarce in the art of the period.
Chasi ng the ‘ Scot ehardi e’

What inspired this detailed analysis of dress styles worn
during this period was ny desire to docunent the ‘cotehardie as
| so often saw it represented in historical costum ng circles,
such as the Society for Creative Anachronism (SCA). This
garnent, as it so often appears, is a fitted gown with buttons
along the forearns and down the center-front, or in other words,

restricted layer 7 —nost specifically, the variety with

buttoned sl eeves. What | thought would be a qui ck | ook-up turned
into a several -year neandering search for sonething that hardly
seened to exist at all

During this recent review of 240 outfits, | found a total
of 26 outfits that |I liberally placed into the “anbi guous”
category for reasons |like: occluded view, nono-chromatic
portrayal (often grisaille, or the stylized outlining of brass
rubbi ngs), stylistic sinplicity, or danage to the work in
guestion. | also placed into this category all imges that could
possi bly be the nythical creature that | have cone to call the
‘scotehardie’, a gown with a life of its ow w thin contenporary
costum ng communities. O the 26 anbi guous i mages, a grand total
of twelve were tagged for detailed analysis as ‘scotehardie’

candi dat es.
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The nost frustrating and profound coi nci dence energed. O
those twel ve i mages, every single one was in sone way occl uded,
damaged, or otherw se debatable. There was not one, clearly
detailed inmage that | could point to and say, “This is the
classic scotehardie: buttons down the front of the bodice and up

the sleeves.” Up until now, the only clear imge | have found of
a fem nine garnment with obvious buttons in both places is folio
71v of the Manesse Codex, in which a lady s overdress has
buttons at her neckline and her |ong sleeves (Figure 18). There
may well be nultiple exanples of this gown in this series of
illustrations, but the gown is |oose, and the work itself is
outside the time period surveyed.

The i mages of possible scotehardies are worth di scussing.
In Figure 19, we see a |ady standi ng between two | overs, her
arns occl uded behind their bodies. Her gown has buttons from
neckline to hem which is noteworthy on its own, as this surfeit
of buttons is rarely seen in the art of the tinme. Mst bodice
buttons end around hip-level, where the dress flares enough to
allow a body to step into it, or pull it on over the head. |
decided to include this lady in the possible scotehardie
category because | cannot confirm whether she is wearing one
| ayer or two, and what the sleeve treatnent is in either case.

There are no tippets dangling fromthe area where her elbowis

positioned, providing an argunent in favor of her wearing one
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restricted layer with long, fitted sleeves. The other lady in
the picture wears two gown layers with tippets dangling fromthe
end of her short-sleeved over-gown. Since this inage is executed
in grisaille, we cannot assune that the nonochrone clothing
inplies the sane garnent above and bel ow the el bow. The
conflation of two gown |ayers into one is a common ni stake made
by costune interpreters, especially in works executed in
grisaille or other nonochromatic portrayals. Sone inmages with
full -color detail give the clear inpression that tippets were
added as a decorative flair to the end of short sleeve dresses,
since the fabric below the tippet is often a different color
than the fabric above it (Figure 20).

An excellent clue in the case for tippets’ role in this
regard can be found on the scul pture of the fenal e weeper on
Edward the Third' s tonb (Figure 21). The difference in relief
bet ween the area above the tippet and the area bel ow suggests
that the tippet was attached to a short-sleeved top | ayer and
that the bottom half of the sleeve is part of a versatile under -
| ayer.

Figure 22 shows a lady on the far right of a crowd of
peopl e dressed in contenporary ltalian fashions in a scene from
the life of St. Ursula. Her gown is palest blue with |ong,
fitted sl eeves buttoned about three quarters up the arm The

guestionabl e factors are her use of a fitchet, which is a

Copyright © 2003, Tasha Kelly MGann



McGann 18

decorated slit in the side of her dress, and the parti al
occlusion of the front of her gown. Fitchets typically appear on
restricted layers 1 and 5 —gowns al ways worn over a versatile
gown. The fitchet begs questions like, “Is this gown a
restricted top layer? Mght it also have center-front buttons?”
In exam ning the other wonmen in the scene, however, | see that
none of their varied outfits show clear evidence of buttons. |
wi |l never know for sure, but | believe it is possible that this
gown is still a versatile style, and that the fitchet sinply
al l ows her access to itens she may be wearing on a belt

under neat h.

Pictorial evidence points to a fenm nine practice of wearing
a belt under whatever |ayer is top-nbst —especially obvious in
i mges of women wearing sidel ess surcotes. As pockets are not
yet docunentable for this period, but purses or drawstring
pouches are, it is safe to assune that |adies wore belts and
purses under their versatile gowns, especially if it was their
sol e fashion layer. Fitchets would, therefore, make a | ot of
sense on versatile as well as restricted top |ayers.

Figure 23 is rather promsing. Alady wears a fitted gown
with buttons down the center-front. O note, her |ong sl eeves
are tightly fitted. There is no sign of layers on her sl eeves;
nor of tippets or flaps. Though her sleeves do not show any sign

of buttons, this gown begins to suggest the scotehardie.
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Figures 24, 25, and 26 are all taken from rubbi ngs of
funeral brasses made for nobility in England between 1380 and
1405. All three have one thing in common: the lady in each inage
appears to wear a single gown with buttons down the center-front
and along the forearns. One m ght assune these are three clear-
cut exanpl es of the scotehardie, except that each |ady al so
wears a mantl e conveni ently occluding nost of her arnms. There is
no way to know whether or not the ladies’ outfits mght in fact
be two layers with a short-sleeved, tippeted |ayer atop a
versatile gown. One may even argue that sonme of the vertical
lines inside her mantle are tell-tale signs of tippets, rather
than folds of the mantle cloth.

Figure 27, however, is even nore of a conundrum A young
girl appears on a brass with her father, dating to 1391. Her
hands, hel d piously together in prayer, neatly expose a |line of
buttons fromwist to el bow on her long, fitted sl eeves. There
is the faintest set of markings along the center-front of her
gown, but again, it is inpossible to tell whether one sees
buttons, lacing, or random danage to the brass. Were the
previous three brasses clearly show their center-front buttons,
this one is less clear in that area. Were the previous three
have anbi guous sl eeve treatnents, this one includes no mantl e,

and is quite clear. In the end, proof eludes ne.
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Figures 28, 29, 30, and 31 are taken from the sane inage, a
popul ar selection froma late 14'" century Italian manuscript

call ed The Romance of Guiron Il e Courtois. Though many nore than

four wonmen appear as spectators of a nelee, only four present
enough of a clear view of their outfits to be deemed worth
review ng, thanks to extensive damage. The ladies in figures 28
and 29 appear to be wearing fitted gowns of plaid or striped
fabric. Most of the knights in the nelee below these | adies are
rendered in grisaille, which in contrast, |ends weight to the
carefully detailed fabric of the spectators. The first lady is
buttoned up the front, and appears to have a long, fitted sl eeve
on that sanme gown. Unfortunately, at the point of the el bow, her
arm di sappears behind the stand she occupi es. Her conpani on has
a rai sed hand, though, confirm ng that her dress is indeed one
| ayer, restricted as a top layer with buttons down the center-
front. Ladies 30 and 31 tell a simlar tale, though the lady in
Figure 30 offers a rare argunent for the idea that tippets may
have occasionally been attached to | ong-sl eeved dresses in order
to mmc the two-1ayer |look of a tippeted over-gown atop a
versatile dress (for reasons of cost, or perhaps warm weat her?).
Lady 31, nuch |like lady 28, hides her arnms bel ow the stand. |
suspect that she too has long, fitted sl eeves.

The | ast exanple of a possible scotehardie is a weak one at

best, as the artist’s portrayal of clothing is highly sinplified
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both in detail and col or usage. This | ady, an ol der wonman, wears
what appears to be a | ong-sl eeved versatile gown at first glance
(Figure 32). She has nmade a point of lifting up her top |layer to
show anot her, colored | ayer beneath. Are we seeing her chem se
under there, or a versatile gown? Did the artist color the
under-dress a lighter shade of blue for aesthetic reasons, or
because it is nmeant to represent another fashion layer? It is
hard to be sure. If it is another gown, this inage proves the
possibility that women may have occasionally worn two gowns wth
long, fitted sleeves together, though it would serve fashion
much less than it would serve conservation of heat. Perhaps this
wonman has lifted and gathered the skirt of her top layer in her
hand as a way of advertising an otherw se unseen fashion | ayer.
Regardl ess, | found that gowns with |long, fitted sl eeves were
usually the garment worn next to the chem se. This inmage renains
anbi guous.
What popul ari zed the scotehardie in the SCA?

In the end, | did not find proof of the gown style so

popul ar in the SCA that many call a cotehardie. A nunber of

i mges strongly suggested its existence, but they were in a vast
mnority anong solo versatile gowns and two-layered outfits.
Why, then, would | arge nunbers of historical costune enthusiasts

wear this specific gown style while sinultaneously neglecting
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ot her, nore common and docunent abl e styles? A nunber of guesses
come to m nd

Vel | - known costum ng tonmes such as Patterns for Theatrica

Costunes by Kat herine Strand Hol keboer provide a pattern for a
mal e garnent that has a tippet attached and hanging fromthe
| ong sl eeves. Though the author’s fem nine patterns for the sane
period do not show this particular feature, the nmale pattern
suggests that tippets were routinely attached over |ong sl eeves,
rat her than as decorative endings to short sleeves, as seen in
so nmany sources. This inplies a flattening of |layers that |
found in only one arguably solid source out of 240, Figure 30.
More curious yet, is the assertion by Ms. Hol keboer that a
kirtle —otherw se known as an under-dress, or a versatile gown
—could be “worn under sideless gown with buttoned sl eeves from
el bow to wist; often buttoned through plastron to hold gown in
position.” (Hol keboer, p. 132) In the 33 i mages of sidel ess
surcotes | studied in this survey, | found no evidence to
suggest that buttons were placed on the center-front of the
under-dress for anchoring the surcote down. If costuners takes
Ms. Hol keboer’ s advice, they may well set about naking all their
gowns in the scotehardi e fashion

The Known Worl d Handbook is anot her easy source of well -
i ntended but inaccurate information about clothing in the 14"

century: “The cotehardi e was anot her unisex style, the only
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consistent difference being hemlength.” (Stewart ed., p. 54)
Thi s sentence, perhaps nore than any other, sunms up a thought
process that probably hel ped popul ari ze the scotehardie. If one
takes a docunentable man’s garnment with buttons fromwist to
el bow and down the center-front of the torso and extend it to
the floor, you get a lovely, fem nized version of it. Sadly,
such a gown is rather hard to docunent as a common style.
Concl usi on

A nore accurate way to assess authentic clothing styles for
periods in which extant garnents are scarce or non-existent is
to go directly to as many contenporary, pictorial sources as
possi bl e. Period texts dealing with clothing are a boon and a
useful piece in solving the overall puzzle of “what did they
wear”, but they rarely provide concrete evidence of specific
dress el enments such as the ones anal yzed here. A suspect
substitute would be to read the interpretations of historica
clothing in nost of the respected costunme survey books. Doing so

brings to mnd the Latin phrase, caveat enptor.

What wonen actually wore appears to be nore conplicated
than our nodern interpretation usually reflects. Fem nine
clothing was frequently designed with layering conpatibility in
m nd. Dress el enents such as buttons, |acing, and sl eeve-

I ength/fit/decoration were deciding factors in whether or not a

gown was versatile or restricted as a top |ayer over another
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gown. I n order to maxi m ze fashi onabl e appearance, gowns worn in
conbi nation all owed for the public exposure of both |ayers.

For the fitted, |ayered fashions of the late 14'" and early
15'" centuries in particular, the contenporary costumer may be
conbi ning dress elements wth mnimal thought for the role their
garment woul d have played in a period setting. Just as medieval
wonen mexi m zed their fashion opportunities when working with
garnment |ayers, historic costuners may find new pleasure in

doi ng the sane.
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Figure 1 Figure 3

Story of Procis, Cephal us’

Beauti ful Wfe, Boccaccio's
Decaner on. Bi bli ot heque National e,
Paris. Ms Fr 12420, f. 39v, circa
1400-1410

The Nativity. Mayer van den Burgh
Figure 2 Museum Antwerp, circa 1395

Figure 4

The Garden of Paradi se, Master of The tres riches heures of Jean,
the M ddl e Rhine. Staedel sches Duke of Berry, f. 6v
Institut, Frankfurt, circa 1420
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Figure 5 Figure 6

Virgin and Chil d/ Agnes Sorel, Jean
Fouquet, circa 1460

Figure 7

The Virgin Mary, Heures de Rohan,
Bi bl i ot heque Nationale, Paris. Lat.
9471, f. 33v, circa 1420

Christine de Pisan, Harley Ms 4431
F. 259v,
circa 1410s
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Figure 8 Figure 9

Al terpiece of St. John the Baptist,
Catal an, circa 1348.

Ef fi gy of Catherine, Countess of

Warwi ck, England, circa 1375
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Fi gure 10 Figure 11

The Death of Jezebel, Franois,
Bi bl e of King Wenceslas, Vol. I1,
f. 145

Figure 12

Effigy of Queen Philippa of
Hai nault, wife of Edward |11,
Engl and, circa 1366

Pl unms, The Four Seasons of the
House of Cerruti, circa 1380s
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Figure 13 Figure 15

Aristotle and Phyllis on an
aquamani l e, circa 1400

Fi gure 14

Cecco d’' Ascoli: L’ Acerba;
Physi onomi a. Laurenzi ana Library,
Fl orence. Ms Plut. 40152

A weddi ng, The Parament Master,
circa 1380
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Figure 16
Fi gure 18

Tapestry made in Al sace,
Ger mani sches Nati onal museum
Nur emburg, circa 1400

Figure 17

Kristan von Hamle visiting his

| over, Manesse Codex,

Uni ver si t a shi bl i ot hek, Hei del berg,
Cod. Pal. germ 848, f. 71v

Jean de Bourbon visited by Charl es
IV [neither pictured], G andes
Chr oni ques de France, Bibliothéque
Nati onal e MS Fr 2813, f. 477
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Fi gure 19 Fi gure 20

T

The tres riches heures of Jean,
Duke of Berry, f. 4v

Figure 21

A kni ght and | ady exchange rings,
Manuscri pts of Guillaunme de
Machaut, circa 1350

Joan, daughter of Edward Ill as a
weeper on her father's tonb, circa
1380
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Fi gure 22 Fi gure 23

“Looking at this will make you
remenber”; | eather casket, Misée de
Cluny, Paris, circa 1380

Fi gure 24

‘Ei{. —
R
L 3 .
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E'll |
i < L] g
Scenes of the life of St. Ursul a,

fresco from Dom ni can Charterhouse
Museo Civico, Treviso, circa 1352

Sir de Redford’'s wife, funera
brass, circa 1390
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Fi gure 25 Fi gure 26

Sir Dallingridge’ s wife, funeral Sir R Drury’'s wife, funeral brass,
brass, circa 1380 circa 1405

Copyright © 2003, Tasha Kelly MGann



McGann 34
Fi gure 28 Fi gure 28

-
h‘h-

A

The Romance of Guiron |le Courtois,
A tournanment, f. 55, circa 1395

Fi gure 29

J. Corp’s granddaughter, funera
brass, circa 1391

The Romance of Guiron |le Courtois,
A tournanment, f. 55, circa 1395
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The Romance of Guiron |le Courtois,

A tournanment, f. 55, circa 1395

Figure 31

The Romance of Guiron |le Courtois,

A tournanent, f. 55, circa 1395
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Figure 32

The Conedi es of Terence, A scene

from “Hecyra”

(The Mother-in-1aw),

f.

210
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Appendi x

Avri |

p. 79; The Bible Mralisée of Jean | e Bon, Netherlands, f. 59;
circa 1350

p. 85; The lover contenplates his |ady, Le Renede de Fortune,
Qui | | aune de Machaut manuscript, f. 23, circa 1350

p. 87, The lover sings as his |ady dances, Le Renede de Fortune,
Qui | l aume de Machaut manuscript, f. 51, circa 1350

p. 89, The banquet, Le Renede de Fortune, Guillaune de Machaut
manuscript, f. 55, circa 1350

p. 99, Love introduces his children to the poet, Poetic Wrks,
Qui | | aune de Machaut manuscript, purportedly painted by the
Maitre aux Boqueteaux, f. D, circa 1350

p. 100, The churchman and the kni ght debate, Le Songe du Verger,

pai nted by the Maitre aux Boqueteaux, f. 1lv
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Bar ber and Bar ker

p. 22, Conte des Broches fights King Nabor and Gawai n,

Bi bl i ot héque Nationale M5 Fr. 122 f.80v

Bi bl i ot héque Nati onal e
Jeanne de Bourbon visited by Charles IV, G andes Chroni ques de

France, MS Fr 2813, f477

Boucher

p. 201, Conedies of Terence, Bibliothéque Nationale M5 Lat 7907
f. 12v

p. 203, Boccaccio of the Duc de Berry, Bibliothéque Nationale M
Fr 598 f. 49v

p. 204, Italian breviary, Bibliothéque Nationale MsS Lat 577
f.380

p. 205, Virgin and Chil d/ Agnes Sorel by Jean Fouquet

p. 206, Queen Jeanne, painted in Narbonne, currently at the
Louvre, circa 1373-8

p. 206, Jeanne de Bourbon and Jeanne d’ Armagnac (or |sabeau of

Bavaria), circa 1388

Camlle

Fronti spi ece, “How material things are nade”, Livres des
Propi étez des Choses by Barthol oneus Anglicus in Paris, now

i n Herzog- August- Bi bl i ot hek, Wl fenblttel, circa 1400
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p. 42, “Looking at this will then rmake you renenber”, | eather
casket, Musée de Cluny, circa 1380

p. 50, Aunoniére made in Paris, now in Miseum fur Kunst und
Gneber be, Hambur g.

p. 59, Le Roman de |la rose, Idleness with her mrror and conb
greets the |l over outside the garden, Bodleian Library, M e
Museo 65 f.7r, Paris, circa 1380

p. 69, Two nessengers and two |ayers, drawn in Paris, now in
Staat|iche Museen Preussischer Kulturbesitz,

Kupf er sti chkabi nett, Berlin, circa 1400

p. 76, Le Chevalier Errant, Bibliothéque Nationale M5 Fr 12559
f. 167r

p. 84, The Fountain of Youth by a follower if G acano Jaqueri o,
Italian fresco, circa 1411

p. 97, Leather, scul pted “Tal bot” casket from Fl anders, now in
the British Miseum circa 1400

p. 107, Le Ronman de la rose, MS e Miuseo 65 f.22r, Bodl ei an
Li brary

p. 109, Wod casket made in Basel, now in Franzi skanermuseum
Vil | i gen- Schwenni ngen, circa early 15'" century

p. 113, Romance of Al exander, painted in Bruges under the
direction of Jean de Gise, Bodleian Library M5 Douce 264
f.59r

p. 120, Aristotle and Phyllis on an aquamanile, sculpted in the

Net her| ands, circa 1400
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p. 126, Tapestry made in Al sace, now in Gernmani sches

Nat i onal museum Nurenberg, circa 1385-1400

Cl ayt on

p. 6,

p. 10,
p. 12,
p. 13,
p. 14,
p. 15,
p. 16,
p. 17,
p. 20,
p. 20,
p. 40,
p. 40,
p. 41,
p. 50,

p. 68,

Joan de Cobham w fe of John de |a Pole, 1380
Sir de Redford’ s wife, 1390
Sir _Dallingridge’'s wife, 1380
Sir J. Harsick’s wife, 1384

Sir R Attelese’s wife, 1394
Sir. R Drury’'s wife, 1405
Earl of Warwick’'s wife, 1406
J. Hauley’s two wives, 1408
Baron Canoys’'s w fe, 1419

P. Halle’'s wife, 1430

Sir S. Felbrygge's wife, 1416
Sir H Halshamis wife 1441

Sir W Echynghanmis wife, 1444
J. Corp’s granddaughter, 1391
R Torryngton’s wife, 1356

Sir T. Brook’s wfe, 1437

M Cheyne 1419

G de Gothenmis wife, 1358

Davenport
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p. 207, Romance of Al exander, Bodl eian Library MS Douce 264,

circa 1344

p. 211, Daughters of Edward |1l and Queen Philippa of Hainault
in St. Stephen’s Chapel, Westm nster, circa 1350-1360

p. 214, Joan Ingham wfe of Sir Mles de Stapleton, circa 1364

p. 214, Maude, Lady Cobham in Cobham Church, circa 1370

p. 231, The Younger Titurel by Al brecht, Bohem an, Fernberger-
Dietrichstein M5

p. 234, FromLes tres belles heures de Notre Danmes de Duc de
Berri .

p. 239, Boar Hunt by Christians and Mbors, painted ceiling in
the Hall of Justice at the Al hanbra in G anada, Spain

p. 245, Tirol fresco at Castel Roncol o, near Bol zano

De Hanel

p. 147, Kristan von Haml e visiting his |over, Manesse Codex,
Cod. Pal. Germ 848 f. 71lv

p. 163, The sacking of Troy, Hi stoire Ancienne jusqu a César, M
Fr 301 f. 147r, circa 1400

p. 193, The nmaster of the Harvard Hanni bal F. 227r (in private

collection), circa 1420

Dupont
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p. 118, Scenes fromthe Life of St. Ursula, fresco from
Dom ni can Chapt er house by Tomaso Da Mbdena, now in Miseo
Cvico, Treviso, circa 1352

p. 119, The Birth of the VirginRi nuccini Chapel, Church of Santa
Croce, Florence, by Govanni Da MI|ano, circa 1365

p. 137, The Apocal ypse: Four scenes of the apocal ypse by Jean de
Bandol and Nicolas Bataille, Misée des Tapi sseries, Angers,
circa 1375-1381

p. 148, The Nativity, Mayer van den Burgh Miuseum Antwerp

p. 158, Christine de Pisan, La Cité des Danes, Bibliothéque
Nati onal e M5 Francais 607 f. 2

p. 160, Scene froma novel, Arras Tapestry, now in Misée des
Arts Décoratifs, Paris, circa 1420

p. 164, Frontispiece from Chaucer’s Troilus and Cri seyde, M 61
f. 1l-back now in Corpus Christi College, Canbridge

p. 184, The Garden of Paradise by the Master of the Mddle

Rhi ne, now in Staslel sches Institut, Frankfort, circa 1420

For maggi o and Basso
p. 40, Boethius: De arithmaetica e nmusica, by the Illum nator of
t he Angevin Court, Neopolitan, now at National Library M

V.A 14 f. 47r
p. 51, L’ Acerba; Physionom a by Cecco d’ Ascoli in Florence, now

in Laurenziana Library M5 Plut. 40152
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Hal | am

p. 146, The Story of Gaia, De Claris Milieribus, Bibliothéque
National e M5 Fr 12420, f. 71

p. 267, Histoire Ancienne jusqu a César, now at University of
St. Andrews, Scotland, M5 v.2 f. 199

p. 283, Story of Procis, Cephalus’s beautiful w fe, Boccacci o:
Decaneron, Bibliothéque Nationale M5 Fr 12420, f. 39v

p. 295, Romance of Al exander, Bodleian Library Ms Douce 264, f.

181

Hopki ns
p. 117, Statuts de |’Ordre du Saint Esprit au droit deésir,
Hi story of the Knot of Naples, circa 1353
p. 120, A knight and |ady exchange rings, Guillaune de Machaut

manuscri pt, circa 1350

Mei ss and Kirsch

BR48, Birth of the Virgin

BR 108v, Psal m CXlV

BR 120v, Psal m CXXI

BR 147v, The Virgin with St. John and St. Elizabeth
LF 4v, The Lord in Majesty with Saints and Angel s
LF 17, Saints Anbrose and Augusti ne

LF 37v, Creation of Sun, Mwon, and Starts
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M . Hahn’s English 206: Chaucer

Christine de Pisan, Harley M5 4431 f. 259v

Newt on

Front cover, The Romance of Al exander, Bodl eian Library M Douce
264 f. 127v

p. 64, Weltchronik, Rudolf von Ens and followers, circa 1362

p. 90, Alterpiece of St. John the Baptist, Catalan, circa 1348

p. 95, Blanche de Valois, 1% wife of Charles IV, originally on
facade of Stefansdom Cat hedral in Vienna

p. 98, Mssal of Louis de Male, circa 1350

Payne
p. 190, Jeanne de Bourbon, wife of Charles V (different
scul pture than one in Boucher’s book), circa 1380
p. 192, The Deposition by Gottino, nowin the Ufizi Gllery,

Fl or ence

Pi ponni er and Mane

p. 65, Roman de |la rose, Bibliothégue Nationale M5 Fr 1567 f. 7

p. 94, King Wenceslas Bible, nowin the University Library,
Prague, M5 XXI'lI, C 124, f. 72, circa 1340

p. 106, The Virgin Mary, Heures de Rohan, Bibliothéque National e

M5 Lat 9471 f. 33v, circa 1420
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Ror i mer

Plate 12, Story of Catherine
Plate 19, Story of St. Jerone
Pl ate 25, Saint George

Pl ate 30, Duchess of Berry in Prayer

Scot t

p. 33, Blanche Mrtinmer, Lady G andison, circa 1348

p. 35, Lettice and Margaret Braunche, 1353

p. 38, John Jose of Clearwell’s wife, 1360

p. 39, Queen Philippa of Hainault, wife of Edward Il, 1366
p. 40, Catherin, Countess of Warw ck, 1375

p. 41, Avena Foljanbe, 1380

p. 41, A wedding, the Paranent Master, circa 1380

p. 44, Femal e weeper fromthe tonb of Edward II1, circa 1380
p. 52, Mary de Oesw ch, 1395

p. 53, Lady Ardene, 1400

p. 63, Katherine, wife of Ral ph G eene, 1420

p. 64, Beatrix, Countess of Arundel, 1420

Spencer

Mul tiple outfits from many pages of this book; totalling 105

The Tres Ri ches Heures

F. 2v
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F. 4v
F. 5v
F. 6v
F. 7v
F. 8v
F. 38v
F. 52r
Thomas

p. 41, A tournanent, The Romance of Guiron Le Courtois, f. 55

p. 43, Ogeat (Aqua Ordei), The Tacuinum Sanitatis f. 25, circa
1400

p. 49, G angal eazzo Visconti’'s Funeral Eulogy in The Apotheosis
of G angal eazzo Visconti, f. 1 by Pietro De Castelletto

p. 61, The Death of Jezabel, Bible of King Wnceslas, Vol. Il F.
145

p. 71, Story of Panphile, Daughter of Plateus, De Milieribus
Caris f. 69

p. 71, Thanyris, the Most Noble Artist, De Miulieribus Claris f.
86

p. 75, The Treachery of Worldly Delights, The Wrks of Christine
de Pisan f. 35

p. 76, A scene from*“Hecyra” (The Mther-in-law), The Conedies

of Terence f. 210
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p. 89, Christian resists tenptation in presence of St. Paul the

herm t, The Bell es Heures of
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